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Renaissance Geographies: space, text and history in early modern England

Abstract

In examining the relationships between space, text and history in the early modemn
period, this thesis reads sixteenth and seventeenth century texts in the context of the
new geographies and the shifts in spatial awareness that accompany the arrival of the
early modemn peniod. In doing so, it also employs a ‘spatialised’ mode of criticism
that, rather than privilege any one kind of text, seeks to view all texts alongside one
another, within what Foucault calls the ‘space of a dispersion’. This situates the
thesis within a developing interest, in renaissance studies, both in early modern
spatialities, as exemplified by the work of Richard Helgerson, John Gillies and others,
and in postmodern approaches to the renaissance.

It 1s the starting point of this thesis that space is produced, rather than a vacuum
waiting to be filled by the actions and actors of history. It is also a contention of this
thesis that this production of space takes place on a variety of fronts. It is neither
limited to the visual or plastic arts, nor the result, solely, of changing economic and
political situations. The texts covered include, therefore, plays as well as political
pamphlets, poetry as well as maps, scientific treatises as well as portraits.

It is organised around three successive ‘moments’ in sixteenth and seventeenth
century England - Elizabethan imperialism reign following the defeat of the Armada,
the union project of James VI and I, and the immediate aftermath of the English civil
wars. Rather than being seen in a chronological narrative of cause and effect, these
moments ‘haunt’ each other, living on beyond themselves, structuring the
representation of space in new contexts. Understood as anachronism, this kind of
effect is one result of using “‘space’ alongside ‘history’ as the honzon against which
textual analysis is performed.
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Renaissance geographies: space, text and history in early modern England

1. Introduction

The single, homogenous point of view, that sense of perspective and
critical distance, born in the Renaissance and triumphant in colonialism,
imperialism and the rational version of modernity, is what we are now
called upon to question and undo. (Chambers 1994: 24)

In recent years, across the broad field of renaissance studies, there has been a steady
realisation that cartography and map-making played an important part in the processes
of self recognition and discovery that constitute the renaissance itself. Or rather, as we
;:reate our late twentieth century versions of the renaissance, or of the early modern
period, or even of the early colonial period, maps and mapping form an increasingly
important sector of our understandings.! In turn, the development of cartography as a
specific practice has increasingly been viewed not just as a positivist narrative of
progress, but has been placed within wider contexts of social history and the history of
ideas. The single most important project in this new history of cartography 1s the
History of Cartography project, originally jointly undertaken by J.B. Harley and David
Woodward, until Professor Harley’s untimely death. The aim of the projected six
volumes of this history, two of which have already been published, is to extend a
history of cartography beyond the traditional parameters, to incorporate non-Western
forms of cartography, as well as older non-traditional forms of western mapping. This
extension of some of the traditional disciplinary boundaries of the history of

cartography has necessitated a re-definition of what a map might be.

1The term ‘early colonial’ is taken from the introduction to the collection of essays, Subject and
Object in Renaissance Culture where the editors write it into their project to interrogate the “subject’
- driven traditions of Renaissance studies, post Burkhardt, to allow, instead, for a subject - object
dialectic. ‘From the moment of its mid-nineteenth-century inception as subject-oriented, the
Renaissance as Early Modern has given short and limited shrift to the object. In the wake of such a
tradition the recent tendency to periodize around the concept of the “Colonial” rather than the

“Modern” seems an improvefnent. The period division “Early Colonial” at least assumes the presence
of colonized as well as colonizer, object as well as subject.” (de Grazia et al. 1997: 5)
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Maps are graphic representations that facilitate a spatial undersanding of
things, concepts, conditions, processes, or events in the human world.
(Harley and Woodward 1987: xw1)

This fresh definition of what a map might consist of implies a different kind of
cartographic history that pays more attention to the cultural and social contexts of the
map, and less to their technological developments in a unitary line of progressive
achievement. The attempts of the project to open out cartography to non-Western
traditions is, however, not completely unmarked by some old assumptions about what
a history of cartography might entail. It is significant that volumes 1, 3, 4, 5, and 6
contain histories of Western cartography strictly periodised - from prehistoric, ancient
and medieval, through renaissance, enlightenment and nineteenth century until we
reach the twentieth century. Volume two 1s split into three section which are organised
spatially between non-Western locations in Asia, Africa, Latin America and the Pacific
countries. Characterising the west as having a history, and the non-West as ‘spatial’

betrays a tellingly colonial attitude towards the world’s territory.2

Developments in such apparently diverse fields of activity as land ownership, the
emergence of national self-awareness, drama, poetry, the wnting of history, visual
technologies and painting techniques are all seen to interact with numerous other
discursive fields to mark an ongoing shift in spatial awareness and the understanding of
spatial relationships in the early modern period. Cartography plays just one part of this

process, albeit a significant and defining one.

These developments have been accompanied by a ballooning of interest in all things
‘spatial’ throughout the human sciences generally. Edward Soja’s call for ‘the
reassertion of space in critical social theory’ seems, on the face of it, to have been

answered. (Soja 1989) His attempts to ‘compose a social ontology in which space

2 See Young 1990 for an extended analysis of the ways in which “writing history’ has coincided with
the development of the idea o f western cultural superiority.
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matters from the very beginning’ (7) have been met by the expansion of geography as

a discipline beyond its traditional terrains. Cultural geographers are everywhere,
asserting the ‘spatial’ as a key critical term in all aspects of cultural studies. By the
same token, work within the fields traditionally ascribed to literary studies has not only
begun to address spatial matters as an object of study, but has employed ‘spatialised’
modes of criticism. As I will go on to argue in this introduction, two of the dominant
modes of contemporary literary criticism, postcolonialism and the new historicism,
privilege the spatial both as something they are interested in as an object of study, and

as a way of renovating their own critical practices.

At the 1997 ‘Paper Landscapes’ conference, held at Queen Mary and Westfield
College, University of London, a conference devoted to the interdisciplinary
examination of maps and mapping in the early modern period, Richard Helgerson
illustrated this shift in our understanding of the renaissance by referring, in his paper,
to the cover of the recent Norton edition of Shakespeare’s complete works, edited by
Stephen Greenblatt. The cover illustration is a 1590 print of a Flemish world map,
encapsulated in a fool’s cap (Greenblatt 1996; Helgerson 1997). This edition, central
to current pedagogical practice surrounding the early modern period, can be taken as
an indication of how crucial questions of geography have become in renaissance
studies. Another indication of this shift in our understanding is the inclusion in the
influential Penguin collection of Renaissance verse of a section entitled ‘Topographies®
along side the more expected sections on ‘Images of love’ or ‘The public world’.
(Woodhuysen and Norbrook (eds.) 1992) The choice of ‘Topographies’ as a subtitle,
rather than, say, ‘pastoral’ or ‘landscape poetry’, indicates the critical direction of this
collection towards situating the poetry within contexts wider than purely literary
traditions, as well as the currency of the spatial in the study of renaissance literature. It
may also indicate the convergence of these two trends. A concern with the spatial may

necessitate a movement beyond standard disciplinary boundaries.
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As the interdisciplinary nature of this area of study would indicate, this interest is not
necessarily restricted to what has been called a ‘sub-discipline’ of ‘literary
cartography’, although literary studies have had both a significant and a dominating
impact on the general field. (Bath 1996) At the ‘Paper Landscapes’ conference, the
majority of participants were from their respective universities’ English literature
departments, with a handful of historians of cartography and still fewer traditional
historians proper. The impetus for this paradoxical position in which interdisciplinarnty
1s developed not necessarily in the spaces between university departments but within
the English department itself must surely have been determined by the popularity, or at
least the influence, of new historicist approaches to renaissance literature over the last
twenty years. New historicism and the new interest displayed by students of literature
in questions of geography and space are not necessarily related in any clear cut and
direct way, but there is some shared history anci a sense in which the two are closely
linked. Part of the function of this introduction will be to show how a ‘spatially aware’
criticism may both deepen and diverge from the project of the new historicism. Many
of the abiding concerns of the new historicism, which are here represented as a sernes
of related binaries - text/context, power/dissidence, subversion/containment,
literature/history, subject/object - are all read anew through the study of maps,

mapping and spatial awareness.

It is significant that one of the pivotal texts in the development of literary studies’
interest in maps and mapping was first published in a collection of essays edited by
Stephen Greenblatt, the chief exponent and practitioner of new historicism, and
subsequently in the journal that has been largely associated with the development of
new historicism in America, Representations, before being incorporated as a chapter in
the author’s own book with the distinctively new historicist title, Forms of Nationhood
(Helgerson 1992). This essay, article, or chapter, entitled, ‘The Land Speaks:
Cartography, Chorography and Subversion in Renaissance England’, although not

markedly ‘new’ in its own historicism, does however mark a flash point at which new
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theoretical developments in the history of cartography meet up with the

interdisciplinary energies of the new historicism. Drawing largely on the
groundbreaking work of the historian of cartography, J. B. Harley, Richard Helgerson
builds on the post structuralist analyses of maps that Harley attempts in order to forge
meaningful links between the cartography, the poetic chorography and the
antiquarianism of late sixteenth and early seventeenth century England. The narrative
of English nationhood which he brings out in those links tends, ultimately, to validate a
Whig history of liberal social development, rather than continue in the trenchant new
historicist tradition which might rather seek to analyse power in such a way as to break
apart such teleological, self-validating historical narratives. However, the juxtaposition
of maps with literary texts has itself had a radical impact on our understandings of
renaissance culture, of the development of histories of space, and on the way in which

we might conceive of a ‘space of literature’.

Whilst Helgerson’s article might well be seen as the focal point for the resurgence of
interest in all things spatial within renaissance studies in general and new historicism in
particular, there is both a longer history of interest in this interdisciplinary area and

more meaningful reasons behind the relationship between spatial awareness 1n literary

study and the new historicism.> Published as far back as 1975, Steven Orgel’s The
Illusion of Power can be seen as the advance guard, or the scouting party, of the new

historicism. Although it is less theoretically informed than later specifically new

3The importance given to Helgerson’s essay, as the focal point and catalyst for spatially oriented
studies of the early modern period, has been constantly reinforced for me by the amount of times that
it has been suggested as something that I either ‘should read’ or that I ‘must have read’ whenever I
have attempted to explain the nature of the thesis to fellow students of the renaissance. It seems to
have had a substantial readership and impact beyond the immediacies of maps and chorographies. For
my own part, I have long since forgotten the narrative of origin which might suggest which came first
- the egg of my incipient interest in the ficld or the chicken of Helgerson’s article. I read it during a
course in ‘Renaissance Travel Literature’, as part of my MA at the University of Sussex, and I suspect
that one of its influences on me was to persuade me away from the exoticism of travel narratives
towards more domestic interrogations of place and space. The furthest I travelled for my term paper
then, and have travelled since, has been across the seas to and from Ireland. That is not to say that the
domestic is not made foreign to itself through processes of misrecognition during the early modern

histories of nation formation, empire building and discovery, both spatial and temporal, geographical
and historical.



6

historicist writing, it introduces many key new historicist concerns - notably, of
course, power as spectacle and the theatricality of power - themes developed later in
work more clearly designated as new historicist. (see particularly Goldberg 1983,
Tennenhouse 1986) However, Orgel’s earlier text develops, alongside the
characteristic concern with the intertwined relationship of theatricality and power, a
specifically spatial understanding of the professional theatres of the late sixteenth and
early seventeenth centuries. He begins by remarking that it was only towards the end
of the sixteenth century that the theatre was ever located in a specific place; that it was

only then that it was ‘located and embedded in architecture’.

All at once theater was an institution, a property, a corporation. For the
first time in more than a thousand years it had the sort of reality that
meant most to Renaissance society: it was real in the way that “real
estate” is real; it was a location, a building, a possession - an established
and visible part of society. (Orgel 1975: 2)

Orgel contextualises the literary artefacts that he wishes to analyse - the masques of
the Stuart court - by placing them within the shifting geographies of early modern
Lbndon, emerging not only as the centre of court culture but also as a centre of
capital. He acknowledges that it was the financial interest in a fixed audience which
encouraged James Burbage to set up ‘The Theatre’ as the first permanent professional
theatre building in England. What is interesting for me is that in order to explicate the
function of theatre in the production of power under the Stuart monarchy, Orgel
insists on theatre’s locatedness as an essential part of that production. It is not that the
plays’ or masques’ locations provide one more context amongst many, but that it is an

active player in the production of meaning.

Orgel’s book is transitional in that it is both Foucaultian in the way it is ‘descriptive’
rather than ‘interpretive’, and yet curiously old-fashioned in its expressivist models of
meaning. Sometimes he seems to insist on the discursivity of the texts he is analysing,
locating their meaning in their complex relations with a wider cultural field. That is

what i1s meant here by “descriptive’. At other times he interprets the text in a way that
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suggests their meaning has been wholly ‘authored’ - ‘interpretive’. Nevertheless the
influence of Foucault can be seen even this early on in the development of new
historicism, although Orgel never once cites him in the book. The effect of this is that
the geographies in which Orgel places the early Stuart theatre are not always just a
backdrop to interpretation, nor are they discovered through their representations in the
works of art but are instead both productive of, and produced by, the theatrical
productions under discussion. In this he develops the key new historicist concern to
place literature within a wider cultural field, not as an isolated cultural artefact, or as
the passive reflection of society, but as an active participant. Although Orgel has not
yet developed the later new historicist strategy of placing seemingly disparate texts,
discourses or genres in juxtaposition, it 1s implied in his argument that the only reason
that literature is afforded a privileged location in his discussion is because of its
importance to the Stuart monarchy, not because of any essential qualities of
‘literariness’. ‘Literariness’ is not reified in any way, but rather seen as a product of, or
rather as participating in, the baroque power structures of the Stuart court. In the
opening pages of his study Orgel seems to be interested in the way in which the new
theatres both reflect the changing geographies of the city as a centre of consumption
and, at the same time, play their own part in producing those new spaces. Moving
away from the discussion of the new city theatres at the start of the book, Orgel turns
to the real concemn of the book - Stuart court culture in England. Here again though it
is the space of the stage which provides it with its defining features. The
configurations of the private stages of monarchy are used to produce a space of
absolutist monarchy. With the king at the centre, commanding the best view of the
llusionistic, perspectival stage settings, the ideals of James and Charles Stuart are both

expressed and produced at the same time.

In a theater employing perspective, there is only one focal point, one
perfect place in the hall from which the illusion achieves its fullest effect.
At court performances this is where the king sat, and the audience

around him became a living emblem of the structure of the court. (10-
11)



Whilst, as here, Orgel seems to be moving towards an understanding of theatre’s
potential role in the production of new spatial configurations, he ultimately
comprehends the Jonsonian masque, his main concern, as an expression of the royal

mind.4

Steven Mullaney’s The Place of the Stage was published in 1988 after nearly a decade
of the new historicist onslaught on renaissance studies. If Orgel was the advanced
guard, Mullaney was part of the massed infantry. His book develops this interest in the
locatedness of theatre still further. He moves beyond Orgel’s basic reliance on an
expressivist model of literature and theatre. He develops the notion of theatre’s
locatedness to encompass the developments of the new historicism from the 1980s. In
The Place of the Stage Mullaney produces an argument around ‘the cultural conditions
that made possible’ the popular theatre of late sixteenth and early seventeenth century
London. For Mullaney, the popular stage is systematically oppositional, marginal to
the central concerns of power, whether of the court or of the city. Part of his argument
then locates the theatre within a geography of the city which is, at one and the same

time, symbolic and material.

Popular drama in Renaissance England was born of the contradiction
between a Court that in limited but significant ways licensed and
maintained it and a city that sought its prohibition; it emerged as a
cultural institution only by materially embodying that contradiction,
dislocating itself from the confines of the existing social order and taking
up a place on the margins of society. (Mullaney 1988: vi1)

4At times he writes as if the amazing feats of ingenuity and engineering that were a feature of the
Stuart royal masques were achieved as a matter of will power on the part of the monarch.

“The full force of Caroline idealism, the determination to purify, reorder, reform, reconceive
a whole culture, is here fully realized in apparitions and marvelous machinery. The most complete
expression of the royal will in the age lay not in the promulgation of edicts, erratically obeyed, nor in
mi%ita;y power, inadequately furnished, but in Inigo Jones’s ability to do the impossible.” (87 my
italics

Inigo Jones’s authorship is collapsed into the authoity of the king, the product of which is the

ultimate expression of his will. Earlier in the monograph, Orgel’s discussion of the locatedess of
theatre works against this expressivist model of authorship.
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Mullaney is of course right that the Elizabethan theatre was located in the marginal
spaces of the city- in the ‘liberties’ alongside other marginalised activities - bear
baiting, prostitution, executions and the housing of Jews and lepers. For Mullaney, this
location has a symbolic importance within theatrical practice. This critical move places
his work clearly within a main stream of new historicist writing which refuses to
acknowledge metaphor as non-material, as totally idealised.> Instead there is a focus
on negotiations, an important new historicist trope, and on the exchange of ‘symbolic
value’. The figurative is neither divorced from the material whilst at the same time the
material world does not exist anterior to any discursive formation. The space of the
theatre has proved a particularly fruitful area of discussion for the development of this
schematics of cultural exchange. The locatedness of theatre and of the theatrical event
help focus new historicism’s concern to distance itself from both old historicist and
Marxist models of mimetic reproduction. The theatre is seen to be actively

participating in the production of culture.

.. drama, unlike poetry, is a territorial art. It is an art of space as well as
of words, and it requires a place of its own, in or around a community,
in which to mount its telling fictions and its eloquent spectacles.

(Mullaney 1988: 7)6

Whilst Mullaney is right to suggest that theatre could be defined by a particular
relationship to the spatial, he is perhaps wrong to suggest that poetry, or any other
discursive formation, plays no part in the formation in spatial relationships. One of the

things that this thesis will hope to demonstrate during the course of its arguments will

There is a sense in which Mullaney does not fall in with some of the common assumptions of the
new historicism. His insistence on the oppositional stance of the popular theatre works against the
‘containment’ model, common to much new historicist work and which argues that any opposition 1s
always already accounted for within the dominant ideology and is therefore ‘contained’. Whilst
Mullaney’s popular theatre does find itself firmly fixed in place within the politico-geography of early
modern London, it is afforded some measure of independence from both court and city.

6The history of the early modern commercial theatre that is sketched out at the beginning of Orgel’s
The Illusion of Power carries with it the implication that theatre is not necessarily ‘territonal’, as
Mullaney suggests,but that its ‘locatedness’ is a feature of particular cultural phenomena - market
driven capitalism, the rival claims on the city of the court and the commercial classes. That is, theatre

has an older tradition that did not ‘require a place of its own’, but was rather itinerant. (Orgel 1975:
1)
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be that poetry, amongst other generic categories, is territorial. The representation and
production of space is not restricted to the visual or plastic arts. Poetry itself demands
and produces its own spaces of circulation and exchange. Its representations of the
landscape are part of the processes which help produce that landscape. Its relationship
with the shifts in spatial awareness of the early modemn period may be just as complex
and productive as that of the theatre. It, too, can borrow from technological
developments in optical sciences just as surely as stage machinery did. When this thesis
comes to discuss Marvell’s Appleton House, for example, it will argue for some
common generic ground between mathematical instruments and panegyric poetry.
Modes of publication and reading practice could also be seen to participate In

producing organisations of space which come to define the public from the private.

Stephen Greenblatt, like Mullaney, also refers to theatre’s particular spatiality in his
Shakespearean Negotiations. To descnbe the demarcation of artistic practices from

other kinds of social practice he enlists a number of spatial metaphors.

We can think up various metaphors to describe the process: the building
of walls or fences to separate one territory from adjacent territories; the
erection of a gate through which some people and objects will be
allowed to pass and others prohibited; the posting of a sign detailing the
acceptable code of behaviour within the walled territory; the
development of a class of functionaries who specialise in the customs of
the demarcated zone; the establishment as in a children’s game, of
ritualized formulas that can be endlessly repeated. (Greenblatt 1988: 13)

Different cultural practices are signalled as separate by distinct social behaviours. It is
Interesting that all of Greenblatt’s supposed metaphors for these processes allude to
specific spatial practices. He goes on to argue that these metaphors are indeed made
concrete in the creation of early modern theatrical practice, thus giving the theatre a

privileged position in the analyses of culture undertaken by the new historicist.

The literalization and institutionalisation of the place of art makes the

R_enaissance theater particularly useful for an analysis of the cultural
circulation of social energy.(13)
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So, for Greenblatt, it is not that theatre is the only ‘territonal art’ (Mullaney 1988: 7),
but that in its physical presence and in its spatial practices, it actualises the spatial
metaphors which new historicists have habitually used to describe the workings of

culture and the complex of relations they uncover between history and text.

New historicism, in its own critical practice has often made use of spatial metaphor in
its own understandings of the workings of culture. This is in part a feature of its
rejection of a ‘depth model’ of analysis in which the text is taken to be reflective of a
meaning beyond its own immediacy, whilst at the same time reifying the literary text as
somehow above and beyond its own contexts. Instead, in new historicism, texts are
located alongside each other. For Claire Colebrook, in her ‘genealogy’ of new
historicism, this is exemplified in Stephen Greenblatt’s use of the metaphors of
circulation and exchange in his attempt to understand the relationship between
different cultural artefacts. This relationship built up in contingent systems of exchange
which are both symbolic and material 1s given the name of ‘resonance’ by Greenblatt.

Colebrook glosses that concept in a spectfically spatial way.

The vicissitudes of this process of circulation are charted by new
historicist criticism which focuses upon aspects of performance, printing,
framing, consumption, institutionalisation, binding, reading - anything, in
fact, which is contiguous to the text. (Colebrook 1997: 215 my italics)

The several different practices and artefacts listed by Colebrook do not provide
background against which a text is foregrounded, but they are ‘contiguous’ to each

other. Colebrook is quite right to relate this aspect of new historicism quite specifically

to Michel Foucault’s “archaeology’.

Just as Michel Foucault’s notion of archaeology sought to disrupt the
linearity of history and show the multiple series of connections and
discontinuities which could prevail over any single phenomenon, so the
idea of resonance can reveal any number of events, icons and exchanges
which can bear upon the meaning of a work. (215)
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This cntical practice 1s very clearly linked with Foucault’s conception of what would
constitute a ‘general history’, liberated from the grand historiographical project of

‘total description’, and as it is defined in The Archaeology of Knowledge.

A total description draws all phenomena around a single centre - a
principle, a meaning, a spirit, a world-view, an overall shape; a general
history, on the contrary, would deploy the space of a dispersion.
(Foucault 1972: 11)

In Foucault’s ‘general history’ it becomes possible for the various cultural practices,
listed as ‘contiguous’ to the text by Colebrook, to enter into a general description of
cultural exchange. Foucault’s ‘space of a dispersion’ can be seen to underwrite the
new historicist practice of refusing to see one text as the background context for
another, and which replaces that with a description of a dynamic cultural field, in
which it is possible for any text to exist in a meaningful relation to any other.
Greenblatt makes a revealing aside in relation to new historicist methodology in
Marvellous Possessions. As he tells the story of his profesional interest in
Mandeville’s Tales in relation to his larger, original project - an investigation of the
voyages of Columbus - he finds the older book staking more of a claim, and writes,
‘But as I often find, the background refused to be subordinated to the voyage.’
(Greenblatt 1991: 26) Background and foreground are not recognised as such within
new historicism. The ‘real’ journeys of Columbus can be overshadowed by the textual
Journeys of the medieval con-man. It is a type of historiography that is specifically
written against a historicizing trend to unify all phenomena under a single narrative of

development that hierarchises events within a rigid system of cause-and-effect.

Total, or elsewhere, global, history assumes a spatio-temporal continuity
between all phenomena, and a certain homogeneity between them
Insofar as they all express the same form of historicity ... whereas in
general history the problem is precisely to determine the relation
between different series: whereas a total history draws everything
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together according to a single principle, a general history analyses the
space of dispersion and heterogeneous temporalities. (Young 1990: 78)

Young’s description of Foucault’s attempts to wrest control of historicity from out of
the hands of historicism is pertinent for much of the work of the new historicists. The
‘space of dispersion’ operates as a flexible tool for the ordering of historical

phenomena, but which refuses to coalesce into a single narrative - History.

In looking to theatre as a specifically spatial form of cultural practice, new historicists
find then a ready made metaphor for their own spatial modes of analysis. Whilst this
could be understood as the tautologies of a literary criticism yet again finding its own
theories already present in its objects of study, I believe that here there is something
perhaps more complex and certainly less natvely narcissistic going on. The production
of space takes place within this ‘space of a disperston’. It is not necessarily isolated to
the more obviously ‘spatial’ modes of cultural production. All forms of cultural
practice work to produce the space of that culture. Those modes which are more
obviously ‘territorial’ may, however, operate in a metacritical fashion, commenting on
developments in spatial awareness whilst at the same time taking part in those same
developments. Theatre may be one such practice, but it is by no means the only one.
There are, in fact, more obvious practices, disciplines and genres which function in a
metacritical relation to spatial develpments - land laws and legal decisions, maths and

cartography.

In looking at the relationships between space, text and history in early modern
England, it is this ‘space of a dispersion’ which will form the theoretical framework for
the ways in which individual texts (plays, paintings, maps, poems, essays, pamphlets,
mathematical instruments, journeys and movements) interact with each other. The
developments in spatial technologies and new visual economies will not be seen as a
background to the literary text. Rather these developments will be seen as both

productive of and produced by the texts under discussion. Whilst, like Mullaney and
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Greenblatt, I acknowledge theatre’s individual role within the field of literature in

shaping and forming our geographies, and commenting on them at the same time, the
interactions of the ‘space of a dispersion’ that I wish to employ preclude any such
privileging move. Theatre may be ‘a territorial art’, but it is not the only text and/or
practice to exist in the kinds of relationship with territory that is implied in using the
term ‘space of a dispersion’. Neither is it the only cultural practice to play a
metacritical part in relation to ongoing shifts in spatial relationships in the early
modern period. The only theatrical text that will be covered in any great detail in this
thesis will be Shakespeare’s Cymbeline. However, the questions raised by new
historicism’s interest in the locatedness of cultural practices will inform my analysis of

all non theatrical texts.

The thesis takes as a starting point, then, the notion that the production of space is a
practice which is not necessarily confined to the most obviously ‘spatial’ forms of
cultural production. It is not confined to the map any more than it is to the theatre,
although of course both these forms have had a significant material and symbolic
impact in the production of the space of modermity. Within the critical ‘space of a
dispersion’, parliamentary speeches will have as much precedence as public ceremony,
the writing of history as much as the imagining of geography, monographs on the use
of geometrical tools as much as political pamphlets, portraits as much as atlases,
poetry as much as cartography. All of these texts and/or practices will be seen to be
involved in the complex networks of representation and practice involved in the
production of space. Whilst some of these texts or practices have a more obvious

metacritical function, all of them play their part in those developments.

I acknowledge that in the new historicism it has been the relationships between history
and text, and the unrelenting questioning of those relationships and boundaries, which
have been the key questions powering this critical movement forward. I shall seek to

supplement this by looking at the concept of space. Rather than replacing history with
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space, however, as the critical horizon against which to perform textual analysis, I will
be interested in the ways in which a spatial awareness may complicate our
understanding of ‘the historicity of texts and the textuality of history.” This notorious
phrase is, of course, taken from Louis Montrose’s influential essay, ‘Professing the
Renaissance: the poetics and politics of literature’. (Montrose 1989) I would like not
merely to replace this with ‘the spatiality of texts and the textuality of space’ but allow
the three terms - space, text and history - to interrelate in a way that might prohibit
such simplistic, yet seemingly inescapable, binaries. As a third factor in this equation,
the spatial is able to encompass the disruptions to typical historiography which have
been not only the focus of the new historicism, but of Foucault’s radical historiography
and of postmodern reactions to the wniting of history in general. What has largely been
missing however has been the development of an understanding of the spatial. It is for
this reason that I wish initially to turn, with some reservations, to the Marxist writer,

Henn Lefebvre, and his seminal study, The Production of Space.

Lefebvre’s key insight is his insistence that ‘(Social) space is a (social) product’
(Lefebvre 1991: 26). The implication of this is that space is produced. It is not an
already given stage on which life is played out, but 1s produced by the activity of social
life. As Lefebvre himself comments, ‘To speak of “producing space” sounds bizarre,
so great is the sway still held by the idea that empty space is prior to whatever ends up

filling it.” (15) It is not anterior to practice though, but part of and subsequent to it.

Vis-a-vis lived experience, space is neither a mere ‘frame’, after the
fashion of the frame of a painting, nor a form or container of a virtually
neutral kind, designed simply to receive whatever 1s poured into it. (94)

Rather, the space of any given society is ‘secreted’ by its ‘spatial practice’, its daily
movements and interactions. (38) Beyond this, he argues that it is necessary for

ideology, understood as any given set of social, cultural or economic relations, to

reproduce ttself in space if it is to exist at all.




16

What is an ideology without a space to which it refers, a space which it

describes, whose vocabulary and links it makes use of, and whose code
it embodies?(37)

More generally speaking, what we call ideology only achieves

consistency by intervening in social space and in its production, and by
thus taking on body therein. (44)

Space then, after Lefebvre, is far from neutral. It is produced within what Marxist
theory would understand as the reproduction of the means of production. Lefebvre’s
model for the production of space is, to some extent, co-extensive with an
Althusserian theory of ideology - that ‘in order to exist, every social formation must
reproduce the conditions of its production’ (Althusser 1971: 124).7 An important
implication of Lefebvre’s argument is then that the domination of space, and of the
representation of space, is of primary importance in the ways in which social power

gains control over peoples’ lives and over the ways in which they represent those lives

to themselves. (Harvey 1990: 226)

For human geographers after Lefebvre, notably David Harvey and Edward Soja, 7he
Production of Space has been read as revitalising the tradition of Marxist human
geography. The space being reproduced, for them, is the uneven development of
capitalist accumulation. However, whilst Lefebvre does write clearly within a Marxist
tradition, his work leaves open the possibility of other spaces in the future and, most
interestingly for my purposes, both in the past and in other cultural formations. His

histories of space are not necessarily limited to the space of capitalism, although that is

"Lefebvre’s understanding of the word ‘ideology’ is, however, not the same as that of Althusser.
Instead of sceing it as the all encompassing law into which we are all born and only through which
we can achieve meaning, Lefebvre’s notion of ideology is more limited. Lefebvre scemingly believes
that 1ideology can remain separate from knowledge, and is characterized as ‘rhetoric’. To the extent
that ideology and knowledge become imbricated, they do so as ‘representation’. One example that he
gives of this is the pertinent one of classical perspective which as a representation of space, an
encoding and ordering of spatial practice, encompasses knowledge of space and ideology. (Lefebvre
1991: 44-5) This complex theoretical formula explains Lefebvre’s concentration on modes of
representation on the one hand, whilst on the other he insists on the limits of any purely
epistemological approach to the study of space. His ‘unitary theory’ is a striving to bridge the gap
between ‘mental space’ and ‘that social space wherein language becomes practice.” (5) The
importance of the concept of production lies then in its ability to make sense of that gap.
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obviously the main focus. It is in this area - in the possibilities of a history of space(s) -
that I find his work most rewarding, and where it may be rescued from a narrow
Marxist and expressivist paradigm for the understanding of cultural production. It is
here that it becomes available for a reading of space more attuned to the difficult
ontological questions surrounding the nature of representation that have been a feature
of late twentieth century critical theory in general, as well as the new historicism of the

English renaissance in particular.

If space is understood as a product, this implies a process of production. Although the
spatial is always in the present, the ‘synchronic’, it only achieves its contemporary

configurations and significations through historical processes, the ‘diachronic’.

The historical and its consequences, the ‘diachronic’, the ‘etymology’ of
locations in the sense of what happened at a particular spot or place and
thereby changed it - all of this becomes inscribed in space; time has its
own script. Yet this space is always, now and formerly, a present space,
given as an immediate whole, complete with its associations and
connections in their actuality. Thus production process and product
present themselves as two inseparable aspects, not as two separable

ideas. (Lefebvre 1991: 37)

Space only becomes meaningful in the present if it is at the end of a long histoncal

process. It takes time for a society to produce the space which it inhabits and which 1s
also readable as an expression of that society. It is for this reason that at one point
Lefebvre says that rather than thinking of space as a text to be read, he would prefer to
think of it as ‘texture’ (118).8 In this preference Lefebvre is opening up his analysis of

space to the concept of change, and to time in general.

Time and space are not separable within a texture so conceived: space
implies time, and vice versa. These networks are not closed, but open on

8Lefebvre’s aim in using the word ‘texture’ in direct opposition to the word ‘text’ is clearly an
attempt to rescue the concept of space from what he sees as the narrow epistemological concerns of
French post Saussurean critical thought. I am re-using the word ‘texture’ in order to complicate,

though not to dismiss the epistemological approach to space. To that extent I am reading Lefebvre
against the grain.
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all sides to the strange and the foreign, to the threatening and the
propitious, to friend and foe.(118)

He is dismissing the descriptive nature of what he sees as a narrow textualism, for the
analytical nature of an approach attentive to processes of production. At the nsk of
recovering Lefebvre for just such a narrow textualism, I would like to focus on the
way in which his understanding of space as both constantly present, and yet produced
over time, might open up any spatial understanding to the concepts of anachronism
and 1rony. Anachronism is somehow the inevitable result of these frames of reference.
The ‘etymologies’ of locations can never be reduced to space ‘given as an immediate
whole’, in the present. There will always be an excess of meanings, bits left over.
Process and product may, for Lefebvre after Marx, be two parts of an inseparable

whole, but that is not to say that their conjunction can be assumed with ease.

In a review essay on Lefebvre’s The Production of Space, Andy Merrifield has wntten
that most approaches to Lefebvre have concentrated on the two key figures
influencing the text - Hegel and Marx. In contrast, he wishes to stress the importance
of opening up our readings of what is a difficult text to the third influence on Lefebvre
- Nietzsche. (Merrifield 1995) The twin towers of Marx and Hegel have, of course
cast the longest shadow over David Harvey and Edward Soja’s readings of Lefebvre.
As Merrifield points out, Lefebvre himself returns again and again to Nietzsche as a
key influence. This is even embedded, he claims, in the structure of The Production of
Space. Time and again, Lefebvre sets himself apparently systematic, ngid, typologies,
within which he claims to be producing his critical analyses of given spaces. The most
notable of these is the division between spatial practice, representations of space and
representational spaces. Merrifield is right to point out both the unworkability of these
rigid divisions and Lefebvre’s subsequent abandonment of them. Having introduced
them in the introduction to the book, they are not retained as the structural

determinants of his subsequent histories of space. His own practice exposes the limits

of his desire to complete a total ‘science of space’ (Lefebvre 1991: 7) The notorious
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difficulties in separating representations of space from representational spaces, or as
some translators would have it, ‘spaces of representation’? is, for Merrifield, a
Nietzschean moment in the text. Inconsistencies and irresolutions are exposed at the
expense of the smooth developments of the Hegelian dialectic as it is realised in
historical space - space as the resolution of the conflicts of the historical process.
Instead space is open to the ironies which accompany the inadequation of
representation to practice. Space is never complete(d) and a total theory of space,

whilst it may be a laudable desire is not, 1n the end, achievable.

In Lefebvre’s account of Hegelian space, time becomes ‘solidified and fixed within the

rationality immanent to space.’ (21) This space is the space of the state.

According to Hegelianism, historical time gives birth to that space which
the state occupies and rules over. History does not realize the archetype
of the reasonable being in the individual, but rather in a coherent
ensemble comprised of partial institutions, groups and systems (law,
morality, family, city, trade, etc.). (21)

In this space what disappears is history, and what is left behind is a memory of the
historical processes that have come to form that space. To describe this process,
Lefebvre borrows from Marx the concept of commodity fetishization. Hegelian space,'
as Lefebvre describes it, is fetishized space. That is, it is divorced from historical
process. It is for this reason, Lefebvre writes, that Marx reinstated time as the
necessary driving force of the dialectic - revolutionary time would work to undo space

as a commodity, as a fetish. Instead though, of merely turning to Marx in order to

9Tn another review essay, Lynn Stewart makes the following note on her choices of translation. ‘In
the English translation representational space is used but I prefer spaces of representation, not only
because it is less confusing but also because it is more suggestive, subtle and closer to the French.’
(Stewart 1995: 610n.2) Although Stewart does not go on to elaborate her variance from Nicholson-
Smith’s translation in any more detail, I take the difficulty she is having over the translation to be a
symptom of the difficulty of the ideas into which Lefebvre is attempting to introduce his typology. His
typology 1s clearly an attempt, on some level, to resolve the insoluble conundrum of the relationships

between space, pract_ice and representation. His failure to actually use this typology when it comes to
the bulk of the book in which he writes his histories of space indicates this insolubility.
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revolutionise Hegel, Lefebvre plays Hegelian space against Nietzschean concepts of

space as disruptive, or anachronistic.

Only Nietzsche, since Hegel, has maintained the primordiality of space
and concerned himself with the spatial problematic - with the
repetitiveness, the circularity, the simultaneity of that which seems
diverse in the temporal context and which arises at different times. In the
realm of becoming, but standing against the flux of time, every defined
form, whether physical, mental or social, struggles to establish and
maintain itself. Yet Nietzschean space preserves not a single feature of
the Hegelian view of space as product and residue of time. (22)

Rather, in Nietzsche, there is such a thing as an absolute space, which is brought into
shape on both cosmic and social level through the work of force. Nietzschean space
does not share with Hegelian space the sense in which space is at the end point of a

historical process. Rather it works against chronology. It refuses the idea of an origin.

The relationships between force (energy), time and space are
problematical. For example, one can neither conceive of a beginning (an
origin) nor yet do without such an idea. As soon as that (albeit essential)
activity which discerns and marks distinctions is removed from the
picture, ‘The interrupted and the successive are concordant.’ (22
Lefebvre is quoting from The Will to Power)

Lefebvre ultimately applies all three of these theories of time and space to a sketch of
the situation of the world in late capitalism. He sees the space of the state, Hegelian
space, as solidifying in ever stronger ways, concretising the homogeneity of capitalism
on a world stage. This is the end of history that has been talked about so much in
relation to late capitalism.10 This, though, provokes a Nietzschean counter-action.
The “tragic negativity’ of permanent revolt is brought into being by the overwhelming
nature of the state’s consolidation. However, within this situation new class alignments
are brought into being which will not necessarily fit in with Marx’s scheme of class

struggle. However, to think about the possibilities of class opposition, and to refuse to

10The standard statement of the neo conservative creed that the global cpaitalist expansion of the end
of the twenticth century marks an end to historical process and change is Fukuyama’s The End of
Histtory. For a convincingly dismissive reply see the opening chapters of Derrida 1994
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acknowledge the benefits of the global market, is to retain a sense of Marx’s
revolutionary time. As Lefebvre writes, ‘Merely to consider the possibilities 1s to

realize that Marxist though has not disappeared, and indeed that it cannot disappear.’

(24)

A moment in which Lefebvre allows the complexity of these three strands of thought
to confront one another is in the use of a wonderfully irreverent and disruptive simile
in which he tries to encapsulate the problems of the relationship between time and
space. He collapses his attempts to negotiate the complicated relationships between
space, representation, practice and history into a moment of playful troping. In
understanding space as texture, rather than text, Lefebvre uses the metaphor of mille
Seuille pastry. In the development of space over time, one space does not totally
eradicate another, but rather there are traces left over. Whilst the abstract structures of
a given social and cultural system have their own particular logic, in practice they do
not exist in isolation. Hegelian space 1s not always so coherent, but is haunted by the

ghosts of its history.

Thus social space, and especially urban space, emerged in all its diversity
- and with a structure reminiscent of flaky mille-feuille pastry rather
than of the homogenous and isotropic space of classical

(Euclidean/Cartesian) mathematics. (86)

Space is layered. Its histories are anachronistically available in its present
configurations. Because of this, the homogeneity of a given set of spatial
configurations is never complete, and the boundaries it sets up (private/public,

national/international, same/other, sacred/taboo) are never fully discrete.

In these complicated relationships in which Lefebvre is playing Hegel’s historical space
off against Nietzschean notions of an eternal present, the achieved space of history,

dialectically arrived at in the nation state is rendered ironic by the invocation of

Nietzschean genealogy. The homogeneity of the space of the present is rendered
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inconsistent once it becomes clear that time has a part to play in its production. One
could say that the past haunts the present. It is in this overlapping that one might wish
to locate the anachronistic and the ironic. The location of that haunting is space,

produced.

[First suggestion: haunting is historical, to be sure, but it is not dated, it
is never docilely given a date in the chain of presents, day after day,
according to the instituted order of a calendar. ...] (Derridal1994: 4)

In Specters of Marx, where this is taken from, one of the questions which Derrida 1s
dealing with is the afterlife of a historical moment beyond itself 11 In the English
translation, this afterlife, or haunting, comes to be called ‘anachrony’ - a sort of
generalisation from the particularities of any given anachronism. For me, space
becomes the location for this ‘anachrony’ in any historical narrative. The ruins of the
past go on to form the foundations of the space of the present. At the same time they
render any notion of the present as a completed or fully achieved place inconsistent.
There are always bits left over. The mille feuille pastry leaves crumbs behind it which

are never fully cleared away.

The English early modern writers most concerned with questions of the leftover, the
remains of the past in the present, were the body of writers - largely amateurs - who
came to be known as antiquarians. D. R. Woolf has described the principal dithiculty
facing the development of antiquarian chorography in the later sixteenth and early
seventeenth centuries in terms of a dilemma - ‘... how to descnbe the past without
writing a history.” (Woolf 1990: 20). He then goes on to give a rare example of an
antiquarian’s self consciousness about this methodological impasse. In his 1576
Perambulation of Kent, William Lambarde digresses from the tedious detailing of

Kent’s territorial attributes to provide a list of the Anglo Saxon kings of Kent.

1n this particular case, it is the afterlife of Marxism beyond the fall of eastern bloc communism.
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Realising that he is straying outside his self imposed disciplinary boundaries, Lambarde

stops himself from providing any further historical interest.

Now, although it might heere seem convenient, before I passed any
further, to disclose such memorable things, as have chanced during the
reignes of all these forenamed kings: yet ... my purpose specially is to
write a topographie, or description of places, and no chronographie, or
storie of times (although I must now and then use both, since one can
not fully bee performed without enterlacing the other) ... (quoted in
Woolf 1990: 20)

It 1s interesting to note the coincidence between Lambarde’s realisation that
‘topographie’ ‘can not fully bee performed without enterlacing’ ‘chronographie’ and
Letebvre’s insistence that, ‘Time and space are not separable within a texture so
conceived: space implies time, and vice versa.” (Lefebvre 1990: 118). Because
Lefebvre is writing about the production (over time) of a social space, a history of
space 1s implied. One cannot exist without the other. Both antiquarians and Lefebvre
are concerned with the ‘etymology of locations’ (37). Lambarde’s nervous defence of
his disciplinary boundaries and his hapless sojourn beyond them demonstrate an
awareness of this interrelationship. Just as you can not know what happened when, if
you do not also know where it happened, so knowledge of location seems to demand a
knowledge of the history of that location. However, as Woolf points out, the
chorographers of the late sixteenth century, and the famous William Camden in
particular, were at pains to distinguish their mode of writing (descriptio), from that of
the historian (narratio). History writing implies, for the early modern period, a
structured narrative of cause and effect, based principally on the Aristotelian four
causes with God as a first cause before and beyond the material, efficient, formal and
final causes of human action. Or else, it has a clear tautological framework of
providential narrative in which it is the end of a seqﬁence of events which guides the
preceding actions, rather than the other way around. The antiquarians were aware that

their work did not fit into these moral and political frameworks and so, in order not to

set themselves up as nivals to the great historians (Tacitus, Caesar ef al.), they reject
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chronology as the ordering principle for the assembling of their evidence, in favour of
spatially motivated systems - county divisions etc. (Woolf 1990: 21). This is why
developments in cartography and chorography are closely linked in methodology and
in personnel to the antiquarian movement in this period. The discovery of ancient
artefacts seems to belong on, or alongside, a map rather than in a history book at this
time. History rather was confined to structured narratives of the actions of great men,

intended as exemplary or instructive.

The most influential antiquarian of the period, William Camden, who will be a
shadowy presence behind most of this thesis, only occassionally emerging into the
foreground, was himself aware of the difference of his writing style. In the ‘Preface to
the reader’ of the English translation of Britannia, he writes of ‘the silly web of my
stile, and the rough hewed forme of my writing.” (Camden 1610: ‘Preface to the
Reader) This is a disavowal of the self consciously ‘literariness’ of conventional text-
oriented history writing. The ‘web’ like nature of his style sprawls across space, with
scant concern for the contingencies of a time based narrative. Whilst this thesis 1s not
‘about’ chorography or antiquarianism, these are both central to its concemns in as
much as they provide an alternative to history conceived purely in terms of the
temporal. They provide for alternative histories which are not necessarily authorised,
not already written. It is within these fields of inquiry that the battle of ‘Bnitaine’ took
place. It is antiquarianism that opened up the possibilities that the originary narratives
of “Britaine’, founded by Brut, descendant of Aeneas might not be true. No longer
reliant on prior narratives, opening up history to questions of space and the existence
of ruins and artefacts, antiquarianism and chorography negotiate anew the space of the

nation, opening up ironies in its tautological narratives of origin. (see Kendnck

1950)12

12This. battle of ‘Britaine’, as played out in the controversies over the term following James I’s
accession to the English throne, will be the focus of the central section of the thesis, entitled “Union’.
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If these claims for the new disciplines of chorography and antiquarianism coincide with
claims for the new historiographies of the new historicism, this is no accident. As 1
have attempted to argue, one way of thinking about the radical impacts on traditional
historiography that accompany the new historicism, would be to talk about the
spatialisation of its frames of reference; its critical horizons displaced into the ‘space of
a dispersion’. This is a project that is, of course, not restricted to the studies of the
English renaissance which have been grouped under the rubric of the new historicism,
but is a feature of much new work in the ‘brave new world’ of late ﬁentieth century
cultural studies. Post colonialism, understood as an academic discourse, has most
notably opened up the narrow time-boundedness of traditional historiography to a
potentially disruptive examination of culture that is part of a reinvigorated awareness
of spatiality. In post colonialism, the progress of western thought, the march of time
and the unity of the grand récit are interrupted by the displacement of these narratives
elsewhere, beyond the boundaries of the homogenous west. Iain Chambers has linked
this critical shift with ‘migrancy’, the aberrant movement discouraged and effaced in
the western movement towards stable locations within the map, the nation and within

language.

It is the dispersal attendant on migrancy that disrupts and interrogates
the overarching theme of modernity: the nation and its literature,
language and sense of identity; the sense of centre; the sense of psychic
and cultural homogeneity. (Chambers 1994: 23-24)

This thesis will also draw on ideas and terms that have been developed under post
colonialism. This is not to disregard the specificities of the post colonial experience,
but to take seriously its claims to rethink the concept of origins in the narrative of the
nation. If early modern England sees the beginnings of both modernity and ‘England’
as a nation, then insights from post colonialism and post modernism may help us to
identify the ironies attendant on those beginnings, the moments of misrecognition that

escape from the homogenous stonies of nation formation. This thesis will turn upon
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moments wherein it is possible to see that the space of the nation has no

‘homogeneity’. 13

One of the early modern texts that has come most famously to be analysed within a
postcolonial framework is Shakespeare’s The Tempest. Its supposed relationship to
accounts of colonial travels has prompted critics to examine the relationships between
colonised and coloniser as they may be played out between the various characters of
the play. For the purposes of this introduction I want to look briefly at one of the
moments in the play that seems most to be ‘about’ the experience of the new world
encounter. In the last scene Miranda, Prospero’s daughter, sees the Italian visitors to
the island for the first time. In saying that this is somehow ‘about’ the new world, I am
not making any claims about the setting of the play, or about the playwright’s
intentions vis a vis America - this conundrum seems to me to be obviously insoluble -
but I am rather using it to illustrate what it is I mean by the ironies that can be

produced in the ‘spatialisation’ of an analysis of the past.

[MIRANDA] O wonder!
How many goodly creatures are there here!
How beauteous mankind is! O brave new world
That has such people in’t!

[PROSPERO] *Tis new to thee. (5.1.181-184)14

Often played for laughs in performance, Miranda’s misrecognition of the nature of her
‘discoveries’ is profoundly ironic. Having now watched the whole play, we know that

these characters are far from ‘beauteous’. Prospero’s cutting one liner can be played as

13] am aware that historians of the nation state may not recognise its origins stretching as far back as
the sixteenth century. However I believe that the term ‘nation’ is not stable and can be taken to
indicate a wide variety of political systems and developments that are not necessarily confined to the
modern nation state. At the same time the modern nation state is not itself hermetically sealed from
its past configurations in either feudalism or centrist monarchy. The discourses surrounding
nationhood have been much discussed in the field of renaissance studies. Richard Helgerson and
Claire McEachern have both argued for a sense of the nation that is broader than that encompassed by
traditional historiography. I find their arguments to be compelling. (Helgerson 1992; McEachemn
1996)

14This quotation is taken from Steven Orgel’s new Oxford edition of the play (1987).
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either sarcastic or as despairing. In both cases it would serve to underline the ironies of
misrecognition that are involved in this encounter. These ironies are of course
deepened by the fact that it i1s Miranda herself who is to be the rightful inheritor of the
civilisation that she 1s recognising in the others. She is as much, if not more, a part of
the ‘brave new world’ of civilised Europe than any one. The ironies of misrecognition
that converge on Miranda in this scene are the product of a dispersed spatiality
meeting up with the homogenous histories of western development. That the old
world can be new, and the new world old, indicates the existence of different horizons
of understanding which interrupt the linear narratives of a ‘straightforward’ history.
Miranda has failed to learn the lesson of history - she cannot remember the details of
her ancestry and falls asleep in the middle of her father’s history lesson - and
consequently has a horizon of understanding that is divergent from Prospero’s sharp
call to facts and the proper relations of history. The importance of these ironies has not
necessarily to do with the fact that the play may be about the new world, although the
discovery of America clearly has a large part to play in the developments in
historiography and spatial awareness in the early modern period, but in the ways in
which it illustrates the breaks in historical narrative that may come about in the ‘space
of a dispersion’. Miranda is Milanese, not a native American. The play is English, not
Carribean. The disjunctions and misrecognitions that attend the early formation of the
space of the nation and of the space of modernity do not take place just on the

peripheries but return to the centre.

That the early modern period marked a shift in spatial awareness and in spatial
technologies is, I believe, self evident from the wealth of material that we still have
available to us as evidence - perspectival painting, neoclassical architecture and
monuments, and, of course, maps. Not only that, but the changes are all interrelated.
Samuel Egerton has shown how Italian renaissance perspectival painting was at least
in part dependant on the discovery of Ptolemy’s atlas, the Geographia. (Egerton

1976) Lefebvre writes that the development of perspectival art was dependant on the
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new organisations of capital in the landscape, providing the artist with ready made
perspectival lines in the form of trade routes between country and city. (Lefebvre
1991: 41) I believe 1t would be more accurate to say that there was no determining
factor in this slow and uneven development in spatial understanding and production. It
may be more helpful, rather, to relate it to what Foucault would call an ‘epistemic
shift’. These new understandings of space could be seen as part of the ‘essential
rupture in the western world’ which, for Foucault, marks the transitional patterns of
thought in the early modem period. (Foucault 1970: 50) He goes on to characterise
this shift by saying that ‘what has become important is no longer resemblances but
identities and differences.” (50) An older episteme, dependant on analogy and
similitude is replaced by new forms of understanding which work in terms of
difference and identity. Although Foucault does not mention this in 7he Order of
Things, maps are one of the clearest examples of the new developments away from
analogical thinking towards thinking in terms of differentiation. As the old T-O form
of world maps and the medieval mappae mundi are replaced by the disparate space of
the geometrically projected cartography, space no longer operates in a way that might
be thought of as ‘analogical’. In analogical space, or the space of ‘similitude’,
everything is fixed in a firm relation to everything else. There is no allowance for
change. Jerusalem is the centre of the world. All other places exist in relation to that
unitary force. Things relate by means of an interplay of sympathy or antipathy, instead
of in terms of their differences and identities. Foucault gives the examples of a
sunflower turning towards the sun because of their resemblance, and fire rising into the
air because of its warmth and light. Everything becomes mingled in this interplay,
nothing having its own ‘individuality’. Everything is ‘rivited’ into its place within this

system of analogy.

By means of this interplay, the world remains identical; resemblances

continue to be what they are, and to resemble one another. The same
remains the same, riveted onto itself. (25)
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In the new space of geometrical cartography, there is no necessary centre. Places are
not linked by analogy, but rather on a grid of proximity and distance. Jerusalem is no
longer the centre of the world, as it is conceived on the space of the map. In this
epistemic shift, Foucault remarks on a shift away from seeing the world as infinitely
connected as a chain of ‘similitude’ towards the ‘enumeration’ of the world. Instead of
‘drawing things together’ the mind is now more apt to discriminate between discrete

entities and place them in an order, or as in a map, on a grid. (55-56)

Foucault places this epistemological shift, not in the renaissance itself but between the

renaissance and the ‘Classical Age’. It is possible, however, to understand Foucault’s
historiography to be suggestive, rather than verifiably accurate. It is true that Foucault
did not see his notion of the ‘epistemic shift’ as simply transferable to traditional
historical periodisation. This would merely have repeated the historicising trend to
collapse all phenomena into one narrative and which Foucault sought to write against.

Instead, the epistemic shift relates directly to the looser notion of ‘the space of a

dispersion.” Within this space, local moments of transformation occur.

They [the local moments of transformation] allow us to describe, as the
episteme of a period, not the sum of its knowledge, nor the general style
of its research, but the dewviation, distances, the oppositions, the
differences, the relations of its multiple scientific discourses: the
epistemic is not a sort of grand underlying theory, it is a space of
dispersion, it is an open field of relationships and no doubt indefinitely
specifiable. ... The episteme is not a general stage of reason, it is a
complex relationship of successive displacements. (Foucault, ‘Politics
and the Study of Discourse’ (1978), quoted in Young 1990: 76-7)

If it is the case that the ‘space of a dispersion’ does not necessarily have to conform to
any given periodisation but rather to sets of relations, localised and yet still ‘an open
held of reationships’, the developents in cartography that occur at the end of the
fifteenth and beginning of the sixteenth century could be seen to herald the later arrival
of a more fully worked out classical episteme, providing a model (a grid) within which

all knowledge could be placed. These changes do not have to be commensurate with
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wider social changes in any direct way. Rather, they are part of the ‘complex

relationship of successive displacements’.

This can be further inferred from Foucault’s discussion of the changes that occur to
‘the sign’ in this epistemological shift. In the Classical Age, the sign no longer refers
back to a pre-existent, eternal text, but rather functions as a way of ordering the world
within space. (Foucault 1970: 62) As such, it contains acknowledgemt of its own

referentiality within itself. It acknowledges its own existence within a sign system.

It is characteristic that the first example of a sign given by the Logique
de Port Royal is not the word, not the cry, nor the symbol, but the
spatial and graphic representation - the drawing as map or picture. This
is because the picture has no other content in fact than that which it
represents, and yet that content is made visible only because it is
represented by a representation. (64)

Whilst Foucault would clearly not share David Harvey’s terms of reference - the
epistemic shift could never have, at base, an economic determination - Harvey has

remarked on just this kind of development in the early modern map.

Maps, stripped of all elements of fantasy and religious belief, as well as
of any sign of the experiences tnvolved in their production, had become
abstract and strictly functional systems for the factiual ordering of
phenomena in space. (Harvey 1989: 249)

It 1s undoubtedly true that the renaissance period witnesses many changes in an
epistemology of space. How we paint, think, write and represent space all undergoes a
vast re-appraisal. For Foucault this reappraisal exists within the epistemological realm
itself - as faultlines in the old episteme. For Lefebvre and Harvey, it is dependant on
the ultimate determination of economic factors. I believe it is impossible to negotiate
between these two positions. The chicken and egg relationship between materialism
and representationalism will continue to be the life blood of critical theory and cultural
history until we, too, experience a vast and as yet unseen epistemic shift. That is not to

say that this thesis will not address the vexed question of what came first - the map or
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the territory.15 Rather, no solution will be found. Foucault’s epistemological bias can
no more be dismissed than the narrow materialism of Marxist cultural geography. The
production of space operates on many levels. As I have already suggested, when
Lefebvre discusses the process in relation to representation, he finds it impossible to
stick to his rigidly demarcated materialism. Changes in the economic and political
division of land neither precede, nor proceed from, shifts in epistemolgies. Changes 1n
the way we represent the land are no more the result of, than they are the sole

determining factor in, changing economic circumstances. The two go hand in hand.

This may sound like having your cake and eating it. However, as I have been keen to
stress, the impact of the ‘spatial’, as a key term, on the critical human sciences may
well be a re-evaluation of traditional parameters of analysis. Anachronism i1s the most
obvious feature of this. Qutside of purely time based modes of analysis we may no
longer need to find an answer to questions of cause and effect, although those
questions will not necessarily disappear. For this reason, I am also keen to stress the
unevenness of change in the shifts in spatial awareness that I have been discussing. The
homogenous space of modernity, charactenised by the map as a geometrically
determined projection, does not arrive all at once. Older systems of thought continue
to inhabit these new spaces. John Gillies has written about this in relation to
Shakespeare in Shakespeare and the Geography of Difference. He suggests that,
although Shakepseare, at moments, acknowledges the existence of the new
cartography, he retains a sense of the world based on classical notions of the oikumene
- the homeland. This leads him into adopting a view of the world which is more
analogical than differential. He calls this ‘poetic geography’ the results of which, he
writes, ‘persist like the footprints of some prehistoric beast in the sediments of modem
geography’. (Gillies 1994: 38) Historians of cartography have also shown not only

how older categories of thought lived on into the production of supposedly

13This is borrowing from Baudrillard’s little postmodern soundbite - ‘Henceforth it is the map that

preceds the territory.” (Baudrillard 1983: 2) I will return in more detail to this rather facile
formulation in the chapter on Speed’s county maps.
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scientifically determined maps, but how modern claims to ideological innocence cover
up ideological biases on the part of the maps’ producers and audiences. Europe is the
centre the world in most cartographic projections. Africa, Antarctica, Asia and
America are often drastically reduced in size as a result. These decisions betray hidden
ideological agendas. Sometimes, in propaganda maps, or in maps which are
deliberately subversive of dominant world pictures, the ideologies are not so hidden.
These ideological biases are generally true of all maps, including even modern
photographically based projections. (Wood 1992) The very idea of mapping,
positioning yourself outside of the space of the world, can have an ideological

inflection.

In early modern maps, at the birth of the space of homogenous modernity, there can be
detected the ironic survival of older typologies. Within the new differentiated space of
the map, one can locate the concerns of the culture of which that map is a product.
These factors render the homogeneity of the space of the map as inconsistent. In order
to examine these inconsistencies, this thesis will examine spatial tropes which reveal
the gaps in the space of homogenous modernity - gaps in the space of the nation, gaps
in the space of linear perspective and gaps in the spaces of private property. To return
to the epigraph to this introduction, taken from Iain Chambers’ postcolonial manifesto,
Migrancy, Culture, Identity, these gaps will work in this thesis to partially undo that
‘homogenous point of view’ that Chambers associates with the new visual
technologies of the Renaissance. Whilst it is beyond the scope of a single Ph.D. thesis
to unravel the perspectives of ‘rational’ modernity, the spatial tropes that are the focus
of the thesis will show both a more pluralistic side to the period designated
‘renaissanace’ and will indicate the possibility of seeing around the back of the
homogenous grid of modernist space. These tropes and topoi include the ruin and
translation, the exposed boundary and the space of the other, the anachronism of

history in the space of the present and anamorphosis as an alternative to linear
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perspective. These various topoi necessitate the interdisciplinary nature of the material

covered 1n the thests, as they themselves are no respecters of boundaries.

The concept of space as a kind of ‘mille feuille’ pastry, as diachronic ‘texture’
available in, but not reducible to, the synchronic text, is reflected in the organisation of
this thesis. It has three distinct sections which correspond to three moments in the
cultural history of early modern England. I have labelled the first section ‘Spenser’, in
that it is concerned with the moment of late Elizabethan imperialism that followed the
defeat of the Armada and which is so much a motivating force in the poetry of
Edmund Spenser. His name designates the complex relations between text, space and
history that are at stake in this imperial moment. The ironies of England as an imperial
state are available in his constructions of the space of the nation. Spenser’s ironic
stance is not isolated however, but endemic to the production of England as imperial
1sland nation, “this sceptr’d isle’. Whilst we may be able to trace a strand of opposition
in Spenser’s attitude to the Elizabethan official line, neither is that official line wholly

self consistent. Central to this argument will be Spenser’s poem, ‘The Ruines of Time”’.

“The Ruines of Time’ is implicated in the processes of translation that produce the
reformations of the sixteenth century. Itself a development of Spenser’s earlier
translations of du Bellay, it also comments on the status of England as inheritor of the
translatio imperii, the imperial crown. Translation in this poem can then be re-read
spatially. It is also a poem which is involved in the construction of a British or English
national geography, especially when read alongside contemporary chorography and
antiquarianism - William Camden in particular. To understand this process as
‘translation’ and to refer to this new English or British imperial nation space as a

‘translated geography’ is to highlight its status as figurative, inadequate to any

idealised or discrete nation space.
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The key trope investigated in this inadequate metaphorical formation of the imperial
nation space will be that of the ruin. If translation marks a movement beyond spatial
boundaries, then the ruin is the embodiment of anachronism - a movement beyond
temporal boundaries. Whilst the ruin seems to offer a location for the moment of
England’s imperial inheritance in the late sixteenth century, the irony of anachronism
undermines the linear narratives of the franslatio imperii. If the production of the
space of the nation involves a moment of self recognition, both of history and

geography, the trope of the ruin and the troping mechanism of translation render such

a project as ironic.

I have labelled the second section, ‘Union’ as it centres around James VI of Scotland
and I of England’s failed project for the union of the two kingdoms. It uses his arrival
on the throne of England as the focal point for new developments in the depiction of
the nation state in terms of its geographies. James’s own speech on the occasion of the
opening of the 1604 parliament, with its use of the trope of the island nation is used as
a starting point. The failed project to unite the two kingdoms of England and Scotland,
which uses this idea of the island nation as its ideological focus, is examined through
its reflection in Jacobean representations of the land - Shakespeare’s Cymbeline,
Camden’s Britain and Speed’s atlas of county maps, The Theatre of the Empire of
Great Britaine, in particular. The island nation, together with James’s ‘Roman style’
will again be seen as involved in narratives of invasion and difference that serve to
undermine the unifying force of his arguments. The presence of Roman ruins on the
Scottish-English border in Speed’s atlas and in the 1610 English translation of the
Britannia will be a focus for this analysis. The narrative of union between Britain and
Rome in Cymbeline will also be taken as a trope of the union project. This time, the
complicated ongins of the ‘British’ monarchy in Wales will add to the Rome/England
story in a way that undermines the status of the nation as it is imagined in the trope of
the island nation - unified and without internal contradictions and incoherences.

Haunting the present of the early days of James’s reign are the ironies of empire
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developed 1n the later years of Elizabeth. Again, the trope of the ruin indicates a
disarrangement 1n the regularity of a linear narrative. The presence of ruins in the map

questions the status of the map and its ability to control the space that of which it is a

representation.

The third section I have entitled ‘Digging’. The process of digging, of unearthing
histories from their fixed locations in the national map, works as a metaphor for the
thesis in general and also as a frame for understanding the practices of Gerard
Winstanley and his fellow ‘Diggers’ on St. George’s Hill. This section sees a shift
away from national geographies towards looking at the ways in which the
representation of the land is affected by the developments in agrarian economics and
particularly the move from feudalism to the market and the changes in forms of land
ownership towards more ‘private’ owning of land. Winstanley’s pamphlets of the
1650s, written as a defence of the Diggers’ project to reclaim common land, are seen
to undermine the space of enclosure in their uses of language and of history. The
closed space of private property is opened out both literally and metaphorically by the

project of the diggers on George’s Hill.

Marvell’s Appleton House is placed within the same problematic as Winstanley’s
pamphlets - the development of an agrarian capitalism, the debates surrounding which
are heightened during the civil wars and interregnum. The way that the poem ‘sees’
the land is examined, particularly in terms of the development of new technologies of
surveillance and measurement - telescopes, triangulation, surveying and mapping - and
alongside landscape painting. Again, the closed space of the country house will be seen
to open out, this time in an explosion of traditional perspectival space into the
anamorphic space of the map. Contemporary treatises on geometry provide an
important context for reading Marvell's poem. Appleton House will also be seen as a

haunted house - the location of the narratives of nation that retell themselves in the

present, reinterpreting history. It too, is a location defined by its relationship to the
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ruin, understood both figuratively and literally. Winstanley might be seen as an exorcist
as well as a Digger, attempting to rid the land of its hauntings, its restructurings via the

complex of relationships between past and present.

Whilst these three moments are obviously chronological, no attempt is made to link
them in the orderly narrative of ‘cause and effect’ history. Rather the constructions of
space and of history which are identified within one are seen to haunt the next, to
remain present in such a way as to work against the logic of narrative history, whilst
retaining a clear idea of the historical. As was seen in Lefebvre’s discussion of
Hegelian space, the historical 1s not necessanly historicised. If space is seen as the
cynosure of historical process then it becomes divorced from those processes, reified
and fetishised. To retain a sense of the historical in relation to space, one must rather
pay attention to the anachronistic and the disruptive. ‘Haunting is historical, to be

sure.” (Derrida 1994: 4)



37

2. Spenser

1 “The Ruines of Time’ and William Camden

... to restore Britain to its Antiquities, and its Antiquities to Brtain, to
renew the memory of what was old, illustrate what was obscure, and

settle what was doubtful, and to recover some certainty in our affairs. 16

In the introduction to the Britannia, William Camden gives the above as the
motivations behind his antiquarian project. These are, in other words, to present
Britain or England with an image of its past on which to base a more certain national
future, to secure a coherently British identity by way of searching into British origns.
Of course what we are more likely to find in such excavations, and Camden is no
exception, is precisely the lack of any firm foundation. Camden’s etymologies of the
nation are always unsure and the antiquarian project is never quite finished. The ruins
and fragments of the past may live on into the present but the stories that they provide
us with are never wholly consistent. Early modern antiquarianism, whulst it sets out to
discover the truth, to bring the nation’s origins to light, is in fact constantly embroiled
in refutations and counter refutations of various accounts of the nation’s ancient past.
That Camden is restating an English national identity by refernng to ‘Britannia’ 1s
itself indicative of the ironies and inconsistencies that are present in the antiquarian

project.

To some extent, Spenser’s poem, ‘The Ruines of Time’ shares Camden’s aims as he

states them. It is a reworking of contemporary English history in the light of an older

16This translation of the original 1586 Britannia is from Parry 1995: 25. Camden repeats these
sentiments in his introduction to Philomel Holland’s 1610 English translation of the Britannia - 1
hope that it shall be to no discredite, if I now use againe by way of Preface, the same words with a few
more, that I used twenty foure yeeres since in the first edition of this worke. Abraham Ortelius the
worthy restorer of Ancient Geographie arriving heere in England, above thirty foure yeares past, dealt
earnestly with me that I would illustrate this Ile of BRITAINE, or (as he said) that I would restore
antiquity to Britaine, and Britain to its antiquity, which was as I understood, that I would renew
ancientrie, enlighten obscuritie, cleare doubts, and recall home Veritie by way of recovery, which the

negligence of writers and credulitie of the common sort had in a manner proscribed and utterly
banished from amongst us.” (Camden 1610: 4)
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Roman-British inheritance. In fact, in ‘The Ruines of Time’, Spenser celebrates
Camden’s contribution to the national culture in the very terms with which Camden

himself presents his own project. ‘Cambden, the nourice of antiquitie’, he calls him

And lanterne unto late succeeding age,

To see the light of simple vertie,

Buried in ruines, through the great outrage

Of her owne people, led with warlike rage,
Cambden, though time all moniments obscure,

Yet thy just labours ever shall endure. 17

Camden’s claim that he will ‘illustrate what was obscure’ is echoed in Spenser’s
description of him as the ‘lanterne unto late succeeding age’. Camden’s claim, in his
own 1610 translation of the original text, to ‘recall home Veritie by way of recovery’
makes the same claim that Spenser had attributed to him - that he will enable Britain
‘to see the light of simple veritie, /Buried in ruines’. That this had indeed been bured
in ruins is attributed by Camden to ‘the negligence of writers and credulitie of the
common sort’. (Camden 1610: 4) This may be what Spenser’s poem claims as ‘the

great outrage of her own people.’

Also, by the same token, Camden does mention the location of the poem, Verulammum

in the Britannia and it is likely that Spenser would have used Camden as a kind of
source. Camden’s initial assessment of the site matches the sentiment of Spenser’s

complaint poem.

.. there remaineth nothing of it to be seene, beside the few remaines of
ruined walles, the checkered pavements, and peeces of Roman coine
other whiles digged up there. (Camden 1610: 408)

17Spenser 1989: 11. 170 - 175. Line numbers will be printed within the text from now on. I have used
this particular edition because it is the most convenient printing of Spenser’s shorter poems also to

include the poems he wrote in his early career from the Theatre for Worldlings, alongside the
emblematic illustrations. I have used this edition whenever quoting from Spenser’s shorter verse.
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However it is, I believe, significant that in ‘The Ruines of Time’, Spenser fails to pick

up on what, for Camden, was the chief interest of the location.

... 1t was famous for nothing so much as bringing forth Alban a citizen of
singular holinesse and faith in Christ, who when Dioclesian went about
by exquisite torments to wipe Christian religion quite out of the memory
of men, was the first in Britain that with invincible constancy and

resolution suffered death for Christ his sake.(Camden 1610: 409)

The transformation of Roman Verulamium into British St. Alban’s is not alluded to in
Spenser’s text. This seems particularly odd when placed alongside the other thematic
concern of the poem - a celebration of England’s latter day martyr - Sir Philip Sidney.
St. Alban’s might have been the perfect setting for a resurrection of Sidney’s fortunes,
post mortem. However, the broadly nationalist project of something like the Britannia
is, I will argue, opened up by two ironic movements in Spenser’s poem. To resolve the
difficult hermeneutic problems posed by the Roman ruins which, in both Camden and
Spenser, are reduced to nothing and yet are memorable at the same time, would be to
resolve the complex ironies that cut right through ‘The Ruines of Time’. Retelling the
story of St. Alban was perhaps too easy a way out for Spenser’s rather uneasy

relationship with the nation.18

The two ironic movements that I want to talk about in relation to ‘The Ruines of

Time’ are the trope of the ruin and the troping mechanism of translation. In turn, both
these movements will be looked at in relation to the Elizabethan development of a

national geography. One way of performing that interrogation of translation within a

18In Poly-Olbion, Michael Drayton does include the story of St. Albans into his chorographical
presentation of the area. In the illustrations to Book XVI he writes, ‘As under the Romans, so in
Saxon times afterward it [Verulamium, which Drayton calls Verlamcestre] endured a second Ruine:
and, out of its corruption, after the Abbey erected by K.Offa, was generated that of Saint Albons;
whither, in later times most of the stone-workes and whatsoever fit for building was by the Abbots
translated.” Drayton then quotes Spenser’s Ruines of Time - ‘Now remaines no Memorie,/Nor any
little moniment to see,” (Drayton 1961 [1613]: 323). Even though it seems that, for Drayton, there is
an end to the processes of translation in the formation of St. Alban’s, 2 monument to the first British
martyr, he still operates in the no man’s land occupied by Spenser and Camden in which national
history 1s both obliterated from the landscape, and available to memory at the same time.
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nationalist context is to rethink translation in spatial terms. Homi Bhabha has written
on this in a postcolonial framework in his essay, ‘How Newness Enters the World’.
There he talks about ‘the disjunctive temporality of translation’ which ‘reveals the
intimate differences between genealogies and geographies.” (Bhabha 1994: 235) The
movement of a translation across borders reveals the ironies of the nationalist project,
rooted in heredity - the ancient history of the nation. Translation’s ‘disjunctive
temporality’, crossing and marking the borders of time and space, renders ironic a
national history based on self recognition and continuity. The spatial implications of
the word ‘translation’ of course have a history that extends beyond postmodern
critique, and this section of the thesis will also look at the functioning of the early

modern franslatio imperii in Spenser’s poem.

Accompanying this movement I want to look at the visual trope of the ruin. Whilst
apparently representing a firm indication of the nation’s ancient credentials - its eternal

presence in the land - it rather opens up new ironies of interpretation. Anne Janowitz

writes about this in her Ruins in the Landscape,

Though the spectacle of ruins in the landscape offers evidence of a
nation possessed of a long history, the matenals that ruinists draw on to
make figures may produce different meanings within some other group’s
imagination. The detritus of a Scottish castle may remind the Scottish
viewer most powerfully of a defeat suffered, while Martello towers
assert to the Irish the continuous and matenial presence of English
domination. (Janowitz 1990: 3)

For Janowitz, ruins are no firm foundation on which to build a unified nation. They
invite competing and contradictory narratives of national origin. Both ruins and
translation then indicate movements beyond borders, spatial and temporal. Living on
into new contexts, they are both anachronistic and ironic. If, as Richard Helgerson
says, 1t is the nation’s ‘fundamental sense of its distinguishing and enabling self-

likeness’ (Helgerson 1992: 301) that is at the heart of any project of national

affirmation, then both translation and the ruin disrupt that process of self recognition.
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The narcissism of national identification is revealed as ironic. The nation’s heritage -
its old buildings as well as its works of literature - are revealed as sites of possible
invasion, rather than the location of the nation’s self-affirming triumphalism. The ruin
places under question the notion of history as a sequential narrative, whilst at the same
time insisting on its own historicity. Like translation, the ruin is something which
moves beyond its immediate contexts, inviting endless interpretations. If translation
crosses spatial borders but inscribes itself in language as a kind of temporal
replacement - one text for the other - then the ruin inscribes itself in space as the
disturbances attendant on temporality. In forming the space of the nation, the ruin
marks and crosses its temporal boundaries, just as translation crosses geographical
borders whilst, at the same time marking those borders. They both ‘pose the question’
of the border, interrogating the nation at its supposed origins and in its apparent self-

identification. 19

At the beginning of ‘The Ruines of Time’, the narrator comes across a weeping
woman by the side of the Thames and fails to recognise her. She appears to be either a
nymph of the river weeping for a lost love, one of the three fates or, alternatively, the
genius loci of the ancient city of Verulamium, which is whereabouts on the Thames
that the narrator is standing. The position of the narrator is itself an interestingly
‘translated geography’, a term I shall come to use in relation to the poem as a whole.
The Thames does not flow through where Verulamium stood, something which
Spenser must have been aware of through Camden’s research in the Britannia.
Camden suggests that the Thames may have changed its course since Roman times,
although he eventually rejects this theory. Spenser alludes to it later in the poem

claiming that the Thames has deserted the old Roman city as 1t faded in glory.

191t is from the work of Derrida that I take the idea of ‘posing the question of the border’. In his
essay, ‘Living On: Borderlines’, which is explicitly concerned with translation, he writes, ‘I wish to
pose the question of the bord, the edge, the border, and the bord de mer, the shore.’(Derrida 1991a:
256) Britain’s shore line, as available in Elizabethan England, is an interesting location in which to

place Derrida’s spatial figurations of translation, especially as he characterises the defining
borderlines of translation as a coastline. The relationship between land and sea is, as I will
demonstrate, both constitutive of, and disturbing for, an English/British national unity.
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Seemes that that gentle River for great griefe
Of my mishaps, which oft I to him plained,;
Or for to shunne the hormble mischiefe,

With which he saw my cruell foes me pained,

And his pure streames with guiltles blood oft stained,
From my unhappie neighbor hood farre fled,
And his sweete waters away with him led. (141-147)

The shifting river seems to imply a comparison between the ancient and glorious city
of Verulamium and modern London. Whereas previously, Verulamium had surpassed
Troynovant (London) the situation is now reversed, not necessarily for the better.
Where the narrator is standing is unclear - he is both by the Thames, and at the place
which it has long deserted. His position is linked then to the ruins of the Roman past in
the English present - they are both obliterated and yet memorable. The genius loci, for
that is what she turns out to be,29 then takes over the narration for the majority of the
poem up until a final section which consists of a series of visionary tableaux in the
contemptus mundi tradition found in ‘The Ruines of Time’, ‘The Visions of Bellay’
and ‘Visions of Petrarch’, and of course at the start of Spenser’s publishing career in

Jan van der Noot’s Theatre for Worldlings (1569).

As part of the lament for her fallen, ruined city - the central and main part of the poem
- the genius figure repeats some of the contemptus mundi topoi of the other poems in '
the Complaints volume, anticipating also the emblematic set pieces at the end of the
poem. In doing so, the notion of the translatio imperii becomes included within an

encompassing vision of ultimate ruin and decay.2!

20The identity of the weeping woman is in fact not so fixed as this simple identification suggests. She
exceeds the boundaries of her city to encompass alternate identities - the weeping woman in
Jerusalem from the Psalms, Petrarch’s mournful and lovelorn sonncteer, a Babylonish representation
of Rome, Empire or Church. This is part of the way in which the poem is the production of the
translating processes that I want to illustrate. The weeping woman’s constantly shifting identity
emerges from the confluence of many textual traces in ‘The Ruines of Time’.

21The translatio imperii is, in origin, a medieval idea, developed after the transfer of temporal power,
away from Rome to the emperor, under Charlemagne in the ninth century. Its chief theorist was the
twelfth century Otto von Friesing. This was re-activated by numerous writers in the renaissance, but

most notabI)-r around the figure of the Holy Roman Emperor, Charles V. See F. Yates 1975: passim.
Also see Stierle (1996) for a discussion of the translatio imperii that relates it to the humanist



43

What nowe is of th’Assyrian Lyonesse,

Of whome no footing now on earth appeares?
What of the Persian Beares outragiousnesse,
Whose memorie is quite worne out with yeares?
Who of the Grecian Libbard now ought heares,
That overran the East with greedie powre,

And left his whelps their kingdome to devoure?
(64 - 70)

The standard transfer of temporal power westwards that forms the notion of the
translatio imperii is rehearsed here - from Assyria, through Persia and on to the
Greeks and then, of course, to Rome. Spenser moves on to Rome in the next stanza,
but the language is conventionally ambiguous as to whether it refers to the Roman

Empire of antiquity or to the fallen Roman Church.

And where is that same great seven headded beast,
That made all nations vassals of her pnde,

To fall before her feete at her beheast,

And in the necke of all the world did nde?

Where doth she all that wondrous welth now hide?
With her own weight down pressed now shee lies,
And by her heaps her hugenesse testifies.

(71 - 77)

This is clearly written within a Reformation tradition which conflates the Roman
Empire with the Church of Rome, associating them both with the imagery of the 13th
chapter of the Book of Revelation. These connections have already been indicated in
the animals associated with the other empires. The notes to the Geneva Bible make the
same identifications between animal and empire that Spenser repeats here. These
identifications between animal and empire are also made in the Old Testament of the

Geneva Bible in Daniel 7:3-7.22

retrieval of classical knowledge and the development of a specifically renaissance understanding of
translation.

22The context in which these comparisons are being made is in Daniel’s vision in chapter 7. The
Geneva Bible makes it explicit that the monster that he sees is the Roman Empire, ‘which was a
monster, and could not bee compared to any beast, because the nature of none was able to expresse it.’
It is the mark of the distance between the protestant project of the Geneva Bible and the nationalist

protestant contexts of Spenscrian verse that in ‘The Ruines of Time’, Spenser is a little more
ambivalent about the status of Rome than the vehement commentaries in the Geneva Bible.
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As well as this though, it is an example of what I want to call a ‘translated geography’,
a term which I use to indicate the irony of a location which lives on beyond its
boundaries - boundaries which are both temporal and spatial. The ruins of the Roman
empire are the foundations for the Roman church. And yet, as the next stanza of ‘The
Ruines of Time’ makes clear, these ruins can always be interpreted differently, leaving
an ironic gap in the poem’s treatment of the trope of the ruin. The contemptus mundi
tradition encapsulates a lament for worldly failing, a regret for the passing of time, as
well as an invocation to look beyond the worldly and the temporal towards the
spiritual and the eternal. From implicit criticism of Rome’s vainglory then, the narrator
moves on to express regret for the passing of the Roman empire in the next stanza,

bringing that regret within a specifically British context.

O Rome thy ruine I lament and rue,

And in thy fall my fatall overthrowe,

That whilom was, whilst heavens with equall vewe
Deignd to behold me, and their gifts bestowe,

The picture of thy pride in pompous shew:

And of the whole world as thou wast the Empresse,
So I of this small Northerne world was Princesse.

(78 - 84)

The paradoxical movement in the sentiment of contemptus mundi between a regret for
the passing of worldly splendour and the denigration of worldliness 1s analogous here
with the attitude towards Rome in the poem. The Roman Empire is seen as the ornigin
of and justification for the inheritance of the franslatio imperii on the one hand and in
that guise its passing is mourned. On the other, Rome is seen as the opposition, the

antichrist and something to be eschewed as worldly dross.

The genius loci of Verulamium links her own city’s fate with that of the Roman
empire, whilst at the same time in the final analogue of this stanza, there is an ironic
play in the relationship between the two locations. Although within the movement of

the poem, Britain is seen here to be part of the translatio imperii as it moves
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progressively westwards (Syria - Persia - Greece - Rome - Britain/England), that is

also undermined at the same time by the difference there is between an empress and a

northern princess.

As Frances Yates made abundantly clear in her book, Astraea, the adoption of the
translatio imperii was clearly part of Elizabeth’s ongoing imperial pretensions and
projections. This northern princess, as well as being the genmius loci of Britain’s
greatest Roman city is easily identifiable as Elizabeth at this point in the poem. The
idea of the northern Princess is underwritten here by Elizabeth’s imperial Astraean
imagery. It has clear links with an example used by Frances Yates in her catalogue of
Elizabeth’s Astraean imagery - this time from A Midsummer Night's Dream. The fact
that the reference in that play to ‘a fair vestal, throned by the West’ is so readily
understood as Elizabeth is an indication of the all-pervasiveness of Astracan imagery in

Elizabethan culture. (Yates 1975)

In conventional usage the translatio imperii is understood in genealogical terms, over
and above the geographical shifts westwards that are also encompassed within its
development. It is a temporal ‘translation’, one empire replacing another as the mantle
of empire is inherited. And yet, when we come to the stanza that directly compares the
city of Verulamium to Rome, we have a marked spatial displacement - the movement
northwards and westwards of the translatio imperii is exaggerated as it arrives in the
island nation of England, cut off from the rest of the world. At the same time, though,

Verulamium is within the Roman Empire.

It is in the context of a disjunction between temporality and spatiality that I want to
understand the 1sland nation as a ‘translated geography’. In the complex formulation of
England and/or Britain as an imperial island nation, those boundaries are always found
to be elsewhere, both temporally and geographically. As much as the trope of the

island nation helps form the enclosed space of a triumphal national or even imperial
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unity, it 1s also already implicated in histories of invasion and of translation. It is the
sense of anachronism that is attendant on translation that is important here -
England/Britain 1s an anachronistic Rome. It does not quite fit. Homi Bhabha’s
‘Intimate differences between genealogies and geographies’ are all too obwvious in
England’s inheritance of the imperial crown at this stage of ‘The Ruines of Time’.
Translation’s ‘disjunctive temporalities’ cannot accommodate such an inheritance. It is
belated. Thomas Greene’s work in The Light in Troy, which discusses Renaissance
imitatio as an anachronism is relevant here. (Greene 1982) The sense of historical
relativism engendered by the renaissance awareness of anachronism, itself produced in
an inability to adequately match a classical inheritance, is what facilitates the kinds of

ironies in Spenser’s poem. Translation is one branch of renaissance imitatio - an

attempt to recover the past for the present which always fails before it starts. For

Greene, the distance between antiquity and the fifteenth century made of Petrarch a
“double exile’. (Greene 1982: 8) At the same time as the renaissance discovers itself in
the past, it realises the impossibility of making good on that discovery in the present.

The work of imitatio was to recover identity from the irony of that ‘double exile’.

Renaissance imitation at its richest became a technique for creating
etiological constructs, unblocking - within the fiction of the work - the
blockages in transmission which created humanist pathos. (19)

In Spenser, the emergent sense of national identity that 1s the stuff of imitatio, is
heavily ironised in its failure to materialise. The anachronism of the humanist project

receives more weight here than its commitment to stabilising the word in the present.

It 1s then in the area of anachronism that we might want to link the trope of the ruin to
translation - they are both structures which live on beyond their proper contexts and in
the process they open up opportunities for a critique of the here and now - the self
evident presence of the present. They undermine the teleologies of the national

narratives of self recognition and arrival. In England, the British Roman past lives on

in its ruins - inadequate monuments though for an imperial future.
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‘The Ruines of Time’ does seem to display a particular anxiety around the idea of
missing physical reminders of a past national history. These anxieties centre on the
poem’s use of the word ‘moniment’. The word ‘moniment’ is an archaic form of the
current word, ‘monument’, but which also encompasses the sense of ‘admonishment’
- a warning sign or guidance. It 1s also a word that Spenser seems to prefer over the
more common ‘monument’ throughout his writing. ‘The Ruines of Time’ makes use of
this word throughout the poem, almost as a kind of motif. The initial narrator
complains that there is nothing left of Verulamium - ‘Nor anie little moniment to
see’.(5) In telling the story of her invasion by the Saxons, the figure of Verulam talks
of the killing of the Saxon general, ‘The moniment of whose sad funerall, / For wonder
of the world, long in me lasted; / But now to nought through spoyle of time 1is
wasted.’(117 - 119) The figure goes on to complain that her fame has died as no one
recalls her name any longer, except, she says, one man - William Cambden, ‘the
nourice of antiquitie’ - ‘Cambden, though time all moniments obscure, / Yet thy just
labours ever shall endure.’(174 - 175) The next stanza goes on to compare the fate of

Verulamium with the fate of the Dudleys and Sidneys, also unfairly forgotten.

But whie (unhappy wight) doo I thus cnie,

And grieve that my remembrance quite is raced
Out of the knowledge of postentie,

And all my antique moniments defaced?

Sith I doo dailie see things highest placed,
So soone as fates their vitall thred have shorne,
Forgotten quite as they were never borne.(176 - 182, my emphasis)

This refers explicitly to Robert Dudley, the Earl of Leicester’s demise and death.
Leicester’s downfall is treated two stanzas later with a level of hyperbole and kitsch

that even this poem rarely reaches.

I saw him die, I saw him die, as one

Of the meane people, and brought forth on beare,
I saw him die, and no man left to mone

His dolefull fate, that late him loved deare:
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Scarse anie left to close his eylids neare;
Scarse anie left upon his lips to laie
The sacred sod, or Requiem to saie.(190 - 196)

Annabel Patterson has written that it is possible to identify two different types of
nationalism in Spenser’s The Shepheardes Calendar. One is the whole hearted
celebration of Elizabeth of the April eclogue. The other expresses the ‘anxieties of
Protestant activists grouped around Sidney, Leicester, and Walsingham’ who at the
time of that earlier cycle of poems were feeling isolated from court during negotiations
for the proposed French match. (Patterson 1988: 123) Following on from Sidney’s
death and Leicester’s ‘disgrace’ and death, the cause of the ‘Protestant’ activist might
look even more isolated, particularly when viewed from the perspective of Spenser’s
estate in Ireland. In a poem dedicated to Lady Pembroke and specifically addressed to
the problem of revivifying the reputations of Sidney and Leicester, these anxieties
surrounding the lack of surviving ‘moniments’ to past histories of the nation must
allude obliquely to the failure to include Sidney properly within the image of the island
nation, and perhaps more specifically the failure to commemorate Sidney with an

actual monument.23

It is also a part of the ironic displacements that I have associated with the idea of
translation. The two nationalisms identified by Patterson are articulated together in
‘The Ruines of Time’. If the figure of the ‘ruin’ in Spenser’s ruin poems - ‘The Ruines
of Time’ and ‘The Ruines of Rome’ is intended as a metaphor or metonymy of the

world’s destruction, then the ‘“moniment’ is an attempt to transcend the temporal by

23In his book on the early modern English death ritual, The Art of Death, Nigel Llewellyn says of
Sidney’s funeral, ‘Such was its success and so powerful were the images produced by de Bry that a
permanent monumental body in the form of a sculpted tomb was never erected.” (Llewellyn 1991: 68)
However, as Nigel Llewellyn’s work on the death ritual indicates, both here and elsewhere, the
funeral is not really a sufficient replacement for the overwhelming importance of the monumental
body in the form of the tomb and I do not really follow his logic in relation to Sidney’s missing tomb.
In his essay on Tudor and Stuart royal tombs he is keen to highlight the importance of the
monumental body in the repairing the damage done to the fabric of the state by the fragmentary

experience of death (Llewellyn 1990). Sidney’s lack of a permanent tomb would not necessarily be
compensated for by the ephemera of print and a funeral.
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re-establishing those ruins as a firm part of the contemporary setting, to avoid the
ironies and anachronisms that attend the ruin. Whilst of course in the monument as
‘moniment’ or ‘admonishment’, some of the functions of the ruin are contained within
the monument itself - the warnings of the contemptus mundi. Unlike the monument,

the ‘moniment’ has a temporal inflection.

This secular movement, if we are talking about the desire to monumentalise Sidney, is
understood in ‘The Ruines of Time’ within a religious framework as indicated by the

very last sonnet of the poem, ‘the envoy’.

Immortal spirite of Philisides,
Which now art made the heavens ornament,
That whilome wast the worlds chiefst riches;
Give leave to him that lov’de thee to lament
His losse, by lacke of thee to heaven hent,
And with last duties of this broken verse,
Broken with sighes, to decke thy sable Herse.

And ye faire Ladie th’honour of your daies,
And glorie of the world, your high thoughts
scorne;

Vouchsafe this moniment of his last praise,
With some few silver dropping teares t’adorne:
And as ye be of heavenlie off spring borne,

So unto heaven let your high minde aspire,
And loath this drosse of sinfull worlds desire.

(673 - 686)

The ‘broken’ moment of mourning at Sidney’s funeral, 1s transcended here not by the
erection of a physical monument in the form of a tomb but in the monument of
Spenser’s verse. Sidney is celebrated within the framework of the contemptus mundi,
in a way that also echoes the momento mori tomb. Such tombs would be split so that
underneath an effigy of the buried person there would be a skeletal reminder of “this
drosse of sinfull worlds desire’. The monumental body of the tomb, which is an
attempt to repair the ironic disjunctions of death and grief, is revealed as inevitably
moving towards decay and anonymity. By the same token, the ‘drosse’ of desire is

displaced, placed undeneath, with the funerary monument transcending the vulgar
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materiality of the rotting body. Just so in Spenser’s poem the ‘high minde’ of
Phillisides aspies to transcend the ‘sinfull world’. This final stanza in ‘The Ruines of
Time’ bring its themes of complaint and celebration together in an attempt to contain
the awful moment of Sidney’s death. Here again we are reminded though that it is
precisely a monument to Sidney that is lacking. Instead Spenser is giving us ‘this
moniment’. Inasmuch as a Spenserian ‘moniment’ is not a monument, but a warning,
an admonishment, Sidney 1s not laid to rest in the poem. Like the genius loci of
Verulamium, he is left to demand justice. His ghost, like that of Hamlet’s father, insists

that the time which is ‘out of joint’ be repaired.

If the ruin embodies the anachronism of a structure that lives on outside its immediate
context - a temporal anachronism in space, then the ‘moniment’ in Spenser’s poem is
an attempt to repair this disjunction. In ‘The Ruines of Time’, however, we get a
constant anxiety over an inability to read the monuments of past ages - they are no
longer there, or they are nameless - they are not a firm foundation. In this way the
poem underlines the ironies of England’s position as the inheritor of the translatio
imperii. Camden’s stated intention in the Britannia, ‘to restore Britain to its
Antiquities, and its Antiquities to Britain, to renew the memory of what was old,
illustrate what was obscure, and settle what was doubtful, and to recover some
certainty in our affairs,” may in some senses be shared by ‘The Ruines of Time’.
However, instead of restoring stability, Spenser’s poem seems to disturb the
foundations of the nation. Camden is seeking a recognition between the nation and
antiquity, yet as we saw at the beginning of the poem the narrator is unable to
recognise the genius loci of the nation’s greatest ancient city - he does not know who
she is. The space of the contemporary nation does not match up with the locations of
antiquity - even the rivers have moved. The ironic movements in the poem that I have
tried to describe - the irony of the isolated western kingdom as the new Rome and the

irony of the failure to monumentalise Sidney - seem to illustrate the futility of this

nationalist project.
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1. Translated geographies in ‘The Ruines of Time’

In looking at Spenser’s ‘The Ruines of Time’, I have sought to outline a relationship
between the spatial trope of the ruin, and another process of metaphorisation -
translation itself. Their dual and related roles in constituting the space of the nation as
ironic, rather than self evident, becomes available in Spenser’s treatment of the
Iranslatio imperii and in the uses he makes of the antiquarian, chorographic project
associated chiefly with William Camden. The relationship between these two concepts
or structures - translation and the ruin - is self evident to most readers within a Judaeo
- Christian tradition, harking back as they do to the narrative of the fall of the Tower
of Babel in Genesis, chapter 10. Since that narrative, the Tower of Babel has come to
signify two largely contradictory notions - a striving for some kind of unity in
communication - a universal language, and also, of course, the inevitable failure of any

such venture - unity and dispersal.

Unsurprisingly, as a writer engaged constantly with the problems of translation, it is
Jacques Derrida who has begun to think again about the connections between the ruins

of the fallen tower and translation.

Telling at least of the inadequation of one tongue to another, of
language to itself and to meaning, and so forth, it also tells us of the
need for figuration, for myth, for tropes, for twists and turns, for
translation inadequate to compensate for that which multiplicity denies
us. In this sense it would be the myth of the origin of myth, the metaphor
of metaphor, the narrative of narrative, the translation of translation, and
so on. (Derrida 1991a: 256)

The story of the Tower of Babel, then, is not one figure amongst others but can be

seen as the condition for figuration itself, whilst indicating at the same time the

inadequacy of any act of figuration. Inadequation, or inadequacy - the inability of

language to be consistent with itself - is perhaps the condition for language as
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metaphor. In this way then for Derrida, translation is itself one way of ‘translating’
deconstruction. In his ‘Letter to a Japanese Friend’, in which he is trying to think
through for his friend and colleague, Toshiko Izutsu, how one might translate
deconstruction into Japanese he writes - ‘I do not believe that translation is a
secondary and derived event in relation to an original language or text.” (1991c: 275)
Instead he is suggesting in his work the primacy of translation. This is what the
‘originary’ moment of Babel is mobilised to signify in Derrida’s work - the non-
commonsensical notion of an original translation. It is an extension of Benjamin’s
notion of ‘translatability’ beyond the realms of the purely literary translation (Benjamin
1973). Individual words, and language itself are always in translation - their meanings
not inherent but extrinsic, elsewhere. Although translation is ‘inadequate to
compensate for that which multiplicity denies us’, it is nonetheless inescapable - 1t has

already happened.

Translation indicates a movement beyond the word as a location for signification in
itself. Translation, thought in this way, questions the ability of any language, or any
speech act, any piece of writing, to maintain its own integrity and as such it can be
brought to bear on ideas of nationality and nationhood that rely on the integrity of a
national language. Translation reveals only the fraught nature of the boundaries

between languages, the inability of a language to close itself off from the rest of the

world. No language is an island.

At this stage I want to borrow a phrase from Edmund Spenser, and, more recently,
from Richard Helgerson. In Spenser’s question to Gabriel Harvey - ‘Why a God’s
name, may not we, as else the Greeks, have the kingdom of our own language?’24,
there is already available the model of a national language that is always in translation.

That is, translation is not a secondary event here, but something that is a condition for

241n his Forms of Nationhood, Helgerson uses the phrase, ‘The Kingdom of Our Own language’ <ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>