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This is the transcription, partly adapted for print, from a talk I delivered at Northwest Armizare's Thundermark 

Deed, an armored combat event that brings together historical fencers, members of the SCA, and others (the 

inaugural deed was held March, 30, 2019). 

 

I've not had time to record it, so in lieu of that I've mixed the visuals with text in one place. This is a very 

introductory examination of the issues in using transcriptions and translations, especially with regard to historical 

fencing sources. While I refer to the Walpurgis Ms. I 33, the core example in this lecture centered upon the four 

extant/known Mss. of Fiore de Liberi's 15
th
 cen. martial system, Armizare. 

 

JBT Emmons 

Sept., 2019 
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Good evening. It's a pleasure to be here tonight and discuss the nerdier side of historical fencing: our sources. Our 
reliance upon extant works about martial arts is one of the key things that characterizes our sort of fencing. This being the 
case it behooves all of us to have some familiarity with the corpus and how to engage it. 
 
I was honored when Mike asked me to discuss medieval fight manuals, not only because I've spent a long time studying 
medieval history and its manuscripts, but also because it's clear that many people are put off by the challenges in reading 
them.  
 
Like anything it comes down to practice—the more time one wrestles with a text, the more one will get out of it, so as 
long as you have a passion for the subject and the discipline to keep at it, you'll get there. It gets easier. My goal tonight is 
to provide a few tools to help with that. 
 
Remember too that you're not alone--chances are good someone has spent more time with a text than you have. Maybe 
that person is another fencer, maybe the translator, but whoever they are they're a potential resource. There's never shame 
in asking for help. In a pinch, message me—if I can't help you I will do all I can to find someone who can. 
 
 
Broadly, we'll explore two topics: historical sources and how to approach them. As a literate society most of us take 
reading for granted. By the time we're adults we read automatically, and so often, in so many different contexts, that we 
don't differentiate types of reading. 
 
We do have types, but we don't normally spend a lot of time thinking "AH, this I must read closely… this over here I can 
skim through." If you think about it, do we read each page of a novel multiple times the way we often do recipes? 
Probably not. 
 
We bring our cultural assumptions about "text" and reading to whatever it is we have before us, even when the authors of 
those works and those who read them, like our medieval friends, had some different ideas about books, knowledge, and 
reading. 
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As Peter de Blois, the 12/13th century statesman, theologian, and poet said: 
 
 We are like dwarfs standing on the shoulders of giants; thanks to them, we see farther than they. Busying 
 ourselves with the treatises written by the ancients, we take their choice thoughts, buried by age and human 
 neglect, and we raise them, as it were from death to renewed life.” 
 Peter of Blois (d. 1212) 

This was a popular medieval notion, this standing on the shoulders of giants, and it holds true for us too. We have the 
sources; we have researchers, instructors, videos, conferences, and perhaps the largest giant, the internet. It's hard to 
downplay the role the internet has played in the growth of historical fencing. At the touch of a button one is in touch with 
another enthusiast who's literally on the other side of the world. In a pursuit where shared research, debate, 
experimentation, and cross-pollination are all vital, we wouldn't be as far along in our studies as we are without the net. 
 
However, even with the aid of giants we must do the work, and when it comes to these often challenging sources we need 
to cultivate two things: Patience & Labor. 
     

Be patient with yourself, and, with the text. It will take a lot of work, more than you usually spend reading, to open it up, 

to appreciate all that source has to share with you. You will read differently. 

One analogy I like, though I admit it's probably an odd one, is dating. There are a lot of parallels, from the initial 
awkwardness to the potential for a lasting relationship.  
 
Reading a text is a dialogue—the source has things to say, and like a good date you have to ask questions that push 
conversation. There's an intimacy in reading—it's a way of connecting with another mind, another imagination, and it's 
sometimes more revealing than spoken conversation. With our sources, most of which were written long ago, this 
intimacy is tantamount to time-travel or necromancy. Pick whichever metaphor speaks to you best ;-) 
 
The rush, excitement, mystery, fascination can be there with a text just as it can with a person. We want to dive in, 
experience it all fully right away, and sometimes that's fine, but… it isn't necessarily the way to get to know a text or 
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person in any real depth. With these sources, we probably want, and certainly need, more than one date if we're really 
going to take away anything about them.  
 
This analogy works the other way too—if we try to make something deep out of some chance hook up we only end up 
with trouble. You're not likely to catch anything from a text, but… there are other dangers, like assuming you know what 
the work is about when you don't. 
 
The infatuation stage is great fun, and necessary, but with the text you want something that's going to last, right? You 
want something meaningful out of the experience. As in dating, relationships grow richer over time, least they can with 
cultivation. 
 
Before retiring what's probably a tired analogy at this point, it's important to note what "intimacy" means in this context. 
Since the 17th century it's been used as an euphemism for sexual relations, and since at least the 17th century it's been easy 
for people to mistake that with intimacy of a more psychological, spiritual sort. We're people. It can be a fun mistake to 
make, but we sometimes make it at great cost. 
 
So, to be clear, the "intimacy" we mean here, that we want to strive for, is that latter psychological sense. If the former 
appeals more to you in reading, well, cool, I don't judge, but that would be a very different talk and one I'm not qualified 
to deliver ;-) 
 
Intimacy is born of sincere and repeat exposure.  
 
Just as in any "relationship," however, there are challenges. 
 

Challenges, however, are normal. Few true prizes are won without them. Like Sir Gawain, we can sometimes run 
headlong into one without thinking about it first. When we do we have a choice: we can work on it, face the challenge, 
and hopefully surmount it, or, we can run, hide, or expire in panic. There will be times, text in hand, when you feel like 
Gawain making his date with Bertilak; you know your neck is about to get the chop, but, just like that, the blow isn't what 
you expected, and if you're lucky, you emerge from it with newfound knowledge. Challenges and mistakes are catalysts 
for growth; they deepen you. 
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While there are many hurdles, the four I want to cover tonight are: 
 

 orthography  
 language & translation 
 context 
 and subject 

 
With the exception of language and translation, to some degree all one needs to jump over these are time, dedication, and 
study. Read enough of even the most difficult scripts, and you'll get it; read enough history, you'll understand the context 
for a text better. Do all of this and you will get a lot more out of the subject. 
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I will only cover orthography (letter forms, spelling, etc.) briefly. Most people probably don't need to read the original in 
period script—I wouldn't discourage anyone from doing it, but if you have a good transcription and/or translation, that 
works for most things.  
 
Still, I'd like to show you a few quick examples, because it is easy to take for granted how hard this stuff can be to make 
sense of.  
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[C.13.16 – an example of a glossed text, likely for study. The main script is a Gothic hand, while the glosses are a more 

rapid cursive (https://queenslib.wordpress.com/category/medieval-manuscripts/)] 

In this slide [just above], a selection of lines from Cambridge University, Queen’s College MS C.13.16, we see a few 
things—letters, some words are easy to make out, but notice all the abbreviations? The glosses? The main section is in 
what we call Gothic hand, but the glosses are in a form of cursive. 
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Many of these works are just beautiful too. On your left is a page, the preface to the Gospel of Mark, from the Lindesfarne 
Gospels, ca. 700. I'm a fan of half-uncial script, but then I work in this period mostly so I guess that follows. 
 
On the right is a page from Henri Romain's Gestes et Faits des Anciens (Acts and Deeds of the Ancients), an early 15th cen. 
French history of the ancient world. 
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This is a personal favorite [just above]: it's the first page of the Táin Bó Cúailnge or Cattle-raid of Cooley in the Book of Leinster 
(ca. 1160, completed sometime between 1201 and 1223). This is a collection of various works in Middle Irish, much of it 
covering the time before the arrival of the Normans. It is also one source for the epic adventures of the Irish hero Cú 
Chulainn.  
 
The physical condition, as you see, makes this more challenging to read. The script is maybe a little harder to make out 
too. The damaged sections of this page affect any reading—missing text or lacunae (missing sections), are common in a lot 
of documents, including our fight manuals. The Florius ms., one of the four mss. which details Fiore dei Liberi's system, 
has water damage for example. 
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This is the transliteration and translation of the Táin by Cecile O'Rahilly. Even with my unfortunate photography it's a lot 
easier to read, isn't it?  
 
What these examples demonstrate is the variety, difficulty, and beauty of medieval scripts. Making sense of them just 
takes practice, and unless research is your bag then you're unlikely to have to deal with it.  
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Our next challenge, Language, however, is another matter. We are fortunate in historical fencing to have linguistic giants 
in our midst. It's thanks to their abilities and skills that so much of these works are available in English. For those with 
French, German, Italian, or Spanish, your knowledge of these modern tongues will certainly help, but if you dive into the 
older works you will be dealing with an archaic form of what you speak or read now. 
 
Vocabulary can be different, but even words you know change their denotation and connotation over time. Spelling is 
often inconsistent or flat out wrong. Punctuation, if it is there, can be confusing. This said, if you know modern French, 
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then learning Old French will be similar to taking a class on Chaucer where you read "The Canterbury Tales" in Middle 
English—not impossible, just something that will take some effort.  
 
Transcription even from printed sources can be tricky! Here's an example. 
 

 

This is a short selection from F.A. Marcelli's Regole della Scherma, published in 1686. Chris Holzman just completed his 
translation of this monster—it's huge. I've had the honor to assist him with the Latin portions. I highlight this passage 
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here because there were a few words, when I first started translating it, that didn't make sense. I'd check the text, check it 
again, then ask Chris and realize I had the wrong word. More than once Chris, who's far more familiar with Marcelli's 
diction and typescript, helped me out.  
 
For reasons I hope are now clear if they weren't before, transforming the handwriting and language of these old books 
into readable English is a daunting task. It's easy to make mistakes, common in fact, and so once again time, patience, and 
access to good proofreaders is vital. 
 
 
Transcription is often a first step. Translation, however, is another thing. We've discussed language, but translation 
actually goes beyond just rendering the sense. 
 
While often described as a "science," translation is more of an art. It's not that technical skill involved isn't involved—one 
must know the grammar and idiom of the language one's working in—but rarely is a word for word translation going to 
read well. It's a solid first step, and many translators start there, but left as is it's often unreadable.  
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For example, let's look briefly at "Beowulf." On your left is a transcription of the Old-English/Anglo-Saxon, and a more or 
less word for word gloss on your right--I would want to clean this up if I was going to share it. It's maybe intelligible, but 
it isn't easy to read. The structure of English has changed significantly, so that it is harder (though not impossible) to read 
Old English. 
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Here are two translations. Take a minute, read each one, and look for how they are different, what the translator chose to 
do. 
 
Okay, so Raffel tried to keep to the verse form, but notice what he did with the words, the idiom, the metaphor. 

Donaldson's is a little closer to the original, but he's made it into prose. We'll look at one more example of "Beowulf" 

before turning to our fight manuals. 
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This is Seamas Heaney's translation, and there is much I love about it—here is a poet translating another poet. His sense 
of language is fine, his choices purposeful, but he too departs from the original. Heaney's English, since he is Irish, is 
different, and we see this in the use of Irish words. While the sense of these is sound, they are unknown outside of an 
Irish context, even in their Anglicized forms. There are also, at least for people who know these words, connotations to 
them that don't work well in the context of early medieval England. Heaney's version is a delight to read, but not 
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necessarily the one you would want to turn to for a close-to-the-original translation. It's meant to be readable, enjoyable, 
and it is. 
 
I've dwelt on this example because it highlights the choices each translator must make, and to some degree why they 
make those choices. The same dynamic is at work in translating most anything, and certainly with many of the fight 
manuals we rely upon. It is also at play when we look at period images. 
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Just as we do with text, we translate images, and the further removed we are from our own time, our own artistic 
conventions, the more careful we must be.  
 
We cannot approach medieval art the same way we do art today. We're every bit as visually oriented as people 1,000 
years ago, but we have different assumptions. Think about this—if you see a photograph your friend took at the beach, 
one at an art gallery, and one in a magazine ad, you automatically apply certain filters. However, in each, there is a certain 
realism. When painting or photography are abstract, we notice without realizing it; we—even someone my age—
recognizes the work that goes into a posed photo and artfully filtered Instagram shot. 
 
Often people apply our values, our sense of meaning, and our use of image to visual works of the past. This is tricky. 
Sometimes a medieval artist was at pains to be what we would call realistic, but many times they were not. I've put a few 
examples here to illustrate this. 
 
Top left you see two knights in harness [see slide just above], oddly sans gauntlets, fighting to stab one another. Good 
example of naturalism/realism, or, not good? It's sort of a mix. The artist was clearly trying to capture something accurate 
about the armor, but the proportion is off, and, their movement more suggestive than accurate. It is representative. 
 
Representation, symbol, sign, all of these were important in medieval art. Below the scene from the Gladitoria example is 
one of a popular memento mori tale, the story of three living princes meeting three dead ones. If anything the living princes 
are executed a bit more realistically, but often with this story the artists worked hard to make the corpses as awful as they 
could. It's symbolic. Memento mori images were meant to remind people that they were mortal, sinful, and needed to 
repent—the church was society then, and so the point of life, in some ways, was to prepare for death. I've always enjoyed 
the skeleton on the far right's happy smile.  
 
This example to your right—does anyone know what this is? Right, it's the Annunciation, a very common motif, one 
where an angel tells the Virgin that she will have a son. If you do a quick search for "illuminated medieval manuscripts 
Annunciation" you will find a ton similar to this—you'll see the angel, the Virgin, and often the angel holds this wee scroll 
of text. The section below is from The Office our Our Blessed Lady, and reads Domine labia mea aperies et os meum annuciabit 
laudem tuam or "You Lord will open my lips, and my mouth shall declare your praise." Gabriel, the angel, holds a scroll 
with a line from the Hail Mary. Often there is something between them, separating them, in this case a potted plant. The 
flower is also significant—one popular medieval work, The Golden Legend, claimed that "Nazareth" meant "flower," and St. 
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Bernard of Clairvaux helped popularize this, some from his time, from the 13th cent. on one often sees flowers in this 
scene. Mary's hands are normally open this way too. But, for all the holiness going on here, look at the bas de page, the 
bottom of the page: there is a lovely garden party, a monkey, music, etc. Here too we have to ask what was important to 
the artist—the point these images were to convey, or, a realistic rendering? 
 
In fairness, some medieval artists were at pains to be realistic, but one must always keep in mind that there is a language 
of symbol, allegory, and metaphor often at play, that this extends from ideas of deep spiritual topics to the way people sit, 
walk, etc. 
 

 
 



21 
 

What does this mean for us as historical fencers? Well, it means we must be cautious taking any image at face value. 
Sometimes we can probably proceed as if it were, but this is something we must base on a case by case basis, and, test. We 
must be aware of artistic conventions, symbolism, the purpose of the text as well as its images, the relative talent (and 
knowledge) of the artist, the time in which it was produced, and its state of preservation to name just a few issues.  
 
ANY interpretation we make, however good, is still conjecture. Unless new information comes to light, that is all it can 
ever be, and, some interpretations are better than others. To hold too closely to an idea, especially one by nature tentative, 
is dangerous. As Dave Rawlings has said "Surety is the enemy of inquiry." Stay humble, stay open to the possibility you 
have it wrong.  
 
Before turning to my next two examples, I want to make it clear that I have a lot of respect for Roland Warzecha, a key 
researcher in our community. He is one of the giants upon whose shoulders we have been able to see much farther than 
we could alone. Roland has come up with some intriguing theories relating to body mechanics that derive largely from 
his examination of images and experimentation. The hip-hinge is maybe the least controversial; his idea of how medieval 
people walked slightly more so. Intriguing as Roland's idea about walking is, there are important questions about these 
images that must be asked. 
 
In this scene from I33, for example, given the stylized portrayal of the two fighters, it might be stretching to see this as 
medieval naturalism, to take this as an exact representation of how one should move. This said, there is a consistent 
portrayal of the fighters leaning forward—that is probably meaningful. The hip-hinge, as Roland has remarked and 
demonstrated, does work with movement, and while not perhaps the sort of motion one would make with every attack in 
I 33, it remains a decent possibility for some maneuvers. A medieval art historian looking at this will notice a few things 
too. 
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The drapery, for example, shares certain affinities with the Muldenfaltenstil (lit. "troughfold style" or "depressed fold 
style") painting ca. 1180-1240 common to the area between the Ile-de-France and the River Meuse. They style entails 
pronounced shading that defines long folds which fall dramatically around a figure's limbs and end often in hairpin 
loops. Muldenfaltenstil painting was also found in German-speaking areas, the most famous examples perhaps at Cologne 
Cathedral and in the cathedral treasure of Aachen. 
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Muldenfaltenstil is not about realism/naturalism. Now, if Ms I33 hails from a German location ca. the 1320s, then this is 
about a century out from the heyday of that style, and I'm not suggesting that I 33 is an example of it. The similarities in 
abstraction, however, are important to consider. 
 
The similarity to Muldenfaltenstil, a style less concerned with realism, is a good reminder that we need to ask how faithful 
these images are. We need to compare them against other examples. Are they meant to capture precise movement and 
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position, or, are they meant to provide an idea of it? To suggest it? Does it come down to the artist's relative ability? We 
can't be sure, and thus, we must be tentative. 
 
I also see some echoes of Master Honoré's style in the way the heads are rendered—he was a famous French artist. You 
see his work here in the Breviary of Philip the Fair [two slides up, left side]. 
 
I find Roland's hip-hinge idea at least plausible because it is suggested throughout I 33, and, because in testing it out it has 
worked. 
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I must disagree with him, however, about how medieval people walked. This is a random sample of scenes of people 
walking. IF we only go by what we see, then we may conclude that people walked on their toes, or walked toe-heel, but 
this ignores artistic conventions. It is the same as saying that ancient Egyptians must have walked like we see in their 
relief work or paintings. 
 
Is it likely that medieval people, constructed like us, walked in a different way? Or, is it more likely that what we see in 
their art reflects something else? The quality of rendering varied—in most of the images here leg and foot position appear 
to suggest movement rather than capture it. As a check, of course, we have to look for examples that do not fit the theory. 
This is just responsible research. My graduate advisor, Hal Drake, once said that in research, if you're searching for 
something, you're likely to find it—what he meant was that if I want to set out to prove something, I can find all sorts of 
evidence that might suggest I'm right, but, if I ignore or leave out the evidence which doesn't fit, if I fail to explain that it 
doesn't apply for this reason or that, then I haven't really proved anything.  
 
Reading these images is difficult. There is a TON of context one needs, not only about artistic techniques, conventions, 
and common iconography, but about the purposes of art, the culture that produced it, and the values it captured. In the 
next talk we'll look at historical contexts in greater detail, but for now just note that there is a lot going on here beyond 
what we see. 
 
I could stand here and show you pretty pictures all night, and I could talk you to sleep if not a slow death by boredom, 
but as fencers we are "doers," and so for the next few minutes as a sort of closing exercise we're going to take a look at one 
aspect of Fiore dei Liberi's works. 
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A lot of this is going to feel like old hat, I know, but there is value in going through this slowly, at looking at one feature 
of his system, a critical feature, and one that doesn't read the same in each Ms. or in each translation. Fiore's wonderful for 
many reasons, but since we're talking translation of text AND image we'd be hard put to find something as suitable. 
 
I'll give you a little context just in case you don't have it. Fiore tells us that he could draw, that he wanted to preserve his 
system, and that he knew his stuff. It is not reaching to say that at least in some of the Mss., such as this image here from 
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the Getty or Ms Ludwig XV 13, the images are more realistic than say in I 33. Mike, who has the latest translation, and 
years on me when it comes to Fiore scholarship, can speak to theories about which of the Mss. is closest to the original 
exemplar; if I recall correctly the Getty is believed to be closest. Is that right Mike? 
 
Regardless, this is a very careful drawing—some of the proportion is off, but then look at the detailed hands and grip of 
the guy on the right. 
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When it comes to the fendente, one of Fiore's basic cuts, something foundational to his system, it helps to look at how it's 
treated across the surviving manuscripts. 
 
Here are two examples—they're a bit different. Where man on the left is full of ennui as he is cut, the guy on the right, 
facing us, appears to be snorting longswords. However, both show the same angles more or less. How do these images 
compare to the text? 
 

 



29 
 

I'll start with the Getty. Here are two of three translations for this one Ms. we'll look at tonight. Take a minute, read 
through them, and compare and contrast. What do you notice? 
 

 

Now, here's a third version. What is the same, different here? 
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This may not seem like all that big of a deal, but there are things here we need to consider. To name one example, the line 
reading either "trail of blood" or "sign of blood" looks to the same two words, sangue segno. Sangue, or "blood" is cognate 
with our "sanguine" and "sanguinary" and is pretty clear, but segno… that is trickier. If you look it up today segno can 
mean "a sign; a mark; a scratch; a sign or indication; it can also meaning shooting target." The word it comes from, Latin 
signum, means much the same, but took on some more abstract meanings over time too, such as "miracle," "statue," and 
even a specific type of medieval bell-tower. Yet, several of these translations used "trail" for segno. Is that important, and if 
so, why? How might that affect our interpretation? 
 
What else is there? This is one place where we want to consider similarities as well as differences—more often than not 
differences reveal more, but it depends. Here we want to see what is the same, what we can pool from our combined 
sources. Were we only considering one of the four Mss. we could stop here, but let's see what the other three say. 
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These are relevant images from the Morgan and Paris/Florius Mss. The image on your right is the Segno from the Paris 
and provides a graphic sense of what the fendenti look like, though they are not labeled as such here. 
 
So much for the images, let's see what the Mss. say: 
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The Morgan's description is a lot shorter than the Getty's, but we see some key similarities—here too this strike is noted as 
downward; the image we just saw gave us a sense of this in action, or as the swords meet at mezza spada.  
 
The Paris, which is incomplete, does not really have a description of the fendenti. In many of the images it is perhaps 
implied, as it is here, but as similar as it is to other versions visually, the text accompanying this reads "I, the clever one in 
this scenario, have bound the sword now in the middle. With the sword as if in a cross, I will certainly cut your left 
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shoulder. Especially with this play, great haste is recommended." This doesn't give us much to go on; this play starts from 
a bind, not a cut—we might infer that to get to the bind one cuts, but from this alone we cannot say that. Perhaps both 
opponents started from the engagement of the blades. 
 

 



34 
 

The last Ms., the Pisani-Dossi, is largely in line with what we've seen in the Getty and Morgan. This image illustrating the 
fendenti is similar to the one for the sottani or upward blows. The swords in fact both face point-up, so unless you read the 
text with it one might easily misread this image. Happily the text is clear. 
 
So, looking across all four Mss. what do we learn? We know the fendenti are downward strikes; we are told in three of 
them that the cut starts at the teeth, and from the Getty's description and the Segno in the Getty, PD, and Florius we know 
the cut is angled from the teeth downward toward the opposite knee; we learn too that these are quick attacks, and that 
they are made in such a way that one returns to guard; the fendenti are useful for breaking an opponent's guard; we also 
learn that these cuts leave a bloody trail or sign. 
 
We did not examine them tonight, but from other sections we know something of Fiore's guard/invitation positions, his 
footwork, and how one moves. Much of this we glean from the images. 
 
Consider though how much Fiore doesn't say here; how much he doesn't show. Let's assume one is in posta di donna—how 
does the cut start? Fiore doesn't really tell us, so we have to figure it out. 
 
There is, for example, debate over just how to take sangue segno. To make a "bloody sign" can mean a lot of things—it 
could mean wound, a scratch, or a limb dangling by sinew. A "bloody trail," however, suggest something more—it says 
something about trajectory, but it also implies that this cut, as it descends from the teeth toward the opposite knee is 
cutting across the body.  
 
With all the focus on "hewing" blows this is worth considering. If Fiore didn't believe every single cut had to take off an 
arm, then maybe our interpretations should take that into account. Can a fendente, properly set up, take off an arm? Sure. 
But did it have to? Did Fiore mean for every cut to land like a hammer? Probably not. 
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This is the challenge and charm of historical fencing, of trying to reconstruct these old systems. In developing an 
interpretation we consider a few other things—fencing universals such as measure, timing, and judgment; we think about 
how one is vulnerable or covered; and in the case of Fiore we consider another important idea, one I'll spend more time 
on in the next talk, that Fiore's system is unified—it needs to work in or out of armor.  
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The point of this exercise exploring the fendenti was first, to see how translations, even of one ms. (Getty), can differ, and 
second to see how translation effects our interpretation of something as fundamental as the basic cut we make. This 
translation is not on text alone, but of the images, individually and across the four Mss.  
 
In looking at how images and text work together we have to ask how well do they match up? Can we trust what we see, 
what we read? Do they work together? Maybe, but we have to be cautious, we have to be tentative, and we need to ask 
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the right questions. 
 
IF our goal is working toward as accurate an interpretation as we can (given the limits we face in trying to recreate these 
extinct combat arts) it’s important to evaluate the translations we rely on, to find and use the best we can, the best 
available. 
 
We have focused on issues of translation tonight, on the choices translators make and on the questions readers should 
ask. In doing so we’ve touched on a second, major consideration in reading ancient fight manuals, historical context, 
specifically conventions of medieval art and artists. To go beyond that into broader cultural factors, into the values, lives, 
worldview, and history of medieval European society would take us late into the night, so that is where we will pick up 
in the next talk. 
 
I would like to open things up to questions and discussion if that would be useful to you.  
 
Thank you very much for joining me tonight. I hope the discussion has been helpful and that we’ll take up historical 
context soon! 
 


