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Stephen Greenblatt argues that the early modern period helped ‘to fashion the historical mode of selfhood that psychoanalysis has tried to universalise into the very form of the human condition’. Explain and examine this claim and explore its implications for theoretically informed critical approaches to literature, especially psychoanalytic approaches. Illustrate your answer by detailed reference to AT LEAST ONE literary text.
Greenblatt’s quote is central not only to his discipline, new historicism, but also to its similar British incarnation, cultural materialism. The two will largely be considered in tandem when examining Greenblatt’s claim, but their differences will also be included. Greenblatt is referring above to what he believes to be the early modern idea of selfhood: a self that is constructed from external markers, from an identification with and by role, class, income, marital and familial position, and property ownership. This was a material conjunction of what you were and of what you were not, and stood in stark contrast to our contemporary understanding of the self as an internally created construction.[footnoteRef:1] Nevertheless, the social flux of the early modern period, with its rapid increase in social mobility, meant focus on identification intensified and became something that found articulation in the plays and texts of the period. It was in response to this perceived textual subjectification that psychoanalytical theory (with its assumption that inner selfhood was universal, and exhibited essential human traits) came to misalign this embryonic articulation of Renaissance identification with modern selfhood. However, as Greenblatt notes, its attempts to psychoanalyse Renaissance characters in these texts always seem[ed] to ‘baffle or elude [the] approach’.[footnoteRef:2] [1:  See Stephen Greenblatt, Shakespearean Negotiations: The Circulation of Social Energy in Renaissance England, Chapter 3, ‘Fiction and Friction’, (Berkley: University of California Press, 1988) pp. 66-93. An ALCS Humanities E-Book <https://www-fulcrum-https://www-fulcrum-org.ezproxy.uwtsd.ac.uk/epubs/9306sz76f?locale=en#/6/158[xhtml00000079]!/4/1:0> Accessed 17th Sept 2019. P.75
]  [2:  Stephen Greenblatt, Learning to Curse: Essays on Early Modern Culture, Chapter 7, ‘Psychoanalysis and Renaissance Culture’ (London; New York: Routledge, 1990) p.131] 

Since ‘a culture’s sexual discourse plays a critical role in the shaping of identity’, and such a discourse includes gender, the key text employed here will be Thomas Dekker and Thomas Middleton’s The Roaring Girl (1611).[footnoteRef:3] It will be used to help make explicable what ‘fashion[s] the historical mode of selfhood’, so that Greenblatt’s argument about its role as precursor to (rather than bedfellow of) psychoanalysis’ interior self can be traced.  [3:  Greenblatt, Shakespearean Negotiations, P.75] 

The play illuminates the argument of historical difference, predominantly through concepts of gender, sexuality and desire.[footnoteRef:4] These are also common topics for cultural materialism, so that both the play and the implications in Greenblatt’s theory are a comfortable fit for their criticism. The themes, and the strong transvestite central character (the roaring girl Moll), would also seem fertile ground for some type of psychoanalytical application - although, the play appears unexplored until the advent of new historicism and cultural materialism.[footnoteRef:5] It would have been possible, perhaps, for a psychoanalytical approach to consider Moll not to have successfully completed the Oedipal process, thus disrupting what should secure her gender in its social framework – it might have projected back into an unwritten childhood for reasons to satisfy its claim. Or it might have analysed cross-dressing Moll, who challenges and beats the likes of Laxton (lacks stone, testicles) in a sword fight, as one still wishing to own the phallus rather than replace it with a child.[footnoteRef:6] Alternatively, perhaps any analysis might have focused on the uncanny doubling in the play: wondered what Moll as an uncanny double of Mary, or transvestite Moll as an uncanny double of herself, might suggest about Moll’s psyche? Moll, the ‘Venus “in doublet and breeches”’ would appear to offer easy pickings.[footnoteRef:7] However, Greenblatt’s claim extends to a criticism of psychoanalytical theory, so its most specific implication is highlighting the irrelevance of projecting backwards in order to psychoanalyse characters that predated interior self-identification. Yet, in a similar way, this complaint itself could be said to merely to cast a retrospective shadow on such psychoanalysis, and so specific implications. New historicism and cultural materialism arrived later on the scene than many other major theories. They may have instigated an adaption of psychoanalysis, but it was the adaption of a theory which had already been radically altered as it accommodated structuralist, post-structuralist, Marxist and feminist theories. By this time, psychoanalytical theory was significantly removed from its initial incarnation that had sought to psychoanalyse textual characters and their authors. Nevertheless, revelations that reading historically outside of your time, or outside of your ideology, meant missing possible meaning relevant to analysis, is salient to psychoanalytical theory. [4:  Class is also significant.]  [5:  They insisted on widening the literary (and non-literary) field of textual material from the renaissance, which was otherwise ‘narrowed’ to Shakespeare. In fact, the cultural materialist Francis Barker insists that it is the other Jacobean playwrights, whose work was more visual (centring on the spectacle of the body) that better defined the difference between the early modern and modern selfhood. Francis Barker, The Tremulous Private Body (London; New York Methuen, 1984) pp. 15-16]  [6:  Thomas Middleton and Thomas Dekker, ‘The Roaring Girl or Moll Cutpurse’, The Roaring Girl and Other City Comedies (Oxford; New York: Oxford University Press, 2001, reissued 2008) Scene 5, ll. 56-125, pp. 256-58]  [7:  Gomme, quoted by Jean E. Howard, Erotic Politics: Desire on the Renaissance Stage, Chapter 10, ‘Sex and Social Conflict: The Erotics of the “Roaring Girl”’ (London: Routledge, 1992) p.170] 

The move from internal to external analysis, for both new historians and cultural materialists, meant a shift to the material. For the new historicists, as Greenblatt explains, the preference for ‘porous borders’ as they worked kept their politics subtle. While Marxism inspired the shift to consider the material in the fashioning of the Renaissance self, Greenblatt left it to ensure freer exploration as he moved new historicism into the realms of the linguistic and textual. In his essay ‘Learning to Curse’, Greenblatt quotes Hawkes, who is aligning dramatist and colonist, pointing out that for both ‘the “shape” of his […] culture [was] embodied in his speech’.[footnoteRef:8] This is quoted here not for its comment on the morality of colonisation, but because it expresses what Parvini calls Greenblatt’s ‘near-total textualization of culture’.[footnoteRef:9] The self is shaped by the material world it inhabits, and that world is embodied in its texts. But ‘embodied’ is also a point of contact between the new historicists and the explicitly Marxist Cultural Materialists, in particular with the work of Francis Barker for whom the body is central in deciphering Renaissance texts (and art), and so the Renaissance ‘self’. The body represents the political world, ideology and power structure (the body politic): the way that gender and sexuality are laid on the central ‘body’ of a play reflects social dynamics, not individual expression.  [8:  Greenblatt, Curse, p.24, italics in text.]  [9:  Neema Parvini, Shakespeare and Contemporary Theory: New Historicism and Cultural Materialism (London; New York, Bloomsbury Academic, 2012) p.106] 

The hierarchy of the polity noted in Barker’s work with the King as the head of the kingdom and repeated in father as the head of the household, is explored as a sexual/gendered hierarchy, as much as a social one by both new historicists and cultural materalists.[footnoteRef:10] As Greenblatt states, ‘a man in Renaissance society had symbolic and material advantages that no woman could hope to attain’.[footnoteRef:11] The essay this quote appears in, ‘Fiction and Friction’, is concerned with sexuality, gender and transvestism in the early modern, world and locates these hierarchical advantages in the Renaissance understanding of the sexual structures of the human body. Early modern beliefs were still based on the Galenic principle that bodies contained both male and female elements. The principle suggested that there was a ‘predominance’ rather than an ‘exclusion’ of a given gender, and that that ‘Predominance was […] rarely […] absolute’, due to the instability of the mechanisms that were thought to determine whether the domination of male or female elements would be achieved in each individual.[footnoteRef:12] This was a complicated system, with various stages and conditions through which the desired outcome of manhood could be achieved. This allowed that effeminate stages, including being an actual female, did not rule out transition to the male, although, the weakness of one who was already female made this unlikely. Thus, the female was the defective and incomplete (if necessary) by-product of becoming a male. This is a subject that will be returned to later in the essay. Howard also notes Galen saw ‘both boys and women as unfinished men’, while Jardine observes that in their shared subordinate position they were interchangeable, so that even ‘erotic attention […] [was] focused upon boys and upon women in the same way.’[footnoteRef:13] Yet despite, or perhaps because, the sexes are understood in the Renaissance to be somewhat on a sliding scale (rather than the fixed biological mode of the modern), Dollimore’s observation that ‘to appropriate masculine virtue was […] the most extreme form of female insubordination’ throws particular light on the transvestite transgressions of Moll, and indeed Mary, and could also be applied to the ‘masculine’ conduct of the merchant wives.[footnoteRef:14]  [10:  In terms of Barker I am thinking of where his discourse on the body moves to Marvel, much of the language used here seems very psychoanalytical. Then Greenblatt, Jean, E. Howard, Mary Beth Rose, Stephen Orgel, Jonathan Dollimore, Susan Zimmerman, Lisa Jardine etc ]  [11:  Greenblatt, Shakespearean Negotiations, p. 76]  [12:  Ibid., p.78]  [13:  Greenblatt, Shakespearean Negotiations, p.78; Howard, p. 171; 
Lisa Jardine, Erotic Politics: Desire on the Renaissance Stage, Chapter 3, ‘Gender, Dependency and Sexual availability in “Twelfth Night” (London: Routledge, 1992) p. 28]  [14:  Jonathan Dollimore, Radical Tragedy, Chapter 15, ‘” The white Devil” (1612): Transgression Without Virtue’ (London: Palgrave MacMillan, 1984; 3rd Edition 2010) p. 235-6] 

According to Jardine, the Renaissance female who crossed-dressed that she might ‘cross[…] the threshold into the male domain’, ‘does not misrepresent herself’: she is not disguised to navigate a temporarily difficult or dangerous world (as Viola in Twelfth Night), rather, she is ‘”loose” [and] […] controls the manner of presenting herself in a suitable location for paid sex.’[footnoteRef:15] Moll, of who Sir Alexander claims ‘her birth began/ Ere she was all made’ (2. 129-30) is a transvestite who both meets and subverts this position, as indeed The Roaring Girl does more generally.[footnoteRef:16] She is not in disguise, but walks about her life in what Laxton describes as ‘a shag ruff, a frieze jerkin [and] a short sword’ (5. 30-32), masculine attire.[footnoteRef:17] But Moll is no loose woman. As Orgel notices, she is ‘the only unquestionably virtuous woman in the play’ save Mary, and Howard accepts that part of her role is as a corrective to the immoral and effeminate men, the wilful wives, the controlling and miserly fathers, all of whom stymie the possible social stability offered by marriage.[footnoteRef:18] [15:  Jardine, p. 29]  [16:  Middleton, p. 235]  [17:  Ibid., p. 255]  [18:  Stephen Orgel, Erotic Politics: Desire on the Renaissance Stage, Chapter 2, ‘The Subtexts of the Roaring Girl’, (London: Routledge, 1992) p. 24] 

In terms of representations of transvestism in the play, Moll is not alone. Mary may more properly be viewed as a ‘Viola’ in her brief (and Howard suggests unnecessary) flirtation with cross-dressing. Mary’s cross-dressing is not immodest, since it is a disguise to gain access to Sebastian, but to him she is not disguised and they share a kiss in her transvestite form, which seems somewhat less chaste. It is perhaps a titillation enjoyed by both Sebastian and some of the audience.  The dominant wives also represent a type of transvestism. They (and their desire) should be securely contained by their marriage. However, their desire is not held by their marriages, and they still remain on display to wider society. Those very marriages, as Howard points out, require each of them to be an ‘economically productive [individual] […in] a functioning economic institution’.[footnoteRef:19] All this could be read easily enough by us (the modern reader) as a general threat to masculine authority that amounts to no more than a ‘gesture of insult’.[footnoteRef:20] In some new historicists’ work, such ‘subversive perceptions’ are thought to be a necessary binary of the system, that are ‘contained and indeed serve to heighten the power they would appear to question’.[footnoteRef:21] Moll seems such a character since, despite her transgressive persona and the lewd conduct levelled at her as a response, it is Moll who resets the buckling society, shaming the dissolute men, scolding the headstrong wives and reinstating marriage as the social salve. However, further new historicism exploration of Renaissance gender and sexuality helps reveal the depth of the subversive impact of such transvestism. This chimes more with a cultural materialist sensibility: that subversion gains a power in the act of its expression that cannot simply be overridden. [19:  Howard, p. 186]  [20:  Greenblatt, Learning to Curse, p.65]  [21:  Ibid., p. 165] 

It can be no accident that Greenblatt’s essay on sexuality should share metaphors with a play concerning gender and sexuality, a play with erotic frisson. The Friction in the title of the essay is first described in bowling terms as the ‘rub’: that which makes the bowl’s (the lover’s) course erratic, but ‘part of the pleasure and excitement of the game’ (desire). Greenblatt has lifted it from Twelfth Night.[footnoteRef:22] However, the extended metaphor must have been generally relevant to love that runs on a wrong but titillating course, since Goshawk tells Mistress Openwork that her husband ‘comes from his rubbers in a false alley’ (6. 174) and ‘that his bowls run with a wrong bias’ (6. 175).[footnoteRef:23] The rub, friction, is important to the play since it produces erotic heat, the sexual energy that Greenblatt sees as the medium for transmission in a renaissance comedy, and the transvestite, as a cultural figure for the body, is the ‘natural generator of heat through friction’.[footnoteRef:24]  [22:  Greenblatt, Shakespearean Negotiations, pp. 67-68]  [23:  Middleton, p. 265]  [24:  Ibid., p. 87] 

This frictional heat is also the defining factor in the production of a male. The female, a weak, failed version of a male, is considered to still have nascent male sexual organs, thought either to be rearranged to form the female sexual organs, or as an inverted, mirror copy of the male organs. The initial stage in generating a male offspring was for the woman to temporarily gain enough power, or heat, ‘to produce the seed necessary for generation’, created by the erotic ‘friction’ of foreplay.[footnoteRef:25] In addition to this, Greenblatt notes that it is being ‘colder, and […] less perfect than the male’ that inhibits the ‘birth’ in a female of male genitals. Paradoxically, the ‘failure to reach nature’s goal: a penis’ was also what enabled procreation.[footnoteRef:26] The significance of this is illustrated as Greenblatt employs a key component of new historicism, what he describes as ‘anecdotes’. These are textual narratives of an era which are not literary, and supplement his study of cross-dressing in Twelfth Night. One is similar to Howard’s shorter textual midwife’s record in ‘Sex and Social Conflict’ concerning clitorises so large they could be used as a penis.[footnoteRef:27] This was a charge laid against Marie le Marcis, who fell in love with a fellow female servant and declared herself/himself male.[footnoteRef:28] In short, Marie changed his/her name to Marin, dressed as a male and announced his intention to marry.[footnoteRef:29] Both he and his fiancée were arrested, Marin sentenced to death and his fiancée to exile, a sentence that was only revoked on a medical examination of Marin that revealed he did indeed have a concealed penis.[footnoteRef:30] Marin was both an example of all bodies, since all bodies have male and female elements, and of the exceptional body caught in the transition from female to male gender. [25:  Ibid., p. 79]  [26:  Ibid., p. 80]  [27:  Howard, p. 172]  [28:  Greenblatt, Shakespearean Negotiations, p. 73]  [29:  Ibid., p. 74]  [30:  Ibid., p. 74] 

This story is coupled with the story of another Marie, a young girl who, when chasing her pigs, jumped over a ditch, presumably creating a heat, friction and force that caused her ‘”genitalia and male rod […] to be developed”’.[footnoteRef:31] Both stories represent their society’s externally-determined, mutably-gendered identity. Its external and mutable qualities are of significance when reading Moll, because her transvestism becomes more than a simple challenge to authority, more than the contained subversion claimed to be a tenet of new historicism. In the early modern identity, constructed from exterior conditions and perceptions, anxiety about the unfixed nature of gender seems understandable: what you are, and what you are not, becomes a physical boundary that could be transgressed. If ‘the transformation of gender identity figures the emergence of an individual out of a twinned sexual nature’, that transformation is made concrete in what is reflected about you from your society. The character of Moll, representing her most exterior form as male, over a form that has been deemed female, is problematic.[footnoteRef:32] Sir Alexander puts forward that ‘The sun gives her two shadows’ (2. 132), and sees, even while he does not see, ‘a monster with two trinkets’ (4. 72): her clothing and demeanour shape her body, shift her gender.[footnoteRef:33] Similarly, Laxton sees one ‘who might first cuckold the husband and then […] do as much for the wife’ (3. 191-92). This is an aphrodisiac to the gelded, impotent Laxton, Moll is a female that might fill her male britches, whether they are ‘stiff between the leg’ (4. 83) or they ‘stand round and full’ (4. 81).[footnoteRef:34] He moves from being a whore to Mistress Gallipot (a contract he fails to fulfil) to what he assumes will be a ‘John’ to a whored-Moll, only for Moll - who ‘can prostitute a man to me’ (5. 107) - to reduce him to a whore-proper as she throws him money and penetrates his flesh with her sword.[footnoteRef:35]  [31:  Ibid., p. 81]  [32:  Ibid., p. 91]  [33:  Middleton p. 235 and p. 251]  [34:  Ideas centred on Moll’s in a dissertation by Emily Ruth Thomas, Penetrating Tendencies: Feminine Masculinity and a Logic of Lesbianism in Early Modern England, University of Oregon, (2012) p. 87 <https://scholarsbank.uoregon.edu/xmlui/bitstream/handle/1794/12851/Thomas_oregon_0171A_10488.pdf?sequence=1&isAllowed=y> Accessed 22nd Nov 2019 
Middleton, p. 177, p. 194, p. ]  [35:  Middleton, p. 218] 

However, what Orgel notes of the real Moll Cutpurse, that her ‘wearing of men’s clothes […] [was] not dangerously masculine, but dangerously feminine’, is applicable to the character in the play.[footnoteRef:36] In the world of the play, she stands for the ‘too much’ of all females, and so, conversely implies the ‘too little’ of the play’s men (best represented by Laxton). But there are further complications in the performance of a transvestite in a play. If what is present on the exterior of the self is what is read by society, then renaissance theatre stretches the notion, adds layers and extends the link between the external and the individual, in which transvestism (boy dressed as woman dressed as man) seems its most provocative outside edge. Provocative in ideas but also provocative of inappropriate desire, heat and the potential for unmooring gender. In Greenblatt’s account of Shakespearean cross-dressing comedies, the theatre is a ‘place of erotic arousal’, created by the pleasures that it intimates its characters are about to enjoy.[footnoteRef:37] What heat might The Roaring Girl conjure, not just in Moll and her voluntary choice to don male attire, but in the transvestite form of Mary, happy to kiss Sebastian in her guise of a boy, and Sebastian delighted in return? Although such play may have incited ‘illicit’ sexual feelings, and provoked gender anxiety and its feared attendant risks, it must have simultaneously negated this possibility when such risk did not come to fruition, and thus was not fulfilled.  [36:  Orgel, p. 21]  [37:  Greenblatt, Shakespearean negotiations, p. 88] 

This raises the question to what extent specialist or private anecdotal material affected the general populace.[footnoteRef:38] This is not to suggest that the understanding of gender is faulty, more that we cannot now measure how much weight it might have carried then. In line with cultural materialism (which agrees that human identity is a product of exterior forces) other political, ideological forces can be seen at work in the realm of gender and sexuality in The Roaring Girl: power structures that, like Barker’s polity as body, impose and insinuate themselves on the individuals under their rule. This concerns the erroneous reading of homosexuality in the play, and the impact of effeminacy, and homosociality on its society. The former would be an error that might be more likely to be levelled at a psychoanalytical reading, but, given that any historical reading takes place in its own time and its own ideology, such a reading is in danger of these errors.  As Howard writes of the play, it ‘affords glimpses of a landscape of erotic desire and practice whose contours cannot quite be mapped in twentieth-century terms’.[footnoteRef:39] [38:  See discussion of Stephen Orgel on Greenblatt’s Shakespearean Negotiations, he admired the essay bar the inclusion of the ‘gynaecological literature to explain a transvestite theatre’ claiming the discrepancies inherent in the material made them interesting but ‘it is hard to make something ringing out of both together […] a warning against […] mov[ing] between Renaissance practice or practical belief and Renaissance Ideology and principled belief’.  Lars Engle, ‘Recent Studies in Tudor and Stuart Drama’, Studies in English Literature, 1500 – 1900, Vol. 37,  No.2, Spring (1997) 415-460, (article itself not divided into pages.< https://search-proquest-com.ezproxy.uwtsd.ac.uk/docview/204338521?accountid=130472&rfr_id=info%3Axri%2Fsid%3Aprimo> Accessed 14th Nov 2019]  [39:  Howard, p. 170] 

This was not a landscape in which homosexuality was a term for a ‘distinct identity’ but rather, it ‘constituted a potential within everyone, a point on a continuum’.[footnoteRef:40] Sodomy, however, did become defined as an illegal act of anal penetration that ‘few were prosecuted for’, and homosexual behaviour was subsumed in the hierarchical dominance and dependence aspect of the homosocial interaction.[footnoteRef:41] Thus, some of the interactions between male and transvestite characters are understandable in these terms, rather than in overtly homosexual ones. However, it is not entirely as straightforward as that. What was becoming problematic at time, and which is reflected in Moll’s action against the unmanly men, was the effeminate dress and demeanour of the men at court, the feminine style and promiscuous behaviour of the gallants and dandies, when marriage was seeking to become the socially stabilising institution between men and women. Rose reads The Roaring Girl against a double  pamphlet (Haec-Vir) that followed it a decade or so later, setting both the play and the pamphlet amongst the political-social debate of the time concerning females dressed as males.[footnoteRef:42] The first part, Haec-Vir, spoke (not bad humouredly) against all that was unnatural and subversive in the cross-dressed female, whilst the second, Hic Mulier, answered the complaint in much the way Moll does in the play, more explicitly laying the blame on dandyism filtering down from the court for the resulting popularity of female cross-dressing. Both are outspoken but resolve the social faults. What Rose argues, among other things, is that Hic Mulier and Moll appear to be powerful cross-dressing females that articulate the female as equal to the male but that this is set against a social background that they must rescue. However, this society allows no place for their individual characters. However, both Rose and Howard agree, that neither Hic Mulier nor Moll are the conservative characters that their works seek to suggest. Both works try, and fail, to fully contain these cross-dressing characters. In the case of Hic Mulier, the acquiescence voice that ends the piece does not serve to drown out her powerful voice during the piece, and in The Roaring Girl, Moll’s exclusion from the world of marriage is her own choice, and hardly one of sorrow. It is true that the society of that time had no place in its institutions for such women. However, their physical, psychological and moral strength, their intelligence and the legitimacy bestowed on them by their conduct cannot be un-heard by their audiences, validating the cultural materialist claim that there can be subversion that frees itself from the ideology that seeks to contain it. [40:  Ibid., p. 171]  [41:  Ibid., p. 172]  [42:  Mary Beth Rose, ‘Women in Men's Clothing: Apparel and Social Stability in “The Roaring Girl”’, English Literary Renaissance, Vol. 14, No .3, Autumn (1984) 367-91.] 

Greenblatt’s claim, new historicism, and cultural materialism have ensured that all forms of literary criticism begin with, or at least takes note of, the material, cultural and social pressures that lay behind a text. Although a more explicit part of cultural materialism, both theories have also recognised we are equally creatures of our time, and we should at least be aware that we too are constructed creatures. Making social structures visible has allowed some sharp and subtle differences in meaning to be reclaimed from other historical times and geographical locations, that may have otherwise lost to us. However, new historicism and cultural materialism followed behind several other major theories: psychoanalysis was therefore a longstanding and already much revised theory to make an impact on. Yet it was, arguably, also the theory that historical and material work disrupted most of all, since the basic premise of both theories refuted work that read an interior self in a renaissance text. Certainly, the early work of both theories, in particular Barker’s for the cultural materialists, mapped the world of the externally constructed renaissance self. Further, Barker traced the slow movement from the (bodily) Renaissance exterior self, through the enlightenment separation of body and thought, to the full-fledged interiority that became the stamping ground of the novel, and of course for psychoanalysis.
Psychoanalytical theory, new historicism and cultural materialism adapted to each other, certainly a lot of the language of Barker’s work seemed psychoanalytical, Lacanian, describing the process of separation between the mind from body in terms of ‘the frustrated drive towards nostalgic plenitude’. [footnoteRef:43] Belsey also used Freud and Lacan in her work on desire.[footnoteRef:44] There are definitely important implications for psychoanalytic theory in the new historicist and cultural materialist revelations about the early modern perspective.  But, perspective accommodated, and exterior social construction accepted, this does not necessarily preclude a thinking ‘I’ with which psychoanalytical theory can engage.[footnoteRef:45] The historical/material theories make it possible to trace in texts and art what may be pressing on the ‘I’s’ of Renaissance society, and enlightened by such knowledge we can be aware that we and they are shaped differently. However, our alien perception of their alien perspective is still free to employ all the tools it has at its disposal to engage with a text: an anachronistic reading may not properly illuminate the world in which it was conceived, but it can still illuminate ours.  [43:  Barker, p.64 He also uses Lacan explicitly on p. 89, discussing the fragmented body.]  [44:  Catherine Belsey, Erotic Politics: Desire on the Renaissance Stage, Chapter 6, ‘Desire’s Excess and the English Renaissance Theatre’, (London: Routledge, 1992)]  [45:  Freud’s theories on the stages of development, and sexual developmental complexes navigated so that, ultimately, we gain the ‘self’, were in any case social. ] 
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