EPISTEMOLOGY, REPRESENTATION AND SEMIOTICS
1. Epistemological, representational and semiotic considerations in the late Renaissance

In the Renaissance there was a epistemological crisis which resulted from the fact that the Medieval world model was gradually  replaced with the Enlightenment type of world model. According to Lotman, in transitory periods, there is an intensified semiotic activity to map out new ways of signification that results from difference in the basic semiotic disposition of two cultures, the Medieval world model and the Enlightenment world model. He explains that  the first one was highly semiotic, where elements of reality were regarded as inherently iconic, referring to the ultimate signifier of God (Lotman, 216-7) whereas in the second  one elements of reality had only one meaning that could be known (Lotman, 218). Therefore,  the semiotic disposition to reality in a given culture can be investigated by looking at the discourse of the period.

Timothy Reiss reflects on the same problem of the change of epistemological crisis proposed by Lotman in his article On Method, Discoursive Logics and Epistemology. 

He concentrates on how the discourse of resemblence was gradually replaced by a new type of discourse, the analytical-referential one in the Renaissance (Reiss 1982, 22). The Medieval semiotic world model corresponds to what is called in Reiss’s terminology the discourse of resemblence, which  means that elements of reality are in analogical relationship with God. The discourse called the analytical type seems to be organised on the logic of the Enlightenment model. What Reiss sets out to investigate is (the specific response to what was viewed (by such as Galileo, Bacon, Descartes, and Hobbes) as a particular crisis  of discourse in the period( (Reiss 1982, 23).

 He traces back the emergence of our modern way of thought (from the moment where the separation of the two types of conceptualisation became visible( and follows it until (the analytico-referental becomes the single dominant structure and the necessary form taken by thought, by knowledge, by cultural and social practices( (Reiss 1982, 23).

There were three events of symbolic significance that marked the process of a change in discourse in the period. Firstly, the execution of Giordano Bruno, (a thinker who in so many ways represents the effort to combine .... two classes of discourse( from which the latter one was critical of speculativeness (Reiss 1882, 24). Secondly, the publication of a book De Magnete (i.e. the compass) by William Gilbert, which took a stance against the ancients. It is noteworthy that the publication almost coincided with the medical work of Vesalius which was soon to be followed by that of Harvey, whose findings were the first to be based on dissections of the human body. 

The third event was the invention of the telescope, which became the metaphor for the distance between the material reality and the human mind (Reiss 1982, 24). Moreover, it also signified (the replacement of the potential knowledge of wholeness with the perspectival incomplete knowing( (Reiss 1982, 25). The telescope  can be regarded as (a metaphor for the functioning of the linguistic sign in discourse( and (the modern episteme( because it is an arbirarily selected instrument placed between concept and object (Reiss 1982, 26).

Why did contemporaries express the crisis in the metaphor of the telescope? First of all, there is a distance between reality and the concept. Moreover, the relationship of concept and object is always arbirtrary as Tesauro claims that (what is called truth is therefore in its essence, a lie: for what is known of the object is but the consequence of the activities of the mind( (Reiss 1982, p.27).  It may not have anything to do with reality. Reality and language is seperated.

Lévi Strauss defined the difference between the discourse of modernism and that of resemblence  as following: (the discourse of the modern natural sciences( - that is equivalent of the analytical discourse- (was the ordering of the world by the mind(  (the mythical thought( - that is, the discourse of resemblence - (is the ordering of the mind by the world( (Strauss in Reiss 1982, 30). (The first of these two ... is telling of exterior things and events..., the second of these two discourses is a kind of patterning which refuses the epistemological and ontological distinction made between exterior and interior, which assumes that all objects are signs, and all signs are objects( (Reiss 1982, 30). In other words, language and reality are not separated from one another.

(There is a gradual disappearance of the second class of discursive activity, a passage from what one might call a discursive exchange within the world to the expression of knowledge reasoning upon the world( as a new element in the still dominant discourse (Reiss 1982, 30) . The analytical-referential discourse that arises in the sixteenth century is identical with  the logical ordering of reason and the structural organisation of the world.

2. The self and the body, their manifestation and relationship in the late Reneissance theatrical performance

Just as we can observe a shift in the logics of discourses, there is a shift in the way people thought about the self, identity and their body in the Renaissance.

As a multitude of material records show, ranging from (auto-)biographies, letters, (self-)portraits, there was a considerable increase in self-awareness in the Renaissance. There is no sufficient evidence that rise of travel and change in religion accounted for this change. (Burke ?, 22) Although Protestantism laid an emphasis on the instrospection of the body and the self-examination, it was not merely a protestant monopoly (Burke ?,  27).

The term ‘selfhood’ first appaered in one of Milton’s work and it was very different from the modern sense of the self. (Sawday ?, 30). Instead, it was interpreted in theological terms, meaning autonomy, the disappearance of the immediate relationship between God and human being, which rendered  the promise of a voyage into one’s interior possible,  a predominantly Protestant mode of thought (Sawday ?, 31). The idea of the ‘private self’,  a place of domestic reatreat, also appears in such famous works such as Greenblatt’s Renaissance Self-fashioning or in Montaigne’s Essays (Sawday ?, 31). Dollimore found similarities between Renaissance and postmodern constitution of the self which are not to be confused with the essentialist conceptions of Modernism. The Renaissance self, subjectivity  were constituted on two levels: in a pre-existent order, a divine order.. and, as Montaigne points out, by (social customs as well( ( Dollimore 1986, 54). 

The idea of (selfhood( and (interiority( began to emerge with the ‘culture of dissection’ which meant that philosophers, artists devoted themselves to the study of corporeality in the theatre of anatomies all over Europe. The anatomist as well as the artist became interested in more than the representation of the surface which required the acquisition of autopsia, the mode of seeing for oneself (Sawday ?, 36).

The (culture of dissection( complety redefined humans relationship to their bodies, and sense of interiority in the 16-17th centuries. In the Renaissance, categories for describing the body were mainly derived from theology and cosmology, not from a medical scientific discourse. The Neoplatonic form of thought that prevailed until about the 15th century regarded the body as not a discrete entity but as ( a vessel of containment for the more significant feature of the soul ( (Sawday 1995, 16). The body was in permanent struggle with the soul to which it was enslaved to corporeal existence, which can be defined in the souls terms as punishment.

This conceptualisation was to change when scientific enqueries were made into the structure of the body which were equal to the Calvinistic desire to investigate the inner state of every individual (Sawday 1995, 17).

This interest can be accounted for in terms of the Vesalian concept of the body which (expressed in miniature the divine workmanship of God, and ... its form corresponded to the greater form of the macrocosm( (Sawday 1995, 23). As the universe was highly semiotic, that is, everything gained meaning on several levels, the anatomists were looking for often contradictory layers of meaning of the universe when they peered into the human body:  (Public dissections before Harvey ... illustrated the rich complexity of the universe and its central physical component: the human body. Anatomies were performed in public as ritualistic expressions of an often contradictory layers of meaning( (Sawday 1995, 63). According to Sawday, the reason for (the attendance of anatomy theatres before Harvey was not a general interest in the facts of physiology but rather it revealed a general interest in the universe and its central component: the human body( (Sawday 1995,  63).

Moreover, the anatomist also looked for the (structure of knowledge rather than the justification of texts of ancient authorities. This led to  a new conception of knowledge that was based on the experience of phenomena rather than the experience of textual authority( (Sawday 1995, 64).

Theatre of this period laid special emphasis on the investigation of the relation of role and identity, selfhood. This was especially true for the ‘transvestite stage’ which emphasised the artifice of acting by transvestism, role-playing, and disguise (Dollimore 1986, 63). It was also a means to interrogate subjectivity by questioning the metaphysical fixity of identity. Montaigne wrote in Essays that ‘all the world doth practice role-playing’. The theatrum mundi metaphor, that is, the whole world is a stage, was often the subject of contemporary writings in the Renaissance. These writings often have different views about the effect of roleplaying: they can have a positive effect on identity or undermine it. It was meant to prove that the self is not constitutive but is constituted. 

The theatre also scrutinised issues of selfhood, identity, just as physicians partitioned human body, the anatomy theatre dissected the relationship of the body and the soul, consequently one’s conception of interiority, body and selfhood. The theatre of the late Renaissance try to redefine one’s relation to the body and to the self, and try to justify the difference between subject and  its appearance, embodiment on a stage by a protagonist’s action. The actor does not  identify himself with the role, only shows that he is the person  to be performed. This means that  the body  is not strictly related to the self, the interior is not related to the surface. This leads to the crisis of identity and desintegration of the body. The mutilated  parts of the human body in the late Renaissance theatre gain symbolic importance and funtion independently of the subject.

3. The relationship between  self and the body in Titus Andronicus
I assume that Titus can be the nexus of the crisis in getting to know the world. The drama, Titus Andronicus is set in a non contemporary, Ancient Roman context, in which an apparently independent but actually Renaissance problem can be detected, in particular, the problem of an authentic self. This ancient context  is supposed to highlight the actual problems of the world.

First of all, the disjunction between the internal identity and the external role can be traced in Titus. As the initial lines of the drama reveal, Titus is (the good Andronicus, / Patron of virtue, / Rome’s best champion, / Successful in the battle that he fights... (LINK: 5.5.63-66)(
Here, Titus is depicted as a valiant, noble, piteous, consistent warrior. In contrast, he turns out to be an unjust, unpitiless, lamentative and naive character. He does not keep rules of the community, such as the pure sacrificial ritual. As Slights quotes Girard, the community requires (a sanctioned, legitimate form of violence and preventing it from becoming the object of disputes and recriminations can the system  save itself from the vicious cyrcle of revenge (Girard in Slights, 1979, 19)( This can be guaranteed only if rules of the community are respected, that is, the scapegoat, who is a championless victim, is selected appropriately and there is a( distinction between the agreed-upon, sacrificial victims and bona fide members of the community as well as between acceptable and unsanctioned celebrants( (Slights, 1979, 19, 20). However, if  these rules are ignored, pure sacrificial violence may give way to a (sacrificial crisis( that initiates a self-perpuating (cycle of revenge( within the community. Finally, (it can wipe out whole families ...or deplete whole communities( (Slights 1979, 19).

Instead of taking on the duties of the emperor, Titus turns the offer down and suggests that Saturnius should be made emperor. Subsequently, he takes in everything what Saturnius says and serves him blindly. He even stabs his own son, Mutius or sends his other two sons, Quintus and Marcus to death when he finds a pot of gold and a letter charging them with the murder of Bassianus in the woods: (I did ( find the letter (, my lord: yet let me be their bail/ For my fathers’ reverent tomb I vow / They shall be ready at your highness’ will / To answer their suspicion with their lives (LINK: 2.3. 295-8)(. He takes in when Saturnuis says (it is apparent that the letter charges his sons with murder( (LINK: 2.3.292). He keeps mistaking the signifier and the signified, the difference between the real and appearance. He is convinced that what he says is understood as the same. 

Dollimore says that knowing ourselves is to know that order in which one is posited (Dollimore 1986, 54). Titus, however, does not know that order. Not only does he misrecognize Saturnius, Tamora, Aaron, but he cannot use language as well. He takes everything literally without thinking about the context. When he recognises the gap between words and action, he promises to take revenge.

As  he shows self-awareness, he can fairly see that Revenge is Tamora, and that there is a discrepancy between the fact and its articulation. He violates the proper use of language which breeds violence. When he realises that words no longer function the same way as he thinks, Titus tries to send messages by body parts. Titus does this at the moment when he has achieved self-awareness. This comes relatively late when he receives the heads of his sons. Then he  embarks upon the task of revenge equal in cruelty to the one applied by Aaron. 

Revengers action can re-inscribe the order by subverting them (Dollimore 1986, 57). In this way, the sacrificial crisis initiates not only revenge, but loss of distinction between members of the community and outsiders, revengers and victims. By the end of the play, Slights argues, (characters becomes the double, the ‘twin’ of his antagonist.( For example Martius and Quintus - Chiron and Demetrius, Lucius and Aaron, Titus and Tamora (Slights 1979, 27). However, the re-inscription of the order of the beginning only takes place when the intitiator of the sacrificial crisis dies and Lucius is spared by the designation of a substitute victim, Aaron. However, this is a rather ambiguous ending (the presence on stage of Aaron’s bastard child( (Slights 1979, 30) (LINK: 5.1.19).

Lavinia has no own authentic self as the patriarchal order always suppresses her, dominates her. The female body was thought as a source of disturbung and dislocating power (Sawday 1995, 222). The reason is that the womb, the uterus is regarded as something threatening for masculinity, a (source of loss of male intellect(, with the capacity for castration. The vagina, according to contemporary anatomists, was analogical with the penis. Therefore, the female bodies were violated and suppressed. Lavinia cannot reflect upon her own body and has no contol over it. Being defiled, she is killed by her father.

In the middle ages, the body and soul were thought to be inseperable from one another. The subject was thought to be an effect of divine creation, thus inherently motivated, thus there was an immediate and motivated relationship between them. In the Renaissance, however, the subject starts to operate independently from the body.

Aaron seems to be the only one who is aware of the discrepency between  reality and appearance, he knows that the unity of the body and soul cannot be achieved. The actor, therefore, indicates that he or she is not identical with the role he is playing. The body dissolves into parts.

4. Comic elements in Titus Andronicus
As to the genre of this play, the theory of sacrifice propagates the tragic aspect of the play whereas there is another theory according to which there is a comic stream  in the play which provokes laughter. It provokes an easy one and its function is to rise self-awareness. In fact, the most atroicous villainies, death is made the laughing stock. 

Generally, Titus Andronicus is charegorised as tragedy. For example, Slights regards the distinctive character of tragedy (the promised end is violent death( and  a beginning which is rooted in violence, the failure of pure, sacrificial violence in Titus Andronicus (Slights 1979, 19). Thus, he emphasises the archetypal feature of the tragedy in the drama, which is sacrifice.

However, there is another critic who elaborates the function of violence in the drama argues for the comic aspect of the drama: (problem of catastrophe causing laughter rather than pity, fear, or moral gratification is more acute in Titus Andronicus (1593?), in which the hero Titus, (the patron of virtue, Rome’s best champion (LINK: 1.1.65), becomes a cook, placing the dishes( (Bruchner 1979, 71).

Actually, (death  is treated as a laughing matter in many of Shakespeare’s tragedies(. Laughing at death may come about in a variety of ways, death itself can be farcical, gallows humour, burlesque (Bristol 1986, 180). However, humour in Titus is not farcical( it is a laughter, which (evokes a more disturbing vision of the world( and serves to (distance us from the pain it inflicts(  such as Aaron’s confession of his crimes (LINK: 5.1.63-66) (Bruchner 1979, 80).

What is the chief source of laughter is the (disjunction between the lurid reality of the murders and mutilations and the way characters talk about them(, for instance, Lucius and Marcus(s confrontation with the mutilation of Lavinia (Bruchner 1979, 82-3). Their words do not reach up to this tragedy (LINK: 5.1.94). (They are absolutely out of relation to what was happened( (LINK: 2.4.21-25, LINK: 2.4.44-47). The function of this comic disjunction is to subvert traditional values from which a hierarchy of awareness arises. However, this revelation only comes about after another sardonic joke, when Titus and his extreme gesture of friendship has his hand cut off, creating  bitter laughter (LINK: 3.1.157-61, 3.1.186-7). 

The ending, however, is more than a pure ritual  or farce because it cannot be dismissed as a bad joke (Bruchner 1979, 57). Comic elements mix with horror when Titus invites his guests to join the meal at the banquet of feast (LINK: 5.3.28-32). When suddenly Titus kills Lavinia the sacrifice turns to fierce butchery which visualizes the violent chaos of the plays world. The laughter that this scene evokes serves to dissolve the unease which the butchery evokes.

These incongruos images mixed with horror and laughter, in my opinion, underline that Titus Andronicus is a tragicomedy, where the hero is not without comic streak.

Whereas the relation of self and body is unproblematised in the emblematic, lithurgical theatre, there is a discrepancy between body and self is the Renaissance.
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