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Mappa Mundi, the Mountain and Minor Literature: The Articulation of Nationhood.

Slide one – Presentation title, picture of Caliban and quote from ‘The Tempest’, Caliban: ‘You taught me language; and my profit on it / Is, I know how to curse.’ (1. 2. 365-67)[footnoteRef:1] [1:  William Shakespeare, The Oxford Shakespeare: The Complete Works, Stanley Wells and Gary Taylor eds., (Oxford: Claredon Press, 1986, 2nd ed 2005) p.1227. Image from: Fine Art America, Caliban Relief by William Wolff. <https://fineartamerica.com/featured/caliban-william-wolff.html> Accessed  19th Jan 2020] 


I would like to begin by using one of Jeni’s asides, this one concerns Kristeva’s observations about the very early experience of the baby.

Slide two - picture Shakespeare’s infant, the seven ages of man (stained glass) with quote from ‘As You Like it’: ‘At first the infant, Mewling and puking in the nurse’s arms’ (2. 7. 143-44)[footnoteRef:2] [2:  Ibid., p.666. Image from: Sylvia Morris, ‘Shakespeare’s Seven Ages of Man in Stained Glass’, The Shakespeare Blog (2011) <http://theshakespeareblog.com/2011/06/shakespeares-seven-ages-of-man-in-glass/ > Accessed 18th Jan 2020] 


In an effort to reclaim from Lacan a pre-speaking being (which Lacan considered to be overwritten by the speaking being) Kristeva notes that during babyhood rhythms are set of in and out, ingestion and expulsion. An ‘agitated body’ develops, its demand creates a system of interior desire that is temporarily (and so only ever partially) satiated by the external.[footnoteRef:3] This very first instance of the ‘self’ learns a homeostatic balance in this rhythm of lack, supply and expulsion: it is what Kristeva calls a ‘repetition on the border of soma and psyche.’[footnoteRef:4] The imbalance in this system, towards insatiable desire and greed, is relevant to the title characters of the two novellas used in this presentation: ‘Oscar’ and ‘Simeon’ from Gwyn Thomas’ The Dark Philosophers. [3:  Sara Beardsworth, Julia Kristeva: Psychoanalysis and Modernity (Albany: State University of New York Press, 2004) Chapter 1, ‘The Early View of Psycho analysis and Art’, p.46]  [4:  Ibid., p.46] 

This rhythm of taking in, holding and defecating the mother (that Kristeva terms ‘primal mapping’) is the first bodily function that prepares you to absorb the external world, the ‘Other’.[footnoteRef:5] That ‘Other’ is society and its laws, which become absorbed through a framework of symbols and signs accessed through the abstraction of language. However, once what is absorbed is no longer just literal food, what is expelled is not just waste: it is further abstraction – response, thought, creation and expression of knowledge and understanding. If this is projected out into nothing it is lost, and so it is beneficial to have something to pin this knowledge to: the Mappa Mundi seems such a repository. In fact, in this sense, all art: writing, poetry, music and dance, is such a map, each holding its particular knowledge, expression and experience. It serves as a site where knowledge can be revisited, and where others can access it and absorb it into themselves, then reconstitute and reimagine it to create their own ‘maps’. [5:  Ibid., p.45] 

Slide three – Image of a map of the world [footnoteRef:6] [6:  Image from: <http://otorehber.org/content/img> Accessed 19th Jan 2020] 


As Brotton notes, maps can be ‘read […] as a series of different stories’ that ‘not only represent[…] the world, but imaginatively produce[…] it’.[footnoteRef:7] Each map represents a response to the era in which it was constructed, and its concerns are the era’s concerns.  [7:  Jerry Brotton, A History of the World in Twelve Maps (London: Penguin Books, 2013) pp.6-7] 

The Mappa Mundi seems an appropriate map to consider since it is displayed in Hereford Cathedral placing it in the border country of England and Wales, which echoes the setting of Evan’s Country Dance. It is visited by Jack and Judith in Meredith’s Shifts, and is the starting place of Raymond William’s return to his childhood home in his essay ‘Culture is Ordinary’, also representing the middle of his ‘map’ between a rural childhood in Wales and an academic life in Cambridge.[footnoteRef:8]  [8:  The passage from the essay is in: Raymond Williams, Daniel Williams ed. Who Speaks for Wales: Nation, Culture, Identity (Llandybie: University of Wales Press, 2003) pp. xix-xx] 

In this instance, though, the interest is in connecting the Mappa Mundi to stories that are not overtly about Wales, but rather are Marxist writing, concerned with Capitalism. However, the stories do fall into the category of a ‘minor literature’: a literature written by a member of a subjugated country in the language of the dominant country. As Greenblatt (quoting Hawkes) notes, ‘”A colonist,” […] imposes the shape of his own culture, embodied in his speech, on the new world, and makes that world […] able to speak his language.’[footnoteRef:9] Thus, ‘everyone who has had the misfortune to be born in the country of a major literature must write in its tongue’.[footnoteRef:10] In doing so they accept Homi Bhabha’s position of ‘sly civility’ where the absorbed codes of the oppressing culture are communicated with subtle alteration.[footnoteRef:11] The effect is to present the dominant culture with an image of itself in a way that can prove more powerful than overt attack, since it presents the familiar uncannily. Using the ‘language from the outside’ the speaker is ‘more able to innovate, to introduce productive slippages, create hybrid discourses’ and present a version of the ‘normal’ that reveals truths that otherwise aren’t seen.[footnoteRef:12] [9:  Stephen Greenblatt, Learning to Curse: Essays on Early Modern Culture, Chapter 7, ‘Psychoanalysis and Renaissance Culture’ (London; New York: Routledge, 1990) p.24]  [10:  Gilles Deleuze, Félix Guattari and Robert Brinkley, ‘What Is a Minor Literature?’, Mississippi Review, Vol. 11, No. 3, (Winter/Spring, 1983) 18]  [11:  Homi Bhabha in W.J.T Mitchell, ‘Translator Translated: Interview with Cultural Theorist Homi Bhabha’, Artforum, Vol. 33, No. 7 (March 1995) ]  [12:  Kirsti Bohata, Postcolonialism Revisited (Cardiff: University of Wales Press, 2004) p.105] 

Slide four: The Mappa Mundi [footnoteRef:13] [13:  Image from <https://en.wikipedia.org/wiki/Hereford_Mappa_Mundi#/media/File:Hereford-Karte.jpg> Accessed 17th Jan 2020] 


The Mappa Mundi is thought to date from the early 1300s.[footnoteRef:14] It held all man knew about (God’s) earth: its continents – Europe, Asia and Africa, its countries, rivers, cities of note, strange creatures and peoples, and also the surprising inclusion of illustrations of classical learning. Surprising because, while the Mappa Mundi does depict the known world, it is an article of faith. It is drawn after the fashion of archaic maps which allowed man to ‘becom[e] conscious of his place in the universe’, here within a medieval Christian context.[footnoteRef:15] In typically medieval two-dimensional representation it maps Christian time and space mostly in ‘one vast sphere, encircled with water’.[footnoteRef:16] But a third dimension is supplied by the depiction of Christ: he sits at the apex of the map, in the framing illustration that is shaped like the bow of a ship. The Hereford Mappa Mundi is much like a mappa mundi at the centre of a (now lost) painting of Christ on the wall of the cloister of St Victor, that was ‘drawn according to the dimensions of Noah’s Ark’.[footnoteRef:17]  [14:  Mappa Mundi: Hereford Cathedral < https://www.themappamundi.co.uk/> Accessed 17th Jan 2020 ]  [15:  Brotton, p.9]  [16:  Ibid., p.85]  [17:  Ibid., p.104] 

The position of Christ is significant. He sits in the East (the top of the Mappa Mundi) since he is also symbolic of the rising sun, and is drawn outside the material world, along with the ultimate destination of eternal life. The sphere of the map is read vertically, from East to West (top to bottom) it plots both the movement of the whole Christian spiritual journey from ‘Creation, the Fall, the life of Christ and the Apocalypse’, and the corresponding historical Christian movement of those scenes: the ascendance and descendance of great empires in the east, passing to the Greeks and then the Romans, and the birth of Christ.[footnoteRef:18] At the centre is Jerusalem, the place of Christ’s crucifixion, and as this history moves further west the idea is that it is approaching the end of the mankind’s journey. With the end of this journey comes the end of times and so the end of the earth.  Eternal time then begins as mankind enters the eternal life represented in the frame, meeting Christ at the apex for judgement and the potential of heaven (or eternal damnation). [18:  Ibid., p.107] 

In the early modern period (including the Renaissance) God/Christ at the top of a vertical hierarchy was, equally, the social norm: the divine order was also the earthly order. Francis Barker notes ‘a condition of dependant membership in which place and articulation [were] defined not by an interiorized self-recognition […] but by incorporation in the body politic which is the king’s body in its social form.’[footnoteRef:19] In a time of very little, if no, social mobility ‘alterity of placement [was] always-already encoded as unthinkable’ - self-recognition was externally constructed by the material conditions of your position in a fixed vertical social order with the king, and then God, at the apex.[footnoteRef:20]  [19:  Francis Barker, The Tremulous Private Body (London; New York Methuen, 1984) p.31]  [20:  Ibid., p.32] 

Brotton notes the decline of such maps as the Mappa Mundi from the late fourteenth century onwards, when ‘a whole host of new worlds [were being] discovered by more prosaic earth-bound travellers’, with more prosaic earth-bound maps. 
During the enlightenment, from the early 1700s, the rise of the scientific and rational world began to impact map-making. Maps benefitted from a more accurate plotting of terrain and, certainly in France, maps were being produced to mark borders and give more accurate pictures of what lay in the countries beyond.[footnoteRef:21] Opportunity for social mobility and the rise of the novel during this period was also beginning to move the focus from an exterior construction of self, to an interior one, so that the structure of the body politic was beginning to shift. However, with the French Revolution during the 1790s, much of the forward thinking of the enlightenment was shattered. In the unrest that ensued, the need to engender nationhood in what was now a far more disparate, individualistic society began to emerge. The interiority of the modern self was ripe, as Anderson suggests, to ‘”think” the nation’.[footnoteRef:22]  [21:  Brotton, see chapter ‘Nation’.]  [22:  Benedict Anderson, Imagined Communities (London: Verso, 2016) p.22] 

Thus, the new maps reflected and supported the creation of ‘imagined communities’, where people looked horizontally to borders, to align themselves with others in that shared space. Meanwhile, the vertical of hierarchy was hidden by the focus of a ‘state sovereignty [that was] […] flatly, and evenly operative over […] a demarcated territory’.[footnoteRef:23] It did not remove domination from the equation, it is simply altered the relationship to it. [23:  Ibid., p.19] 

There is also an irony to this firm drawing of national borders onto a place, since at the same time ‘nationhood’ sought to rally its nationals to trample those borders for war, land, or resources as it colonised other communities.
Slide five: Image of a dark mountain.[footnoteRef:24] [24:  Image from: < https://dark-mountain.net/> Accessed 19th Jan 2020] 

In a subversive act of minor literature, Thomas reclaims the vertical hierarchy from the flat horizontal of colonial nationalism and presents two takes on a capitalist society. Both Oscar and Simeon are affluent and live in large houses at the top of a mountain, whilst the rest of the community live in impoverished conditions at its base: they were those whose ‘whole houses [were] liable to fall down […] if you kicked too hard (‘Oscar’) or whose ‘roof […] leaked so much [they] floated, during […] [a] rainy spell, from one bedroom to another’ (‘Simeon’).[footnoteRef:25] Additionally, both have a narrator that is a young male who moves up (and in Lewis’ case up and down) the mountain, socially mobile simply because they are in the employ of the title characters. However, this is at a great cost: neither Oscar nor Simeon have learned to have a life outside their appetites, they have failed to master Kristeva rhythm of ‘repetition on the border of soma and psyche’. [25:  Gwyn Thomas, The Dark Philosophers (Cardigan: Parthian, 2011) pp.38 and 255] 

Slide six: The Erlkonig. [footnoteRef:26]   [26:  Image: Constant, Elrkonig (1990), picture from < https://stichtingconstant.nl/work/erlkonig> Accessed 17th Jan 2020] 

Each man on his mountain is a parody of the Mappa Mundi, the bow shape is reflected in the shape of the mountain, and the mountain is the entirety of the world for each novella, however at their apexes is not God, but monstrous beasts: men of appetite more akin to Erlkonig or the Elf King.[footnoteRef:27] But the Elf king should be lurking inside the mountain, or at worse only out temporarily hunting the woods, he should be not claiming a permanent place at its peak. Erlkonig is the monstrous that lures and corrupts youth through desire, the presence of such creatures amongst men perfectly represents a society unbalanced by appetite; whether that be capitalist or colonial. [27:  For the Elf King in general folklore see, for example, Childe Rowland, where Burd Ellen runs widershins around the church and is taken by the Elf King to his great hall inside the hill, later rescued by her brother who  remembers not to eat and drink (controls his appetite) in the Elf King’s hall. < https://www.worldoftales.com/European_folktales/English_folktale_117.html> Accessed 17th Jan 2020. Erlkonig is a poem by Goethe about the Elf King and is the ‘monstrous maturity, which lures youth [and] destroys its innocence’ and ‘reflects the Romantics’ view of society as the culprit in [such] destruction’. < https://www.enotes.com/topics/erlking-61203> Accessed 16th Jan 2020.] 

Slide seven: Grayson Perry’s Mappa Mundi. [footnoteRef:28] [28:  Grayson Perry reimagines the Mappa Mundi with no Heaven. 
Image from: < https://intoruins.files.wordpress.com/2011/02/screen-shot-2011-02-24-at-15-23-08.png> Accessed 17th Jan 2020
] 

If thinking of a Mappa Mundi for each story then perhaps they should be more like Grayson Perry’s response to the Hereford one. He combined it with another lost example, where the body of Christ was the Mappa Mundi: Christ’s body was the world and the exterior frame was the eternal life. Perry is his Mappa Mundi, his body contains all the modern world and its futility, and outside there is ‘nowhere’ (nothing) instead of the afterlife. This seems appropriate for both title characters, but particularly the bloated Oscar, since he ‘owned the mountain’ and the colliery tip on it and therefore access to work, he also owned the houses of the poor, and so the people too, including Lewis.[footnoteRef:29] The mapping of Oscar applies to Simeon too since the stories share appetite, and the trope of privilege living on top of a mountain with poverty at its base. They are clearly are meant to reflect one another, so although Simeon’s is an interior expression of the same greedy, corrupt power, this also aligns Simeon to the ravaged exterior of the mountain, both are a world stripped of its resources by the those who don’t live in its community. [29:  Thomas., pp.5-6] 

What is interesting when thinking of Perry’s Mappa Mundi, is its exterior of ‘nowhere’: outside of the title characters there is also ‘nowhere’, certainly for Lewis and Ben, but many others too who have come to rely on the existence of these monsters. If the lives of the community are diminished while Oscar and Simeon live, after their deaths they are left with nothing. Although this ‘nothing’ includes the lack of ongoing abuse (for both the narrators and their communities) many now have no source of income, no resources, and are left instead with empty space. Lewis, after ‘strange, blank minutes’, considers the ‘waste’ Oscar had been, and the waste to the community because ‘it had been the way it had been’.[footnoteRef:30]He longs to talk, hopelessly, ‘with that quiet, distant woman who was [his] mother’, while Ben and Eleanor can only run out onto the empty mountain.[footnoteRef:31] It seems there is a great prescience shown here by Thomas as he anticipates the ravaged, empty world that de-industrialisation would leave. He creates an end image of what remains for a people who have gradually rebuilt life, language and community around the industry that was stripping their land for the benefit of ‘another’. People who now have an empty landscape to map. [30:  Thomas, p.99]  [31:  Ibid., p.101] 

It is empty because, in terms of Kristeva, Oscar and Simeon have failed to accommodate the ‘lack’ of early bodily rhythm, they feed endlessly, excrete maybe, but produce either nothing in Oscar’s case, or in Simeon’s case only deadened daughters and grandson sons, cabbages fertilised by the dead and some very confused goats.
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Key Quotations used in ‘Mappa Mundi, the Mountain and Minor Literature: The Articulation of Nationhood.’

Benedict Anderson, Imagined Communities (London: Verso, 2016)
‘In the modern conception, state sovereignty is fully, flatly, and evenly operative over each square centimetre of a legally demarcated territory’ p.19
Francis Barker, The Tremulous Private Body (London; New York Methuen, 1984) 
‘Pre-bourgeois subjection does not properly involve subjectivity at all, but a condition of dependant membership in which place and articulation are defined not by an interiorized self-recognition – complete or partial, percipient or unknowing, efficient or rebellious – (of none the less socially constituted subject-positions) but by incorporation in the body politic which is the king’s body in its social form.’ p.31
‘It establishes a constitution within which subjects are profoundly implicated not because they ‘they ‘know their place’ (as in the modern form when it is effective) but because alterity of placement is always-already encoded as unthinkable.’ p.32
Kirsti Bohata, Postcolonialism Revisited (Cardiff: University of Wales Press, 2004) 
‘The defining characteristics of postcolonial writing in a European language is that the writer approaches the language from the outside, often as a second language, or even as a first language which does not quite reflect the history and culture of the speaker, and therefore is more able to innovate, to introduce productive slippages, create hybrid discourses, to write ‘english’, not English.’ P.105
Jerry Brotton, A History of the World in Twelve Maps (London: Penguin Books, 2013)
‘We of course look at maps visually, but we can also read them as a series of different stories.’ p.6
 ‘a map not only represents the world, but imaginatively produces it’ p.7 
‘According to Eliade, all archaic societies use rites and myths to create what he describes as a “boundary situation”, at which point “man discovers himself becoming conscious of his place in the universe”’ p.9
‘Most of the parchment contains a circular depiction of the world, portrayed within one vast sphere, encircled with water.’ p.85
‘Hugh’s model portrays the signs of the zodiac and the months of the year, the four cardinal winds, the four seasons, and finally at its very centre a mappamundi, drawn according to the dimensions of Noah’s Ark’ p.104
‘The map offers the faithful a depiction of scenes from the Creation, the Fall, the life of Christ and the Apocalypse in an image of the vertical progression of Christian history from top to bottom in which they could grasp the possibility of their own salvation’. P.107
Stephen Greenblatt, Learning to Curse: Essays on Early Modern Culture, Chapter 7, ‘Psychoanalysis and Renaissance Culture’ (London; New York: Routledge, 1990) 
‘”A colonist,” writes Hawkes, acts essentially like a dramatist. He imposes the shape of his own culture, embodied in his speech, on the new world, and makes that world recognizable, habitable, ‘natural,’ able to speak his language.’ p.24

[bookmark: _Hlk30602116]William Shakespeare, ‘The Tempest’, The Oxford Shakespeare: The Complete Works, Stanley Wells and Gary Taylor eds., (Oxford: Claredon Press, 1986, 2nd ed 2005)
‘You taught me language; and my profit on it/ Is, I know how to curse.’ (1. 2. 365-67) p.1227
William Shakespeare, ‘As You Like it’, The Oxford Shakespeare: The Complete Works, Stanley Wells and Gary Taylor eds., (Oxford: Claredon Press, 1986, 2nd ed 2005)
‘At first the infant, Mewling and puking in the nurse’s arms.’ (2. 7. 143-44) p. 666
Gwyn Thomas, The Dark Philosophers (Cardigan: Parthian, 2011) 
‘whole houses [were] liable to fall down […] if you kicked too hard’ p.38
‘roof […] leaked so much [they] floated […] from one bedroom to another’ p.255
‘And on top of this mountain a colliery company had built its tip, its dump, the stuff that had to be got out from underground to let the elements that work there get at the coal. Oscar owned that tip too. He owned the mountain and the huge cake of black refuse that the pit people had tossed on to it.’ pp. 5-6
‘strange, blank minutes’ considers the ‘waste’ Oscar had been, and the waste ‘that it had been the way it had been’. P.99
He longs to talk, hopelessly, ‘with that quiet, distant woman who was my mother’ p.101
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