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ABSTRACT

This dissertation argues that wemnchave a better, more effective illustrated
historiographythatwe canconstruct and communicate historical argumémscombine
words and irages considering clear nomenclature, conventions and standardshat we an
develop an analytical and critical discourse about verbals ual or fAmul ti f or mo

knowledge

We can do so because tdissertation offesa new analytical appach to
historiography that combines words and imadéss approacltonceptualiesillustrated
hi storiography and arguments as fimultiform,o
awareness of the various forms this hybyidiitkes My investigdion of this hybridityprovides
terminology to describruances ofextual multiformity; analytical methods to explore the
structure and famngtmemt wahd, ffindiyg dreclichsdar foture
empirical research that will help schaaonstruct MFAs more effectivelgnd deepen our

understandingdi mul t i f or m gr ammar . 0

This dissertation analyzes five MFAs from five different publications that explore pre
modern individualism in Europe4.10501600). Their debate is on where and when
individualism developed; what its catalysts, and cultural an@ldeatures were; and how to
define Aindividual .0 These illustrated public
publication was il 1l ustr at dodrwaréilustratedtbyritee hi st or i
historians themselves. Therefore, #malysis of those five MFAs shows how historians and
illustrators create historical notions, using primary sources of both verbal and visual sorts, and

how they communicate those notionsjlbxtaposing words and images in printed books.



Analyzing MFAs from a discourse that historicizes the self, and that addresses the
met hodol ogi cal and epistemol ogi cal probl emat i
awareness, and analogy betwaelves and MFAs. Drawing on studies from histgnaphy,
linguistics, art history, literary criticism, psychology and computer science, this dissertation
concludes that the rhetorical devices that serve historians in depicting the past through MFAs
are he same devices that have enabled institutiodsan ndi vi dual s t o constru
Aindividual s. 0 Thus, awareness of multiformit
effectiveness of using MFAs, as it illuminates the ideologies Eydybness that prevail

between words and images.
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Conceptual Introduction

Can we have a bettanore effective illustrated historiography? Can we construct and
communicate historical arguments that combine verbal andlviseans, considering clear
nomenclature, conventions and standards? Can we develop an analytical and critical discourse

aboutverbav i sual or fAmultiformo arguments and know

This studyanswers these questions positivelydfigringa new analytal approach to
historiography that combigevords and images.suggest conceptualizindustrated
historiographyand ar guments as fAmultiform, 0 to emphas
awarenessf the various forms this hybridity caake Thenew framework attempts to provide:
new terminology to describe textual multiformity and its nuances; new analyisthbds to
exploret he structure and f un chereaften MFAf and, fmally,t i f or m a
directions for future empirical resrch that will help scholars construct MFA&®recreatively
andeffectively. My motivation to offer a new approachitostrated historiographgrewfrom
the realization that this genre manifests divées¢ualforms that have not been analyzed and
termal thus farl argue her¢hat once these forms will ludiedsystematicallyand
conceptualizedve will have a poweul tool to create and communicate historical knowledge
that is drawn from verbal and visual sources and is expressed by verbal ancthesos
Moreover, sce this studexploresword and imageelation inthe context of historical
knowledge, it raiseRindamental questioraboutour capacity to coordinateried kinds of input
into a unified meaninthatis meant to stir a conversationd ultimatelyto convince. The
implications of this study arar-reachingsinceword and imageelationis a rhetorical device
that iscommonly usd in media such as newspapers, journals, brochures, posters, television,

films, videoclips, websitesyariousdigital applicationsin spaces such asuseums and



galleries,and on objects such as coins, machineghilg, and moreTherefore, the
terminology, analytical methods and future research that this study presents may enrich cultural

reaAlmswhicha& not strictly considered as oOknowl edge

My awareness of the need of a new conceptaaiework tallustratedhistoriography
developed from readingublications in cultural historyVhen | wanted to discuss how cultural
historians use visual evidencetheir publications with mpeers | found myself lacking terms
to describe what | read and observed. Whileaswasy to recognize and point out textual units
suchaswor ds, 06 fi mages, 0 fisentences, 0 Acaptionso
publicatons, it was challenging tpoint out combinations of words and images in the same
argumentative environmenth@& lack of terms that describe multiform components in
historiography, | believeresults from the little attention théave been given by théstorical
and other scholarly communiti€Bo be sure, the histogf using visual and material evidence
in historiography and its socicultural and epistemological contexts and implications have been
addressed bycholars especiallyin the theoretial framework of cultural and art histotythe
problem of verbalizing nernerbal evidence; the possible conflietween an aesthetic
compelling narrativepn the one han@nd a cohesive and convincing argumentthe other
and hi effowtojudagnes @ he I magesdéd rhetoric and trust
sources, have al | 2&holwhavesalsshowhhawteshhologitat e nt i on .
advances in print and the invention of the camera and film in the ninetssnitiry, which
increasedhe accessibility of imagealtered historiographical methadkhe parallel

acknowledgment that images can convey information that verbal language cannot; the new

1 Burke, EyewitnessingHaskell,History and ts ImagesHolly, Past Looking JordanovaThe Look of th&ast
Prown,Art as Evidence
2Rabb and Brown, AThe Evidence of Art. o



nineteentkcentury literate public, who became consumers of published material; and new

histarical interest imfiordinary peoplé all paved the way to a new illustrateidtbriography

Consequently, the traditional identification of verbal representation with knowledge and mind,

and visual representation with entertainment and senses, that haalBsplearacterized

Western culture, has gradually collapsatl. J. T. Michell termed the new status of visual
representations or pictures in intellectual [
turn; 0 an emergisgioant Mmalnstod wied @fr obil *any per
own 0 s.@ Myeaimdsadinvestigate as thorougtdy possible combinations of words and

images im singleargumentative sequenade printed historiography.

Hayden White argueatverbd and visual representations of the pas equallyfactual
andequallyfictiond, because both are based on communicative, constructed conventions;
however, they differ in thelexicon, grammarand syntax. Therefore, according to Whitthe
truthfulnes of representations of evemgsultsfrom the adequacy dhe syntax thahistorians
useto represent sequencescaluse and effethat occurred in a certain time and place. In other
words,thetype of event and the type of rspresentatioby historansshould have similar
syntax to allow a claim of veracity for tiéstorical accounf The historiographical discourse
has found terms to examine and better understand the question about representing the past
through verbal or visual means, aabutwha each of the semiotic systems entails in relation to

creating, communicatg and consuming notions about the pastverthelesssince events and

3 GossmanFiguring History. Rosens o n e , AHIi story in |I mages/ History in Wo
4 Mitchell, Picture Theory13.
SWhitetbs use of fAgrammar o and et sy mtsaynd axni d eo,c uisre st hoins ssetnu

relations between words and i ma dgoeusesn lingusiicand aesteeticn gl e s en:
structures and patterns, such as gaaphs, the layout of the illustrated pages, the way M&@ared in the space of
the book, and so on. I't foll oGva mmaatd @gmammeary nmay .idoncl u

SWhitee iHi st ori ography and Historiophoty. o



their representations cannot truly be cl assif
make &nse to have a verbaisual syntaxand grammar; a multiform principle therosses
throughpast realityand an adequate toolrepresenit. Such a tool will allow us texplore
furtherhow multiform sequencesccur, and how weught toidentify and clasify themand

their componentat the perceptuatognitionaland represeationallevels.

Throughout the intellectual history of the Western wadtichkersfrom the Humanities
and the Arts examineti¢relationand interaction between the verbal aneltisual realms, and
the possibility(or impossibility)to integrate the ta. Some of them have ascribed not only
rhetorical and cultural meanings to the venaalial question, but also social and political ones.
For examplelL.eonardo da Vincstressed th differences between poetry and painting, claiming
the superiority of théatter. Taking part in the combative comparison between the arts, the
paragone Leonardo defined pai ntbasedpna@tcalandisci ent i 1
mathematical lawsllows accurate representation of natilv@none of the other arts can
provide! Following a similar line, Enlightenment thinké:. E. Lessing pointed othatverbal
and visual representatioase governed bfi n a t u r,6adcording o whiclsigns aranged
side by side can only represent objects existing side by side, whereas consecutive signs can only
represent objects which succeed each other in%ime.s s divisgpd letween aural and visual
experiences indicas his perception dhe body itsdlas limited in integrating different sensorial
inputs Phil osopher Susanne Langer also emphasi ze
art s, owork ef are plastit, musical or literaryhas it s exclusive Aprim

which is ma@ constantly from the first gesture of its creation. Langer, who ascribes space to

"FaragoL eonardo da ¥incib6s Paragon
8 Lessing,Laocoon.



painting and time to music, explains her find
and then concluding her observations in general dAébough Langer disusses theories of

unity in the Arts, and points out cases of th
regarding printed words and images in the same fombsopheNelson Goodman

distinguishe betweemontlinguistic systems (including paing) and languages bgcusing on
possiblephysical and semantgaps embedded in their expressions. He artha¢sonlinguistic

(or analogue¥ystems areharacterized bgontinuation or densitywhile languageéor digital

systems) are characterizeydifferentiation,in whichthosegaps have no meanidgFinally, art
historianNorman Bryson emphasige t he r esi stance of paintings t
information between individual paintings, ontre®i s of t heir materiality

which verbal texts do not havé.

On the other hand,eon Batista Alberti claimed that knowledge in diverse disciplines
enables both poets and painters to invent compositions in theirtwiiis view suggests tha
broad knowledge nurturésventions ofcompositiors, based ortommonalities between verbal
and visual creativity, andonsequentlpermitstheanalysis ofverbal and visual work&.inguist
Ferdinand de Saussur e 6anintdephdentrelati@of (mainMly t he si g
spoken) words ahvisual representationin his model, lhe verbaklementy isound pattern
Asigni fi er odlementydi ctonec ewits, walii mageo or Asigni fi
linguistic sign psychologically associated in the brain, by an arbitrary conmetiat is

accepted and institutionalized by society, the kimals of elementsrigger one another to form a

9 Langer,Problems of Art80-89.

10 Goodmanlanguage of Art15964 and 22532.

“"Bryson, fdAlntertextuality and Visual Poetics. o0
2 Alberti, On Painting 53.



whole signt® Ludwig Wittgenstein reflected on the possibilitiymanipulatinghe psychological

and compulsive mechanigtmat brings an image to bmind when we hear a certain word and

vice versd*Mi c h e | Foucaultés consideration of the i
words and images oscillates between possibility and impbigsione the one hand, he sees it as

an opportunity for a pldul and subversive expression, and on the other, as a space of reciprocal
hostility. Heclaimed that in the empty space between words and images on the page of an

illustrated boolkfiare estalished all the relations of designation, nomination, description,
classificationrorOnce this space is shattered by rhetori
regon 0 an fdNabs&Rokanti Bamthked® argues thaan text
image by a selective elucidation of it; this anchorage, & saay be a reflection of an ideology.

He also points out a complementary, though less common, relationship between text and image,

i n which the meani ng nr e lragmgestsof dshdred,@eneralt he t wo
syntagm and unified message. Acdongdto Barthes, those two modethe anchorage and relay

- can ceexist in the same work, while the dominance of one or the other depends on the

economy of the overall messafe.

Further, stdies from the latéwentieth century have drawn our attentiorthte social and
political aspects embedded in word and image relation. MBekdor instancefinds word and
image relation a key to understanding how readers and observers ascribe meaning to literature
and art, and how, as such, word and image relagoomes a powerful rhetorical and

ideological tool. IrReading Rembrandshe gesbeyond the wrd-image opposition, opémg

13 de SaussureCourse in General Linguistic45 and 6658.

M WwittgensteinPhilosophical Investigation$PF 6, 13941 and 239.
15 Foucault,This Is Not a Pipg28-29.

16 BarthesJmage, Music, Tex0-41.



space for possible subjective interpretations and new thédéRespondingth. e s si ng o s

division between temporal and spatial egantations, W. J. T. Mitchell argues that, in fact,

artists regularly cross these imagined maaries, as the definition of space and time as

independent and antithetical categoriepiactically,inaccurate Like Bal, he ascribes values,
interestsand y st ems of power to wor d®°Bhelnarydivisigne r el at
between the véal and visual realms, he claims, emphasizes a binary ideology in classifying

culture, society and politictlisc o nc e pt i thatraagifestseandthighligs diversity,
interconnectedness, integration and openness to new forms of swdé@y andulture- comes

to eliminate that divisio”R® According to Mitchell, here is great potential in the dissolution of

the traditionally distinct sensoigemantic ceegories hy br i d concegnd s such a
Al maget e ysttoranggress bihamlivisions,andopen multiple options of expression and

experience!

As mentioned above, while readiitigstrated books ircultural history, the challenge
was to destbe intersections ofvords and images in the same argumentatiggience or space.
Furthe , even i f these hybr iindhodeseguercesaralspateesye Ki nd s
are more specific than fAi magetlankepisteamolgsgicalce t he

role in their argumerf? The lack of terms that detemultiform conponents in historiography,

"BabReading fARembrandt. o
B¥Mitchell, AThe Politics of Genre,o 100.
®Mitchell, fAWorsd and | mage, 0 47

Mi tchelPlo] iiThks of Genre. o

21 Mitchell, Picture Theory41725;Image Scienge88-47.For the development of the doctrine of the sister arts,

from antiquity to the seventeenth century; its comparison between painting and poetry and emphasis on their

common traitssee Rensseladdt Pictura PoesisFor moderrtheories that compare painting and literature, see

Steiner,The Colors of Rhetoric

2pdditionally, Athirdso implies that these hybrid for mse
possbility that additional media can manifestbete n v er b al and visual signs, which
colligation rather than intermediatdmage Scienge38-47.1 hold that the phonological aspect of the verbal and

visual components of MFAs is a meagful factor and intend to examine this iretfuture.



believe, has deterred authors and readers from exploring these hybrid forms, and subsequently
constructing them more sophisticatedly,atieely and effectivelyMoreover since studighave

shown that language shapes thinkihgyould be reasonable to assume thathout copious
nomenclaturenot onlythe language dflustratedargumerg might stay limited but alsthe

notiors that thidanguagés meant to convewould be stunted Furthermorewithout adequate
nomenclaturét is impossible to establish critical discourse abousingmultiformity in

historical argumentation, nor to teach them by employing clear stan@aetsoncepti MF A 0
seems to be proper beginning ad solution, since it sets forth the ftplicity of the semiotic

systems and theaombinationwithin an argument, as well as the argumentative context in which
these combinations functidiMoreovert h e ¢ diFrAdaliows usito investigate the
semantictemporepatial and epistemologicad@ects of verbalisualutterancestheir

cohesiveness, focusing on the way they expand in sgaoeell asthe time that it takes to

consume their bogyand their coherence, yiag attention to their logical consistendyus, the
concepti M FoOdromoteghe creation and communication of historical knowledge through
diverseand hybrid forms of thought and expression. It cultivates an experimental, theoretical and

critical approah to textual multiformityand another perspective on lffem the past andght

now.

2Benjamin Lee Whorfodos concept #fAlinguistic relativityo
thinking, as well as the relation to the physical world. According to Whorf, segh@and unconscious patterns in
languageandwcl t ur e control their users6 thinking |ike a O0pup,

perspective on reality. ALanguage, MiusersltomroticdandRriegt| i t y, 0
certain relations and phenomena by sungmip every possible linguistic combination and bar out othieic, 252

and 257. Thus, Whorf emphasizes the crucial role of grammatical organization and sentence design in thinking

Ibid., 253 and 269. Intestingly, he does not refer to the visibilitf grammatical patterns nor to the possibility that

Avisual | anguageo may influence peopleds thinking, and
words versus images as causes inhistory t he OEpi |l ogue. 0

2l'n this stsuednyi,ottihcedo treemnadfeyt hiong i @lnse it hat in the broa
teremastico relates to the meaning of the sign a t he |

t
syntax or grSammart i SSmaemtiidc A0 Both Asemioticd and Asemant
verbal and visual expressions.



The concept fAmultiformityd resonates with
way it looks and sounds, but also the broad social and cultural contexts fiomitdevelops
and to which it is addressed. Both concepts allow expiore forms of communication that mix
what we apprehend as distinct channels of transmitting information: written and spoken words;
still and moving visual images; sound; gestures smon. Both concepts ponder the great
influence new technologies hasa human interaction, and their implications in the arts and
educationgspecially in the digital era. Therefore, it is important to clahgnaindifference
betweerthefi mu | t ti ythatd offerherend Gunt $fentu | Krienddstda | i t y
difference between the two concepts or approadtessin theweight the two ascribe to social
versus biological factors in human communicat
corceptsi mo d e 0 v e riisMiosd ef, f oo ren&ress, lis @ semigtic seurce for making
meaning; its potential is in the affordance of the material it is madegtbund in speech or
graphic stuff in writing), while its realization is the practiaaké of materialistic potentials by
members of a given society. Furtherp des di ffer in their underl yi
organizing principle under which they are conveyass claims,dr examplethatthe logic of
words is to follow each other temporal sequence, and the logic of images is to display their

elementsimultaneously in spacé.

Kr e sagpach to multimodality isocial it seegshe signma k er s & uvastee of si g
mechanism that generates potential semantic meamatgser thamgrammarthat can be thought
of asan abstract and fixeslystemof rules originating in the braif\ccording to the social

approach, therocesshatrefashions lingual resources and practisdaman®motivation to

25 Kress,Multimodality.
26 |bid., 81-82.



frame meanings in social conte#tis enables lingual interactions tdflext thepresentwith its

instability: its social and technological transformatiShd. For m, ¢ on t he ot her h
themost fundamental levéhatone can explore in relation to verbal and visual, or any typer

of communication, while the Vel itselfis defined according tthe question in hand. For

example, while exploring written language, we may focus on forms such as a graphic element in

a letter, a letter, a sentence, a shape of a paragrapRoetsin spoken languagean be a

phonene, a word, a whole speech, and even a sound in the background of the Bpeashn

visual (nonverba) communication can be a brush stradeartwork,a gardenor building,but

also a graphic element within a letteraogesture of a speaker, durthgir speech. Ths, tre use
oftheconcegin f or mo and fAmultiformd attempts to open
and direct semiotic phenomena of any type and scale, so that thelyageand convey
meaningssynergstically, before any establisheddic interferes between them. It implibst

Aformso function in high velocity; they do no
sequence, on the one hand, and simultaneous display in space, on the other, nor be&tweé me 0
and AfAspace. §thdyarefasts éthatthey functwoi on both the social and biological

|l evels. The bodybés reaction to any kind of st

probable social conditioning and contexts, cannot ruleswwival mechanisms.

Over tle last several years, | have analyzed MFAs from the historiographical discourse
on the ascoveryof the individual or thelevelopment bindividualism in the latéiddle Ages
andtheearly modern era in Europe (ca. 1688D0).In this study, | present my examination of

one chapter or MFA from each of the five following booKise first chaptel exploreisih T h e

27 bid.; Kress and van LeeuweRgading Images

10



Perfecting oihdadadeb | Buihe CilWiaatah of dhdkenaissance italy.?®

Civilization was writtenby Burckhardias a nosillustrated textEntitled Die Kultur der

Renaissance in Italient wasfirst publishedn Basel in 1860, ¥ Schweighauser'sche
Verlagsbuchhandlund he firstillustrations appeared in the fifteenth edition, published in

Leipzig in 1926, three decades after the auth
assistant in the Art Historical Institute at the University of Leipzig, collected the illiostsat

These illustrationalso accompanied the new 1929 edii of S. G. C. Mi ddl emo
translation from 1878oublished by Harpef Brothersin New York?® My study uses the Harper

& Row 1958 editionpublished in New York anddited byBenjamin Nelson and Charles

Trinkaus On the front matter of the 1958igon, in thefl Tanslator's Note Middlemorewrites

that"[i] t is hoped that the illasations will be found to be a valuable adjunct to the text

The second chapténat | anéyze heresi Fr om Epi c, 0ihRWRo&antker nds
TheMaking of he Middle AgesMakingwas first published in 1993y Yale University Press
New HavenandHutchinson & Co., London (in the series Hutchinson University Library: Senior
Series). Tis study uses thE965 reprint of the 195%ale edition° The third chapteisii T h e
Search forthe SefinCo | i n The Digcaverydof the Individual 108@0Q The first
edition ofDiscoverywas published by The Society for Promoting Ciais Knowledge in
Londonin 1972. This study uses the edition that was published byetsity of Toronto Press in
association with the Medieval Academy of America in 1987. The lagadéentical in both
editions®! The fourth chapter that is analyieereisi The | nqui s ioindohrs & Quest i

Jef fr i eBlythdaef Ranaissadce Indivwalism The book was published in Basingstoke

2Bur ckhardt, ditheh ed dP e i fd4r&al i, g 1 :
22 Holly, Past Looking 34.
0¥Sout her n,

AFrom E c
SIMorris, fAThe

to Romance, 0 2
Sed®d5.ch for

17
the Self, o0 64
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by Palgrave Macmillanig004 i n t he series fAEarly Modern Hi s
edited by Rab Houston and Edward MifiThe fifth chapterisi Faci ng t he Day: Ref
a Sudden Change in Fashiand the Magisterial Beatdn D o u g | a s OnBhe tmpditance

of Being an Individual in Renaissance lItaly: Men, Their ProfessiorTaett Beards The book

was published ifPhiladelphidby University of Pennsylvania Pregs2015 in the Haney

Foundatbn Series?

| chose to focus on these chapters because they disomssor lesshe same historical
phenomenon, assuming that thedstof MFAs will benefit from making the historiographical
topic the Aindependent v aonsiofavbrdsandimagestdnitt he di f
the Adependent d one. Fur t h einpreanodernEutogeisstid i s cour
in progeess; | hypothesized thtktis will allow me to discern several issues: first, whether the
historians mentioned abovdrer t o each ot herés work, and mor
evidence or MFAs (without applying this concept); second, whethbrite course of time,
factors such as technology and theories from other fields and disciplines affect this discourse

and its use of MFAs, in particular.

| approach tadiscourseon premodern individualism in Europas a case studyarough
which | attempt to develop new terminology, methodological tools and directions for future
research, regardles§t h e d i subject mattedt® esg and the historical disciplind is
important to note, however, tHati s t oendeavar ® éhed light on what happened in the past,

explain it and draw threads from the past to the present and even the future, have made

2Martin, AThe I nqu40sitorsé Questions, o 21

BBi ow, A Faci n-g06.THe ezesbfshg hooks, in@alkinga single page froraachbook (keight x
width, in cm)are Civilization; 19.5 x 13Making 20.4 x 12.4Discovery 22.3 x 4.7Myths 21.7 x 13.7;
Importance 25.4 x 18.
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historiography- that is, illustrated historiographyan idealmaterid to analyze. First, historical

notions are the basis of any kind of knowledge, since any observation about the world and its
communication require this observation to describe a processcthat over time. Evema

abstract utterance suchraathematicbequationnarratesa procesghat begins and ends in a

certain way. Our assessment of its success looks at how its author maintains a coherent narrative
over time.Thereforg any statement alit the world isin fact,a historical argument.

Furthemore any such statement is built on previous work done by others, whether on the
phenomenon examined or other phenomend hus, any such statement is a histor&daiment

within a broadehistorical narrative This nature of the historical knowledge, its being
fundamentatal| most a sy non yaiows roe tdidevelopwheaenewprk that

introduceherefurther, makingt relevant to othedisciplines

| chose to analyze historiograpbig premodern Europe since it is one of my fields of
expertise neverthelesd,haveanalyzed the materialghile focusingon features tharerelevant
to any illustrateescholarly text, and to do so systematicallige analysis of MFAs in the
illustratedhistoriography of pranodern individualisnihas exposd me to the complexity
embedded in historicizing phenomena such as the self, psyche and identity. The fact that
historians who work on the history of the self possess a selfdises questions aboutraability
to explore this aspect of the past withou ma k i n ge xiptl oar afitsieolnf; 6 a proces
suffer from various biases, and that some of the publications analyzed here have addressed.
Obviously, | have asked myself if analyzing MFAs withiattdiscourse implies that | might
study myself undethe disguise of studying hybrid epistemology. | will return to this question in

theREpi | ogue. 0
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The probable weaknesses of the historiography efrféern individualism and the
analysis of its MFAs artheir strengths. There are two noticeable advastafstudying MFAs
in this particuladiscourse. The firgesults from the fachit the history of individualism or the
selftouches upon issues suchtlas possibility of possessing a self; its spititaiad corporeal
gualities; its interaction and relationshipwitth at we iirdeenabtandiexternads
environments; the processes involved with it; tHrednature oits presence anduration.The -
al |l egéadlsy oissuesadrtdrquesionsabout MFAS, since like the self, MFAs are a
complex and dynamic entity. The attempt to define MFAs as a category and only then historicize
them (developing in a discourse) or define a single MFA &tdritize it (developing in a
chapteror publicaton) i s a chall enging task. To track a
have to a have sense ofiat word, imagesandthear possiblerelatiors are, as well ashat
argument is, and what word and imagetretacould be and do within it, as within a chapte

publication and, finally, a discourse.

Another advantage in studying MFAs in the historiography of individualesults from
the examinationdhi i st ori ansd® awar enes s udygthe historeasalf own sel
and their expression tifiis awareness itlheir writing. The acknowledgment of theherent
complexityof historicizing the self is a recent tendemeyhis discourseAmong the five
historians whose work | analybere only thelast two, John Jeffries Martin and Douglas Biow,
reflect upon this intricate matter. Both histori@xpressensitivity to two central
methodological and epistemological challengesdhse in this contexthe first relates to the
conceptualization ahe historical self, and the second to the maitvato explore it. When
historians conceptualize the historical self by using téram their own era, their discussi

may lead to anachronism that distances the historical account from the pastatremmstruct.
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A possible solution for this profan, as historians often suggeistto usecontemporary terms,

drawn fromprimary sources, that can indicate past notams emotions*

Theproblem with the motivation to explore the historical self manifestssitorian®
projection oftheirown and treir contemporariegs psychol ogy ontThe t he hi st
psychological projection is another kindasfachronismslightly differentfrom the conceptual
oneas it is based on an emotional need, that can be found, for example, in adopting or eejecting
certain typ dhembtivaiioamexmosetthe historical seib betterunderstand the
hi storiands own soedalcconmagaatobiograpmcdl @rrgeneatogicalh i
inquiry, subtly harnessing the readershiphte historiags needsrather than to the psychology of
the past® Giventhe conceptual and motivational aspectseskarching the historical sefhis
subject matter fosters i s t oconscaoumssedsf themselves andf themethodological and
epistemological challengeheir researchentailfhi s st udy benefits from 1
accouns of possible pitfalls and solutioms exploring the historical selés they increase my
awarenessf two issues: the first is the possibility that there mighiriodtiform - conceptualand
motivational- anachronisnin illustrated historiography; the swud is the possibility that study

of the use of MFA# illustratedhistoriography mighttoo, suffer fromvaried biases

341n his analysis of twelftitentury portraitsColin Morris comments thahe expectation to see jiortraits that

depict individuals Athe actual appearance of the persol
charact er i ze8he BDiscavery obtherindiadyuadl. Hedoes not, however, develop a full disdass

on this possible biasaviartin and Biow do.

35 Martin, for example, blames Burckhardt and Stephen Greenibl&enaissance Self Fashionijdgr searching

for ancestors, thus producing geneal ogyhaorrd tfidnsy -tnhisn,edt erean
centuryBasel, from and in which he developed his concepts of the Italian Renaissance; their conservative, nostalgic

and romantic emphasis, and the overall whiggish and powerful narrative Burckhardt dvisdibad1 24-26. Forthe
Hegelanismreflectedin Burckhad t 6 s cul t ur al hi st or InSearcldof Cuttusal Hisforg s e s, s e ¢
For the political and social circumstanegsierwhich Burckhardt wrot€ivilization, s ee Gos s man, ACul t
Hi story and Crisis. o

15



The question about the development of the individuaiserofindividualism is central
in the field of premodern EuropeHistorians of late medieval and early modern Europe have
identified changes in the way contemporaries
selves and have related those chaadgo contemporary developments such as: political turmoil
onthe internatnal and local levels; courtly culture; religious reformations; changes in social
organizations and movements such despotism, monasticism, urbanism and mercantilism;
technologicaldvances t hat 1 mpr ouvhedssemmaiignlofedéas;thmobi | ity
humanistic movement and revival of the classic tradition; and new literary and artisticlforms.
would like to argue thatoe of t he r-madensa whyi fiph@aal i smo ha
prominent historiographical subjeotthe premodern fieldis that is core, the self, is an abstract
invisible concept, and as such it enables #fin
subsequently to be easily associated with othenpimena, especially through cause and effect
relation. Historians, thus, iamanaged t@stablish a broad historiographical nexus between
Ai ndividuali smo and other devel opments, which
suggesting where and when pnedern individualism started, how it functioned asasalystor
outcome in dferent contexts, and how it has evolved into later peridtss, historians can
easily adapt existingggumensthat link betweerii i n d i v i ahdothdr historcal
phenomeato an earlier or later poimh time, or to a different geographical locatigenerang
a new insight about the subject. It follows that the modern and postmodern historiography on
premodern individualism has a potential to linger for a long tifhscliolarsof historiography
will, too, return to this subjedhe effect would béhe sameHow, then,have thehistorians

whose MFAs | analyzbkerepositioned the prenodern self and its tendency to individualization
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in specific historical contexts? And hdwave they done so, using verbal and visual evidence and

means?

Jacob Burckhardt wrot€ivilizationin Basel, in 1860As mentioned abovehe
illustrated edition oCivilizationthat | usenerewas published in two volumes by Harper & Row
in New York,in19581 n t hi s f aBurckhasdt digees thaftigentbcentury Italians
became conscious of themselves, others, the world and history in quite a revolutionary way. It
was the discovery of subjectivitypn the one hand, and the capwto approah things
objectively, on the other, that allowed thenstd r i v e -stiod ebdel d@iead oho ( yni ver s a
individuals who are familiar with and creative in various fields of knowledge and th¥ arts.
According to Burckhardt, the reason for that changeasduringthe late thirteenth and
fourteenthcenturies, the despoticand repubfis t at es ut i |l i zed i ndividual
i nwardness as a r etsenleadecskipgddwantage, and cukiviatadt e s 6 and
enjoyment of life nourished by powendinfluence. The frequent politicehanges, along with
the governmental structure and operation, enhanced individuality by creating opportunities for
leaders and statemen to seize any powef’Al t hough this ment al Abr ee
according ® Burckhardt, it renewed the andigareek mindset, and thus marked theedieval
mentality asnterim, childish andllusion-ridden in which people identified themselves as part
of a group or community more than as independentcselfained ung Interestingly, this

awakeningwhichbr ought fobohnfnamengirbeée sons of moder

36 Burckhardt,The Civilization of the Remssance in Italyl1: 143.

37 1bid., 14445.
38 |bid., 14345. For critical reading of the dichotomization of the Middle Ages and the Renaissance, and
subsequently the marking of the Middle Ages as the Other in the grand Westeartnana i ve, see Patterso

Ma r g Fonthedmisleading storyabauth e Renai ssance as the firebirthd of an
break from the Middle Ages and as the foundation of secular, modern liberalism in Europe, see Larry Siedentop
ADi spensing with the Renaissance. 0
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that thefiRenaissancei nid superior over the modern one as well; an example is the
Renaissance humanist who learned philology, rhetoric,rgpby and history for practical
ressons, while the nineteentientury scholar acquired such knowledge for theoretical purposes
alone® At any rate, Burckhardt poisbut that i daily life, Renaissancidividualism

mani fested i n p e daghioslack of iearof sipngukariy tabaadorsmerd of fhise

modesty and hypocrisgnd adoption of cosmopolitanisth.

There are seven plates and 234 illustrations in both volunt@sibzation. Thechapter
AThe Per f ect i nocludestwardpredudtions df fiftéeataeaturydtalian
portrais; one ofAndrea Mantegnaand the other of Leon Battista Alberti. We know that
Al berti s -pworrtkr aiist aansdelafssume that this 1is

portrait.Both artworks wilbead dr essed i n more detai [Thei n t

anal yzed MFA focuses on the dev e lsopdneedn tmaonf, ot h

using Leon Battista Alberti as an exam@@ceBurckhardt did not writ€Civilization as an
illustratedbook, the 1958 Harper & Row editias a hybrid creation by several authors: First is
Burckhardt (18171897), who wrote the texéecond is Middlemore (1848890) who translated
the text from German into Englisnd third is Jahn (1892976), who choséht illustrations,
according to the text in German. The captions were probably provatddast in their initial
form - by Jahn as well, since the information they convey addresses the images directly. In

addition to Burckhardt, Middlemore and Jahn, Bempn Nelson and Charles Trinkaus, the

editors of the 1958 edition, probably had some influence on the overall arrangement of the book.

The editors, neverthelesiy not address the illustrations or the captions in their introduttion.

39 Burckhardt,The Civilization othe Renaissance in Italg: 143 and 148.
401bid., 145.
41 1bid., 3-19.
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And, finally, there lad to be someone who designed the layout of the book, bringing the words

and the images together into the printed space. In this casagtation tothe othebooks |

analyze herel do not know who this wasnd how exactly to conceptualize their urgihce on

and contributiontothB c ont ent 0 of t he b o oférfutureindquieyéakee t hi s
either by me or someone el#gg¢.any rate, thendividuals whowere working on the bodkad
particularresponsibilities and privileges, based orirtpeofession and the stage in which they
participated in its creatiofhroughout my analysis, | use different approaches to the multiple

and layered authorship of the illustrateilization. On the one hand address th#1FA from

t he chapteect ifinTgh eo fP edshfe welercamiposed thyuaasihgie authibis

allowsus to focus otthe structure of thgiverrillustrated text, and subsequently its possible
consumption by the readef3n the othehand Il 1l ook at Jahnnde wor k as
creation of that illustrated text; this deepens our understating of the epistemological impact the
images have on the text, and of the power relations that are embedded in illustrating a text

withouttre hi st ori ands permission.

R. W. Southern addssed the question about the-predern individual as well.
According to him, he eleventh antivelfthc e nt ur i es wer e tbwheniperi od o
i ndividual sé6 quest f or goaslandadculaoaontexts, drewtheir t y an
attenton towardgheirinner world and private psychologiis inward movement resultedtime
emergence of individual s.0TheChistianizationrof Edrope mmo n b
and the extensioand elaboratin of corporatemonasticorganizations creatatew opportunities
for individuals to express emotional and spiritual impulses in varied new ways that spread among

the larger society. For exampkegouthern arguebetween the sixth and the eleventh centuries

42 SouthernThe Making of the Middle Age®21.
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the predominant view dife in Europewasmo®t | 'y her oi c, emphasizing i
against greater forces and fate, leaving a personal and intimate tie with G®uithin that

framework, the Rule of St. Benedict created a static and disciplined routine for indivallirzds

within the nonastic walls, where they could practice resistance against the powers of evil.

However, within that sevelifestyle, therecame also to beoom for freedom and individual

growth that was expressed forcefully in the eleventhtamtith centuriest* In thewritings of

Anselm of Canterbury and Bernard of Clairvaux, for instance, we find principles -ofitselate

knowl edge and disclosure of oneds own mind as
union with God*® During the late @venth andwelfth centuries, the Cistercian schowthich

strovefor a greater and more acute spiritual life, had consciously madewseland knowledge

a condition for the knowledge of G88lAccording to Southernhts doctrine introduced warmth

and irtimacy, which the twelfth-century audience looked fof Comparison betweemvelfth-

century epic and romance shows that individualization took place in the political context as well.

In the lateeleventh or eariwelfth-centuryepic, theSong of Rolandknights are representec

obliged to their lord, fellow barons, and ancient holy places in France, more than to their private
beloved<® In the latetwelfth century romantic work of Chrétien of Troyes) the other hand,

the knight is preoccupied by lovedaaspires to unite wh his desired object. His sentiments

draw him to his inner world, moving his community to the background of his minc, Vire
movefromepic'sgr oup wi th Aa common ac toiromance&kigghts nst a

whofisee&néemg i n s alasmightdeconedof thvein follow®. The shift from epic

431bid., 224.
441bid., 223.
45 1bid., 222 and 227.
4 bid., 230.
47 bid., 228.
8 bid., 242.
49 |bid., 244.
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to romance indicataadividualizationin the knights' psychology of combat and etiqueitdike
the knight of the preceding century, the knight of the-tatdfth centuryendures his pain on his

own.

There are seven illustrationshMeking f i ve of which are discuss
Epic to Romancé Among them onlyour are displayed in the chapitself and one is the
frontispiece of the boo khevisGataml vefbal sonréesandc o mpar i s
between the different visual sourcpssitsthat thesocial and culturadlevelopments he
recognizes in the eleventh atweelfth centuries aréounddional, and that as such thegntinue
into later centuries. For example, he poinisthat in both contemporary verbal and visual
depictions of Christ on the Crqébe emphasishiftedfrom his divinity to his humanity. Until
the eleventh century, the convention was to portray the dying figure of Christ as remote and
majestic; howevef, r om t hen on, the theme was treated wi
corporality and extrempain and suffering® According to Southern, this compassionate and
empathetic approach to Christ kept developing, and was exploited by artists iretheHitind
sixteenth centurie.The MFA | analyze from Tfi Eghdangessiho Romar
the represerdtions ofthe figure of Christ on the Cradgly own analysis examines how Southern
juxtaposes verbal and v iekeuwrdhcentargCurrDeus domptltes peci a
contemporar¥nglish illustrationCrucifixion from the Gospel of Catess Judithand two
Danishartworks: the eleventbenturyThe Aaby Crucifixand thewelfth-centuryTristrup

Crucifix.

%0 Ibid., 23738.
*1bid., 238.
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In The Discovery of the Inddwal 1050-120Q Colin Morris, like Southern, detedithe
discovery in Western Europe of the eleventh anelfth centuriesAccording to him, the
recovery of Latinityby the expnding humanistic movemergnabled medieval writers to
express observatisn if rom | i fe, 0 and share | mmeddneat e an:
universe. The growth of sedfwareness enhanced the appreciation of the freedom to voice and
represent oneself, the belief inelghm i ndividu
mankind>? With the expansion of the Church in the rel@venth century, the system of
disciplineevolvedf r om communal forgiveness of individua
examination through private confession and priestly absolution. Berh@idiovaux and Peter
Abelard emphasized the importance of intentandft r ue i nner sorrow, 0 i ns
acts and penance, basigse new ritualen ideals of selfexamination and sincerity, which
spread widely in Westn Europe>® FurthermoreAbelard and his school conceptualized the
meaning of the Crossasthendi vi dual 6s response to it in | ov
Morris, ftook cont empor.@nypreachird,BernadlaradGuiketn t o a
of Nogent turned to thepersonal, spiritual experiences as a tool by which they intedotiete
gospels to their audience, exemplifyinpwselfk n o wl edge i s .0 ltesatupat h t o
poets used new lyrical forms of expression that are close to the vernacular, gurate fiar
simple, direct and sincere seléclaratiorr® In addition, the popularity of autobiographies and
lettercollection grew rapidly during the latdeventh century, as both genres allowed individuals

to present themselves, thiires and opinions’ Finally, Morris points out a paradox within the

52 Morris, The Discovery of the Individual: 108(20Q 7-9.
53 1bid., 7375

54 bid., 14344.

55 |bid., 66-67.

%6 |bid., 68.

57 1bid., 79.

22



feudalistic systemhiat fostered individualism; on the one hand, feudalism enhanced rigidity and
formalism in social life, but on the other, it relied on conventional, mutual obligations that were
highlypes onal . Since feudalism bui |l ¢haracterstedddut on p e

and stirred emotiorg

Morris uses eight illustrations ibiscovery f our of them in the cha
the Self. o6 While his dithatchames, theiltustratiors themsdlvese ar t
areclusteredbetween pages 12R7,in the followingchapter i Seli andOther Selve®
After the beginmg of the eleventh century, Morris argues, artists introduced a new style of
representation thatarws it s content and appearance Afrom
imitation of its model. Foinstance representation of individuals shifted from dapng their
symbols of rank and status to recording of their personal, utoqieThis effect cald only be
achieved through careful observation and attention to particular, especially facial, details. Indeed,
Morris distinguishiepetbedwalenpdmptoradirta;j @ ot me df o1
antiquity, while the latter expresses the reedieval interest in the specificity of the
individual *® Thus, he arguesiithe eleventh and twiéh centuries, both writing and the fine arts
were appliedo capture and convey personahental and physicalcharacteristics. This new
Anat ur alrding ta Morrisaesuted from a transformatioc ont e mpor ari es 6 vi

started to display a @ mo.ddikenSouthary, Moi$eqeates i ng t h

%8 1bid., 3334.

% 1bid., 87-88.

50bid., 8790. Acording toLynn White in the midtwelfth century, the art dVestern Europe showed interest in
Afconcrete experienceod and fAphysical actualities. 0o Whit
expression of the forces then remolding Europeéntcwr e and | aying the foumnldati ons

Science and Natur al i st 6 FoAtmetconveryentelofehe Mstodieb bf sciercg, eison and 4 2 5
the perception of the self, between the seventeenth and the twentiethesesae Daston and Galis@hjectivity.
BaxandalpltbsofcoiredheeOpempbdsi zes the social and cultural
Painting and Experience in Fifteenth Century Italy.
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this development with the new Christian spirit, that attempted to strengthen irdividub b el i e f
through their identification with Christ and his personal experience. To be sure, until the late

tenth century, artists depicted the figure ofi€thon the Cross as an alive man to symbolize his

triumph and divinity, but from that point on thenoved to express his humanity, especially

through signs of pain, suffering and mortafitt he MFA from fAThe Search f
explores thiose @& adarefhunapvwoiksitorm the eleventh and twelfth

centuries: the tomblab of Rudolfof Suabia (Merseburg Cathedral); enamel plaque of Count

Geoffrey of Anjou (Museum at Le Mans); head of Frederick of Barbarossa (Cappenberg); and

the tombs bHenri Il and Eleanor of Aquitaine (Abbey Church of Fontevrault). This MFA,

presented inthesubalpt er A The Portrait, 0 $withveraghoses s o m:
sources, such as memorials and descriptiotiseqfhysical appearansef the depicted figures.

In my analysis, | focus on Mordsehetorig his use of and shifts betweeerbal and visal

sources and meats support his observation of twelfthe nt ury fAnatural i sm. 0

ThroughoutMythsof Renaissance Individualisiohn Jeffies Martinstates that his goal
is to understand t he Re asamtes#toaveid apmdhingtlieon it s
hi storical self or identities as if they were
idepends al muhed we stantfdFocesing/ororth Italy in the fifteentrand
sixteenth centuries, and using sources suchasgdrecorof i nqui si torsé interr
literature and the fine arts, Mariimgues hat t he constant elegement i n

of their identity was the varied ways in which they thought about the relation of the internal to

61 Morris, The Discovery of the Individual 108200, 23 and 140.
62 Martin, Myths of Renaissandadividualism 7.
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the externbself 53 Martin constitutes this understanding on two massumptions: first, that the

cover of the body, the skin, is porous, makinglibdy permeable to external entities and forces;

and second, that there are multiple, overlapping modalities oftigléimat enable dynamism and
complexity within the self. Martin offers five different modalities of the Renaisskyesed

self: the sociabr conforming self; prudential self; performative self; porous self; and sincere

self® The contexts in whichthesee | ves operated were individual
circumstances. For example, under CouRteformative oppression, Catholics iyqly

experienced the conforming self, while heretics the prudentideflattercouldalsopartake in

courtly cuture, among courtiers and artists, while overlapping with the performative self. The
different selve®peratedn places such asourtroomsstreets, public squares, chugshnd

private spacesThe conceptualization of the Renaissasel as porous, Madrt suggests, can

free historians who explore it and individualism from projecting their own self and era onto their
subject of inquiryThe accounbfc ont e mp or ar iwewdde betieibwe sawthen ¢ e

historical self in relation to and with its hasical contextthan search or t he Abirt ho o

kinds of selft®

Martin uses five illustrations iMyths, oneof which isinthe chaptein The | nqui si t o1

Questions. 0 Li kigheSmplermentseacomparatide stitly between verbal and

Martin stresses, however, that the dichotomy between i
perceived differences between emotions, beliefs, thoughts, etc., vecsty,sculture, politics, and so fortilyth,

7.

54 For the five modalities of the Renaissance self, and contemporary cases that demonstrate each, s&8.ibid., 30
Martin points out Freudds concept ual ialfoanulationroftef t he ego.
rel at i on alasthework of psycacanalytieal theories on object relatidid., 15 and 137n36. In the

context of the historiography of early modern Europe, |
perceptio of the self as porous, in sixteenth centurgyar culturelbi d. , 37. I ndeed, Davis cl
drawn around the self was not firmly closed, 0 physicall
perception of the self is ffierentfrom the nineteentitentury one, whichdited Burckhardt, according to Davis, to

see the true nature of the Renaissancefs@fo undar i es and t he Se nBaceddb356Sel f i n

65 Martin, Myths of Renaissance Individualisih
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visualsources and conveys his understanding through both mediex&mople i n A The

l nqgui sitorsé Questions, o0 Martin interprets Lo
Bartolomeo Caran as a representation of at once the social, prudent andpetif@ selves. To

support his interpretation, he decodes the symbolic meaning of the details in the portrait, as well

as compares the portrait widfrhehesyecandstat
portraito they prnandMocris, Martin Offers & rkeaning foruhe podrait

without comparing it with otheairtworks that depicteither Carpan himself nather people,

before or after the 1530s. His analysispiher words, does not include a development of an

artistic theneor techniqueover time, andhat developmentjgsossible meaning regarding the

premodern self® The methodological difference betwedo ut her n6s and Mor ri s
theone hand,anddr t i n6s appr deps bsrealaenseveral adadhdt infleence

the use of artworks as historical evidence, and their cross reference with written sources. The

figure of Christ on the Cross, for instance, is a major theme in Western cthitiraimerous

versions of its verbal and visual depiction®walla comparative study of that theme over time,

various places, and different mediaSince he number of visual and verbal depictions of the

jeweler Carpaiis much smallertheir use as historical evidence has to draw on thei non

thematical qualitis; these may be, for example, their generic, rhetorical or technical features.

The representations of Christ and Carpan, howegiect contemporary psychological and

social isues as both, Christ and Carpaelaet o t he ¢ o n cadnnty ardyisisildi vi dual

explorehow Martin use€ a r p portréitandtherecords of hidrial, to support the model of the

%Martin does, however beyomme Ctar @ Buithispaiptmdisnota @attiait ofi

an individual isolated from the larger social context. To perceive it in such a manner is to miss many of the social
dimensions evoked in threpresentation, to overlook the social framewnto which the artist went out of his way,

as he always did in his portraits, to place his suldjéioid., 21.
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Renai ssance self that Mart ialsoelwwitlatedhowsvariedn @ Qu e st
sources abown ordinary mamantell us about hisndividual, nevertheless common,

experience.

In On thelmportanceof Beingan Individual in Renaissance Itgl{pouglas Biowdefines
Aindi vidual 06 as 0 s oniméableality ia signatuse styly, and/erai ou s, i
particular, identifying mode afddressing the world” Focusing on sixteenth century Italy, and
using sources such as literature, treatisaisitipg and fashion, he explores this notion of the
individual and its role among elite men. T¢@ntexts in which Biow sees an intense uséisf t
notion are: the risef courtly culture and increadeoncern with etiquetteg new patronage
system and educational programs; new work opportunities and professionalism; technological
developmentsthe changing status of artisans; and new dominahidasamong meff In the
professional context, he finds that elite men deliberately mystified their success to create an
impression that their skills and mastery resgjlfirst and foremost, from an innate, inimitable
guality possessed by a privilebgroup. They achieved thisfeictbypr act i ci ng an fAagg
personalized voice, 0 that stood out within pr
admirable nature, and utilizing fashion and the male body to highlight their particfianitthe
chag er A Faci nlgctianshoa a $udden Chddgefin Fashion and the Magisterial
Bear d, 0 Bi ow -stalesshifuirsfasieios, inavhithsixteprtbntury Italian men
started to cultivate beards. According to Biow, this new practice resultedséaiopolitical
conditions, in which Italian elite men were expected to subordihataselveso their lords,

following the latefifteenth century invasion of Italy by France, and the 1527 invasion by

57 Biow, On the Importance of Being an Individu&.
%8 |bid.
% 1bid., 3-4.
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German and Spanish imperial forces, as wasftom the courtly culture ands restricting

etiquette’® Within these conditions, elite men perceived their social role as dominated and
effeminate as a response, they grew beards to display maleness and conceal anxieties associated
with loss of power. Paradally, wearing beards s signified their adoption of new French

and Spanish codes of fashion, which aligned them with the dominant, authoritative new‘power.
Furthermorewhile beardsignified their collective identity, they also enabled them to paint o

and promote their indiduality.

Biow uses fiftyfive illustrations inlmportance of whichtwenty-four illustrationsare
discussed n 0 F a c i .0Sxteendf the tWeatyfour illustrationsare printed in the chapter
andeight are displayed in othehaptersthough discussed imF a ¢ i n g.0BioWw,dike bisa y
predecessors in the illustrated discourse on thenmaern selfjuxtaposewverbal and visual
source as arargumentativestrategy Interestinglyy n A Faci ng t he Day, 0 Bi 0\
representation®f the authors whee texts he usesverbal sources. This metheglolves
throughseveral stages: first, Biow compakesualrepresentations of men before and after 1500,
showing howafter the first few decades of the sixteenth century, bearls e efilgall dvdr
the placed’? second, narrowing the scoe compares different styles of beards as seen in

sixteenthcentury portraits, demonstrating that once Italian elite men stared to wear beards, this

fashion became an obsessidthird, heusesa d vi ¢ e f r o nTh&€Cougrtieangll i one 6 s
Giovanni Galdteh ia cogumci@n dvishthe portraits of the two authors, showing

them wearing beards. This method allows BioiosterCa st i gl i onedés and del |
onfashion and civizedbehavior as i f both fApractice what they
bid., 189.

" bid., 19091.

2 1bid., 181.

7 1bid., 194.
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conj unct i on wadsand iseal represemtaticesables Biowo shift the discussion

from wearing a beard as an expression of conformism to a performance of individualism

(Cas i gl i oheastpos on page 95; del |l a @ adratssdbs on |
between pages 1Bb). In the context of courtly and civic self fashioning, bB#naissance

authors emphasize the importance of adhering to local nonthdépkancing between the
different el ements of p*havéver, treivisual depictiosismow | udi ng
two individuals who have a unique, bearded lobkis juxtaposition of words and imagesrves

to illustrate the fine line betweendlsaial and individual aspects of wearing a baard

sixteenthcentury Italy My analysis of thisMFA concentragéson using authoritative figures;

their words and appearance as an indicator of a byeagersonalphenomenon among elite

men.

Noticeably,thefive historians whose work | examine here are all mendkbisionto
analyze illustrated booksh@ particular subject somehow ledtothisn A Boundari es an:
Sense of Self in Sixteentbe nt u r y N&alieDawvserot@about the self in relah toboth
collective institutions and strategies of wonfenselfexpressn andautonomy Her text
however s notillustrated,and it is ararticle inthe edited bookReconstructing Individualism
rather than a monograpNeitherdid CarolineBynumi | | ustrate her article
Century Discover the | ndi v JalraadfBEcdesiasticalt was f i
History and wa reprinted and expanded in a collection of her artildssis as MotheP
Obviously, gnder is not onlgnidentity of the authors whose work | examine here, but atso

identity of the people whose experiences the five historians expioti@is sensegendelis an

74 bid., 191-94.
“Davis, fABoundaries and t heFrSenncsee. 00 fBySeulnf, ifAnDi i xttheee nTtwhe
Di scover the I ndividual ?20
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identity in whichthefive historians and their subjects of inquimeet My study does not

examhe how gender andofwotmeeibrs a&mxg eagti terrced sel ve
five historians, although | have explored this issue thorougifiact | wrote about this matter

quite extensively and decided to leave my insightsobtitis study and perhaps to return to

them in tke future. This decision is based on desire to focus on the conceptual framework
offered here firstAs you will see, gender wil | be addres
since Biowhimselfu s e s A g e n d eyrthbough which heuradérstagtiE rotion of the

individual in sixteentkcentury Italy. Finally, | have not addressed the fact that | am a woman

who analyzes illustrated historiography made by men. This is something | think about, but would

prefer to disasson a different occasion, if atlal

As mentioned above, the exploration of MFAs througtsthdy of the illustrated
discourse on prenodern individualism benefits from two main aspects. The first is the
di scour s e Geddertim referennes tio eaylier publicatis on the topic; references to
MFAs in earlier publications; and the influence of other fields of knowledge and technology on
the discourse. The second aspect is the histo
historical self, and the epistemologi and ethical challenges this situation entails, including its
implicationsfor MFAs. | claim that among the five historians whose work | examine here only
Martin and Biow acknowledge and cope with the second agheqtroblematic of theelf
historicizing the self. However, as we will see, thethods that both develop to solve the
problem- while they are debating against their predecessbosnot touch upon the multiformity
of thar and theearlier publicationssubsequently making the continuitiytbe discoursevertly
verbal. This implies a cause and effect relation between both aspects of the illustrated discourse:

the selfawareness that historians develop through historicizing the self (verbal) detetmines t
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nature of the continuity of thegic our se (verbal), and vice versa
continuity (verbal) determines the kind of salareness historians develop, while historicizing

the self (verbal). Still, | would like to argue, the danity of the illustrated discourse not

solely verbal; visual threads cross its five publications too, and they do so through MFAs.

Hi storiansé awareness of the problematic of t
yet developed througmultiform, hybrid communication. Wrelthis study does not attempt to

answer why multiform seldwareness develops in a certain pace hawdadvanceds its current
potentiality, it doegxplore how an illustrated discourse develops a multiform contjrasnity

offers ways to increasaultiform selfawarenes$’

Discursive continuity thrivethrough thesurvival of its tangible aspect, and tbagevity
and volume of its readership and authorshilge practical mechanisms that maintain its
continuity over tine and space are theference within, to and from the discourse. Hostance
looking retrospectively, ilmportance the most recent publication analg#eere, there are
refences tMyths DiscoveryandCivilization. In Myth, there are references@oscovery
MakingandCivilization, as wel | a s aDoatoesf Ambassadors, Sécietarids: o wo s
Humanism and Professions in Renaissance (2002) that discusses the Renaissance Skif.
Discovery there is no reference kMaking but ratherto Sot h eMedigvad Humanism and

Other Studie$1970) that discusséwelfth-century humanism, and there is no reference to

6 Mieke Bal discusses how selfvareness develops through itierpretation of signehose meaning is

indecisive. She claims that this process is compul sive
contain fia plur al.d0Reyadafn gp oigh@d3tbhope tivatathe concefignsu | t §# f or mi t yo w
raise awareness to signs that are open to multiple meanings and to the self, at the same time.

"In 2006, two years after the publicationMyths Martin published an article about his experience of redtheg

Making of the Midle Agesas a young mams well as his personal meetings with Southern. Interestingly, Martin

pays special attention to the last chaptevlakingg A Fr om Epi ¢ t o Romance, 0 that s
study anal yzes Sout handiméagesinthaxchatp,0 sMar toinn odoevdorrdest r el at
use of art as visual evidence in it. See Martin, AObsc!

Schol arship. o
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Civilization. Finally, inMaking, there is no reference @ivilization. Another mechanism that
maintains discursive continuigrereference from several publica&ins to the same publication.

For example, bothmportanceandDiscoveryr e f er t o WdaHetndividualdnd ma n 6 s
Society in the Middle Ag€$966); in both)JmportanceandMyths there are references to
Civilization,Carol ne Bynumés ADi d the Twelfth Century
Importanceit is to the publication of the article lournal of Ecclesiastical Histor{d 980) and

from Mythsit is to its publication in her bookesus as Mothg1982);andboth efer toStephen

Gr e e n IRénaigsanéesSelf Fashioni(P83) these references are in addition to the

reference fromimportanceto Myths When refeences to other publications are dexglicitly it

is easy to track #m, especially whemne can usdevices seh as the bibliographical list, index,

notes and bibliometric analysis. In some cases, however, we identify what seems to be a
reference to another publication, although the title of the publication or the name of its author are
notmentioned explitly; i n these cases, we rather identify ideas that we have already
encountered in a different publication. Indirect or implicit references between different
publications may occur in varied levels of consciousness among the readers and the authors; we
camot assme thatll the readers are able to identify implicit references in any given moment,
since their identification depends on the r
assume that theuthors are always conscious of all the other pulbbicathat havexpressethe

same or similar ideas as their own publicatioaslo

Both MakingandDiscoverydo not referexplicitly to Civilization, yettheygive the

impression that they refertoBlirdrar dt 6 s ar gument according whi

Adi scoveredo i n t MCwilizhtonal i ant RenahapaaceéfiTha

Spiritual Description in Poetry, 06 Burckhardt
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Renaissace added a still greater achievement by first disegrand bringing to light the full,

whole nature of man. This period, [ €] first g
then led the individual to the most zealous and thorough study oflhima# forms and under

all conditionso’® In Making, Southern claims that to grasp the great changes that took place
during the Middle Ages, we s hoonlindividsas&® t hem @f
when we do so fAwe rfekencde irl eadurancd, antl &f deatli in d hofeless a s a
cuse; and we hear more of | ife as a seeking al
those spiritual journeys was mon ¢edemturyifrens , A t
about D50 to 115@°° As we can see, both Burckhardt and 8eut link- within a few steps

the terms Aindividual 6 and fAdi scoveryo to des

both authors, happened in different places and times.

As mentioned above, there is no explicit reference fPisnoveryto either Makingnor
Civilization; howeverwhenMorris discusseshe main characteristics and developmeryref
modernindividualism,he seems to debate with Burckhardtcérding to Morrisi f we f ocus |
the development of sefwareness and seadkpressionon the freedom of man to declare himself
without paying excessive attention to the demands of convention or the dictates of authority, then
we may well find that thewelfthcenturyvas i n t his respect a pecul i a
R. Bolgar, he mims thatinthetwéhc ent ury we di s c e rlineanmeht®af t he f i
modern ma®*Mor eover , Morris argues that A[t] he ver

latemael i ev al one, rooted [ é] | ong b édnamsainthes 00. T

8 Burckhardt,Civilization of the Renaissance in Italy 303. At the end of thérst sentence in the quote above,
Burckhardt refers to the fl ntr oHistodetdé Francepublishedtirhl855,s event h
as the source of tolbwds303nfi.stri ki ng expressions

" SouthernMaking of the Middle Age19.

80 pid., 222.

81 Morris, The Discovery of the Individual 108(20Q 7.
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last fifteenth century rested, moreover, on a very simpleled view of the Middle Ages. In
practice it was certainly nogeohaseculareewdfage of
man and uncomplicated by the use of human reé&dfinally, the t i t |l e o fTheMor ri s 6
Discovery of the Individual: 1050200 br i ngs the combination of t|
Ai ndividual 6 to theuteont, igbboDhgcBueckhafdM

aforementioned chapter.

Although there are no explicit references from bdtkingandDiscoveryto Civilization
or Burckhardt, we may assume that the two later publications continue a discussion that takes
place in the earlier on&loreover, without explicit references fraiscoveryto Civilization, we
may assume that this discussion is polemic not only regandiege and when Western
individualism developed, but also where, in the historiographical discourse, the urnbnelégpt
ARenai ssanceod0 can be adeguatnelfyi ewss eadh; earsa Itochmag
to fAdiscover 0 t ihzednsométimes setrospeatienud hy eti vimoder no
methods. Thassumptiorthat Southern and Morris debate with Burckh@diased oithe
varied terms and conceptsttall three publications use, especi#g conjunction of the two
terms fAdndcdive,dandthed positioning in locargumentative sequences.
Therefore, sincélakingandDiscoveryjuxtaposewo terms, which have already been

juxtaposedn Civilization, they implicitly refer to it, whetheBouthern an#orris intended to do

821bid., 56.

8Clearly, Bynumds article fAiDid the Twelfth Century Dis:«
and fAdiscovery,soaas i wé ISBihcérdysReflidshigningRguilence: The Discovery of the

Il ndi vi dual in Renaissance Europe. o0 Both articles do so
in which each study signifies itself as part of that groli@t dngoing discoues The signification of belonging to

that discourse is made by the repetition of a specific
data is mainly done through terms, and the results of such search are gasniss relative y easy t o gr asp
di scourse. o From a terminological point of view, my st
Aindividual , 60 although it focuses on the discoursebds u:
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SO Oor not. From the reader hdéterpddnscovevyewano
Ai ndi vi du aubed inahsimgleaargumergative sequentteetwo terns enclose a

concept, idea or subject matteomething that the readers can visualiza pgocess that

embodies movement within stages, rather than a still image. This argumentative sequence also
signifies space, since its utterances expand in the sp#woe lmook. Therefore, the conjunction

of Aindividual 6 and ndeptualsaswel as physical bogy, thahlmeor e o f
explored, interpreted and debated. The repetition of juxtaposing a certain group of terms
generatesubtlereferences tthe earlier cases in which this juxtapositiastakena

metaphorical and litergdlace Theseaeferences are implicit, and along with the explicit ones,

they allow the discourse to continue.

How does an illustrated discourse develop and maiatainltiform continuity? We saw
that conjunction of terms and its repetition can make a group of terms part of a cohesive
utterance and coherent argument, which can be referred to and debated (as happens with
Adi scoveryo and i n dbothexmaliait eeferences betMeen sariamio s aw t h
publications, which clearly mention titles and authors, and implicit references, which repeat
specific combinations of terms, integrate publications and ideas into a continuing discourse. In
an illustrated discouesthere are similar explicit and implicit referential mechanisms which are a
necessary device to shif publicatianglteroughGheicotivt e nt i on
MFAs; they work the same way between different MFAs within the same publication, and

between the words and images within an MFA.

These mechanisms are fimultiform references
verbal and visual components of an MFA into a cohesive utterance and coherent idea and various

MFAs into a discourse is pabke by juxtaposing and entangling the semantic and visual aspects
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of words and images. This is feasible since printed words and printed images have the capacity

to be both meaningful and visible at the same time. Further, their visibility and meanisgfulne

can very well exist while the other medium is in the same condition or has th@sgpadies

Since MFRs are a kind of reference, they have a potential to influence the readers to shift their
attention from words to images and vice versa; howewvergithnothing intrinsic in MFRs that

guar ant ees a c¢ han ges whanwe diseussdFRsOwve lelatdta & rhetorical T h
device that has a potential to changeactusleader s
power of MFRstochangead er s 6 behavior wil/l be clearer af:
movements while they consume MFRSI r acki ng readersé eye moveme.
the varied patterns involved in reading illustrated texts, among them the elemedts/éhat

readerstotift t heir attention between the verbal anc
reaction to visual and semantic stimfgiiat is manifested in rapid eye movemenss, saccades,

that are measured in millisecongdahd the duration in which thajaz rests upon the different
components. Until we conduct such experimehis,question of multiformity would benefit

from hypothesizing and conceptualizing the natff®FRs.Finally, r acki ng reader s o

84 peter Burke argues that wheistbrians use images their publications, they tend to treat them as means to

illustrate conclusions they reach by other means. This is reflected in the absence of comments about the images, as

well as new questions that the images evakyewitnessingl0. This problem, helaims, emanates from the

difficulty to translate visual testimony into words, which might be (at least partially) solved if historians are trained

in using visual evidence as they are in using written documibids, 14. In similaspirit, Jacques Deda criticizes

the perception of the written word as secondary to the
writes: AEIi ther writing was never a simple btheppl ement
60suppl.o@Omeranimatology 7. Both Burke and Derrida point out Al e
have institutionalized hierarchies among forms of expression, as well as the need to change this condition. In this
study, t hveE Ao rmoedp tfisd BfiRsemant& meaning and visibility of words and images; however,

| have already started to work on the phonetic aspect of multiform utterances, and intend to expand my work on
multiformity to include additional media.

85 Eye masements are commonheld as an overt proxy for cognitive activity; thus, tracking eye movements has

become a common method in neurocognitive studies. The scholarship that employs this method is vast as well as the
range of its questions and conclusiongldssic study in th field of g/e movements is YarbuEye Movements and

Vision For a neurocognitive study of language and readieg Dehean®eading in the BrainFor approaching art

history, employing methods and insights from brain studies, sem&Méuroarthistory:From Aristotle to Pliny to

Baxandall and Zeki
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movements will also allow us to understdoetert he fAcompel | i ngohael e ment

ascribed to word and image relation

Saussure, WittgensteandBal have pointed out the power embedded in word and image
relation toforcefullye vo ke t houghtasdChar bere 0 SamdsfidasonPei r c e
of signs into three modes: symbolic, iconic and indexroaly be considereas a framework to
think about the compelling or involuntary effect word and image relation has upon readers.
According to Peirceindexical signs are connected with things or objects they represent by a
physical, organic connectidf Therefore, the direct and contiguous connection between
indexical signs and the things they represent
objects byblind compulsion®’ Percealso argusthatindicesc an be t hought of fa
torn away from the object, the two in their existence being one whole or a part of sucfiti¥hole
If words and images have pushing and pulling forces betweenthenrat can shi ft i nd
attention fromthewords totheimages and viceversa acr os s t hiempMBsthad s s pace
words and images may paysicalpars of a whole. This conceptual framework suits well my
understanding of MFAs arespeciallyMFRs, that might be a whole whoserbal and visual

poles are Atornodo from its body

On the semantic level, MFRs associateNhe A &esbal and visual componentsdhgh
semantic relations such as synonymy, antonyngronyny (part or a member in relation to a
whole), holonyny (whole in elation to a part or member), and so on. These kinds of semantic
relationstraditionallydescribe affiliations betwedrrms, but we can use them to characterize

relations between words and images too. In this study, we focus on terms and images that denot

86 Peirce,CollectedPapers,2.229.
87 |bid., 2.306.
88 |bid., 2.230.
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asimilar meaning, that is, represergach in its own waya similar thing, or that maintain a
meronymholonym relatedness. For example MR canlinkt he wor d Adogo and a
Afa dog, 0 when both are pr i ntamnganiogboth he same pa
representations denoen MFR can al so | ink the term Atail o
they maintain a meronyolonym relatednesd F R s 6 semiotit andsemantic qualies are

Amul t i f otheygormbine whatthe verbal and viseamponents in their ends denote.

On the visual level, MFRs associate words and images according to their visual salience,
determined by the degree of their visual prominence in relation to eactantiibeir shared
visual surroundingas well asherea er s0 experi ence and task in hé¢
i's Amul t i-faohappens witk thememietic andsemantic qualies- they are composed
of the words and i mages whivcvéarbhhley asdoifvias eal
aremul ti form, MFRs embodyffiputa#é hmybtirfto nmii thyhaer

nor Aivi sual , 0 but bot h. As we can see, t he nu
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operate is relatively high; they incda the semantic and visual featuoésheM F A &esbal and

visualcomponentas nd t he r e a damd geasandexenkeghapspersomality?®

MFRs areclassified into ireemain types: explicit, implicit and indeterminate. Within an
MFA, an explcit MFR announces its own juxtaptisn of the verbal and visual components,
usually through brackets in the ma@xt, and at the beginning of the caption of the illustratfon.
In the brackets, it er m o-fif g g. . d or Af i gupPaarausudlyin. 0 f o
written in Arabic or Roman numeralscomes to signify thahesearéit he r i ght a t i me
alongthe consumption of the illustrated tetd directattention to the illustration, that is
di spl ayed above its correspondnhnng capti agbri d
it starts with a verbal anacronym and ends wi
representation to whicthe authodirect the reader§.e.,figure, plate or illustration)while the

~

A n. O nunmberdf theecasem whichthat kind of representatidmas been usexb farwithin

89 Since human beings have limited capacity to pay attention to things in their environment, studies in the field
attemptto point out thdactors that influence attention, and how neural mechanisms are involved in the selective
processing of information. Attention can be drawn involuntarily by stimuli with certain qualities such as, contrast,
novelty, movement, repetitiomd intensity; howewg it can also be directed voluntarily during a certain task.
Interestingly, attention is influenced by individuals' past experience, which modifies their perceptual experience. See
i At t e mtshouldbe nbted that semantic relatidietween words, arileir use as a method to taxonomize

images is currently developdthageNet is a project that provides an image database that is organized on the basis
of semantic relations between the images. The project, that started in 200@neetcgroupings of terms

arranged by the database WordNet. ImageNet is currently a collaboration between Stanford University and
Princeton University, in which WordNet is based since the 18i80s. While analyzing MFAs, | would like to

consider not onlyhe lexcal and contextualized meanings of both words and images, but also their visibility (and,
thus, visual attention), mutughysical relations, and the varied factors that readers add to the overall experience of

processing MFAs. Combining these fast woutl produce the algorithm ofthe verbali sual or Amul ti for |
grammar o (MFG). | mageNet website introduces the project
digital era and the availability of wetrale data exchanges, researches setfields have been working hard to

design more and more sophisticated algorithms to index,
Vi sion Lab, Al mageNet: About. o Indeed, technaod ogi cal d:

syrthesize information; this is only one way how they change us; within that change, they allow us to explore how

we create and communicate historical knowledge from varied semiotic systems or sources.

®Hereafter, we use fahaitenn tpeaxrtto offo rt hteh ep usbul bisctaatnitoin . AVer
hand, denotes both the main text and the captions, within an MFA. This terminology reflects the notion that the

captions are part of the MFA, and that within it, they have a differeafiroin hat of the main text. It follows that

the main text and captions maintain a reciprocal semantic, spatial and epistemological relation, which has different
properties from the relation they haventswratsh tthlee Afveir dwaad l
component. 0
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the publication. The presence of two identiegbrid signs, one embeddedtire main text and

one at the beginning of the caption, establishes an explicit MFR that can generate shifts of
attertion in a bidirectional way: from words to images and vice versa. When readers encounter

A f 1 ,gthatisan explicit MFR, they have tHeeedom to cooperate with the author and shift

their attention from the main text to the caption and the illustratiagnore the conventional

sign. Explicit MFRs operate between different MFAs within a single publication and between
various publicationas they operate between words and images within an MFA, their direction

of reader sdé at t en teicanstiouslpamekciedrie. Amongthedsve i s don
publications this study analyzédaking, Discoveryandimportanceuse explicit MFRs. As we

will see, although explicit MFRs are quite conventional, all three publications have their own

style of using them.

Implicit MFRs generatshifts of attentiothrough semantic relatedness betwien
MF A @&esbal and visual componerdad theirvisual featureswithoutannouncing its operation
For example, the presence of the waged fAdogo a
establishes a poimr momentwithin theconsumption of the illustrated texm which it would
make sense to shift the attention betvtee two. After all, what could be the reason to embed
both kinds of representations in proximity if not to disahessame phenomenon?Nyths for
instancewe read onpage 2fita portrait of the jewel egon Bart ol
page23: fiPortrait of a Goldsmith inthree Views i n t he capti ongboveand i n t
the caption, we see a figuof aman inthreeangle€si nce Aportraito in both
caption denotes the same me asimiagmeanimgseamde | er 0 a
there is a figure of a man in the illustratioh,threeelementsthe phrase in the main text,

caption and imagestablish a nexus of implicit MFRthat make the corresponding MFA
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cohesive and coherefithe semantic relatednessbé#e en t he term Adogo and
AdoigsdD similarity, as well as bet wedioned he t er ms
above, in addition to similarity, terms and images within an MFA can relate to each other by

being meronyms or holonyms to eaither. A meronym is a term that signifies part or a member

of whole and therefore ®amndepidegemt oirt A CRo P a
AVenetian men. o0 Holonym is the opposite of me
part or memberin addition to linking verbal and visual components of a specific Mipglicit

and indeterminatMFRs may operatdaween different MFAs within a single publicaticas

well asbetween various publication§heir function is always based on the sameqipies;

their direction of r e a dndcrasd&isual featres of boththed epend s

verbal and visdacomponentsandthereaders.

Themain difference between explicit, implicit and indeterminate MFRs is that while we
recognizethe firstthrough a welknown convention, we can only hypothesize the last two.

Hypothesizing implicit MFRs demonstrates tHatyt can come in varied degrees of semantic

Yy

similarity. For examplet, h e wolfo d aafi di mage of a Adogo on t he
establifi an MFR that is perhaps more implicit (or less explicith the one between the word
Adogo and an, owitmatgessane fieldaf vidiah oVWhermeronymholonym
relation iIis considered, the distance between
withoutatail)isar guabl y shorter than the distance bet\
imageofaidoGhovooughout t he mamali yxs g, alt ed;me s t 0 ¢

meronymholonym relation or both, the latter and semantic similarity. This is possible since
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semantic similarity is a kind of semantic relatedn¥sit any rate, thgradation m implicit
MFRs suggestthatthere coull be multiple implicit MFRs within an MFA. It also implies tha
even if there is an explicit MFR within an MFA, it is highly probable that there are also implicit

MFRs within that MFA

It is important to note thathen we hypothesize implicit and indetenate MFRs, we
should be aware of the shifts we nencounteor generatdetween the linguistic level and the
epistemological or ontological level of our hypothe¥¥ may assume that the relation between
certain plenomena in the past resembles the semegiation between the terms and images that
we use in historiography, to signify those phenomnespecially througllepictingcause and
effect relation) In other wordswe may hold, in different degrees of comssnessthat the
verbal and visual repsentations that we use in historiography imitate the structure and
occurrences of the past. | think that those cognitive shifts between what we ascribe to
representations and what we ascribe to the reality thosesesyations tell about are inevitable;

and that the mechanism that blurs the boundaries between representation and reality is what

91 The evaluation of semantic relatedness (including similarity) between concepts (terms or words), and the use of
effective methods to compute and quantify that relatedness, have been addressed in the fields of psychology

artificial intelligence, information management and knowledge engineering. Without delving into the features of

each of the following approaches, these three studies propose different methods to compute semantic similarity
between two concepts. The fireethodc ount s fAdi stancesdo (or edges) bet ween

semantic net. The shorter the path from one concept to
and Application of a Me tdrmethodegamine semantictsimitarithbettveen viordf he s e ¢ «
through their Asubstitutabilityo in representation of
substituted into the same context tlilleramhGharkes,si mi | ar i n |
ACont extual Corelates of Semantic Similarity. o The thi
to which two concepts share the same information. Rezni
Similarity inaTaxonomy 6 I n addition to semantic similarity betwee
computation of semantic similarity between sentences, paragraphs, documents and texts, as well as between

different kinds of textual units (such as between asestando ar agr aph) . Rus et al . ASEMI L

Similarity Tool kit.d For a study that offers a method
and other possible semanti c rBasedNeasure ddmants ,Res eag eGrnacsisa 0:
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constitutes our ability to relate to reality, and that thechanisnis where the real interest and

play are’?

Indeterminée MFRs arderms whose semantic relatednegth terms in the caption or
the image is vague and challenging to classify; it is neither a clear semantic similarity, meronym
holonym or any other relatedness; however, they seem to influence the semamicarsgpa
epstemological aspects of the MFA. In some cases, a term or the verbal pole of an indeterminate
MFR signifies a phenomenon into which the image or visual pole may beuuitieerefore
cannot entirely represent that phenomeng@n, that is reprsented bytte verbal pole). In such
cases, the two poles of the MFR suggest potentially a shift or transgression from one state to
another or a limbo. These liminal situations can be relevant to either the historical phenomenon
that the MFA explores or tHdFA itself, that might change perspectives on the historical

phenomenon. In both cases, our attempt to hypothesize MFRs encounters a 1ramu gratint

in the space of the MFAthat manifega At wi st 0 or fAgapo in multifo
hypothesize anindt er mi nat e MFR when we read, for examp
text and see an image of a Adogo in vicinity
Aoutdoorso and fidogo? It can onl ypudetthdayt er mi n

the author sees the surrounding both signs share. At the same time, we should consider that the

aut hor s outl ook over the relation between #fo

92 Hayden White points out aporia and irony as-selfscious tools to cope with the inadequacy of language to

describe coherently or |l ogically the course of events
thediscoure (and thus disturb the fApureodo descr inpmelytoen of r eal
classification of Ilinguistic modes that predominate di

fact, a typology of rades ofunderstanding. Seeropics of DiscourseThus, our hypothesis and classification of

MFRs can benefit our apprehension of process of reasoning and understating. We should bear in mind, however,
that sometimes this classification entaikshift of atentionbetween what the MFAs argue (that is, how reality was)
and how they do so.
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progresse®’ Clearly, in some casethie context playa central rog in clarifying the semantic
relatedness between the MFAOs verbal and visu
authors use MFRs as rhetorical devices. It also makes us aware of the possibility that authors use
implicit and indeterrmate MFRsn varied degrees of consciousness, and that MFAs are not

fully under their control.

The multiplicity of MFRsof any kindmanifestshe multiformity of the text, pointing out
the varousways in which we can associate words and images in amargative avironment.
Additionally, the gradation in implicit MFRand the consideration of indeterminate MFRs mean
that MFAs are a complicated scope to analyze, since, according to this logic, terms in the list of
illustrations bibliographical listandindex implicitly refer to the captions and images, which
makeshe twolists and the index part of the argument. Thinking about it a bit further, the world
outside of the book is full of implicand indeterminate MFRe MFAs in books, and vice versa
expanding thebody of MFAs in a way that is hard to predict and deffi@his nebular MFAand
a group of such MFAB nothingelse but an illustrated discourse, that has expilnojtlicit and
indeterminatavays to maintain its continuity.he question how toarrow down scopes of

construction and analysis of MFAs will be addressed in the body of this study.

Drawing on scholarship on historiography, literature, art, language and psychology, and

using the illustrated discourse on the development of indilighaan premodern Europe as a

%l would Ilike to thank Professor Elizabeth S. Cohen for
describe this kind of MFRs.

94 This image of irplicit and indeterminate MFRs filgt he wor |l d echoes G®rard Genette
ie,t he el ements that surround the main text in books, ex
methodological hazards attended on a subject multifordnterdicular as the paratext, it seems to me, is the

imperialist temptation to annex to this subject everything that comes within its reach or seems possibly to pertain to

i tParatext 407.However, vhen it comes to multiformity, we might think aboteasamr e fAi ncl usi veo
framework rather than Ai mperialist.d At any rate, if G
framework and its methods, this feeling resonates with me.
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case study, this study asks: Can we have a more effective illustratatbfrstphy? Can we

develop nomenclature, conventions and standards to improve arguments based on verbal and

visual evidence and means? And can we é&stah critical discourse on illustrated, multiform
scholarship? | argue that all these options are plessi we approach illustrated historiography
afresh. The concept fAmultiformo stands at the
signifies the hybridity of illustrated texts, allowing us to delve into their complex nature.

AMul ti f oernmh sador gagunnd expl i cit, implicit and indet
enhance our understanding of how combinations of words and images devetoaiatach

continuity of verbalv i s u a | ideas and di s c eawaresess, beiags wel | a

engaged in such scholarly endeavor.

The next section of this study is the ATec
which is also an analysis;ats ks how t he five analyzed publica
materials in them, and consequenktigirown i nt ertextuality. The pres
Il ntroductiono is that the technical asp,ects o

the makers and readers of the bookToexampbfy part
thsp esumpti on, toduetideohbegahs|l with presenting
importanceand continues by analyzing then thefive publicaions Fur t her , t he HATecl
| nt r od uocganizedraccording the chronology othefive publicatons, with five tables,

each bcusng on an MFA, its chapter and book. Edelbleis divided into thirteen rubrics or

columns, which together ostitue a comprehensive overview of the multiformity of the text,

approached from a technical perspective. different columns examine devices such as the list

of illustrations, captions, index, the layout and print of the illustrations, and the kind of MFRs

used in the analyzed MFA. Eatdibleis also followed by a short essay that draws on the
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findings presenttin thetable and discusses cases that exemplify beshnicalaspects of
illustratedhistoriography embed patterns of creation and communicatibistofical

knowl edge. Finally, the appr oaaeBemblesermpfi oy i n
G®r ard Genett eéraextpnahsstintrdduection, baddsessithose postulations and

explain the differencb et ween t he fAmarcat extperampecfit e@ls on

Chapter 1fl'Uomo UnivesaleMultiform ArgumentinJado Bur ckhar dt 6s " Th
Perfecting of the Individu@l ,hypothesizes implicit and indeterminate MFRs, using scans of
doubl e spreads, t ha tschagiempintrodace fhéneethdéddycwhichnrvg. 0 | n
hypothesize MFRs, using color coding to hightiggrms in the main text and caption, and the
image itself. This method is employed in the four following chapters as well. The hypothesis and
highlight of MFRs equire a thorough analysis of the illustrated text, therefore, | use
Ahypot hesi ss®® amd efrarhalnyseiabl y. Additionally, t
semantic analysis, in fact, reveals the spatial aspect of the analyzed MFA; along thesahalyse
often use the terms fispati al anal yserent 0 The u
terms throughout the analyzed text maintain their semantic relatedness with the image and other
terms from different distances across the MFA. Ultimatéig, analysis demonstrates the
visibility and physicality of the MFA; the topography of histal knowledge. The analysis of
APerfectingd is an exploration of Budekhamadt @
and his elaborationonthiscontep by tel |l i ng about Leon Batti st e
achievements. The fact that Jahn iltastd this edition o€ivilization, and that by doing so
transformed Burckhardtdés argument into an MFA
wellasthe mpl i cati ons of Jahno sporttait atthedemdenoft o pl ant

B ur c k hdsaussibnbabout him.
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Chapter2i Tender Compassi on: Mul ti form Argument
R o ma n eneplbys the same analytical method thamtioduced in the first chapteBince
AEpi c, 0 unli ke fAPer f ec tondchaptér exarmireshow thepptesence t MF
of all three kinds of MFRs: explicit, implici
epi stemology. ScuthMFREs wusbdoaft e¢hpeliconventio
continuity of the body of the book tmnsolidate the MFA, as well as his harnessing of terms
t hat fAneighboro the referring poles of the ex
AEpi cwoch sl amger than APerfectingo and thus rec
analyzedsace from Achaptero to AMFA. 0 Subsequent| )
to identify the body of the MFA, 0f ocadimg ot
illustrated text versus zooming out frahereferring poles oits explicit MF R s . I n AEpic, O
Southern discusses changes in the sentiments eleventh and twelfth century people had for the
suffering Christ, basing his observation on verbal @sual representations of Christ on the
Cross, that gradually emphasized his humanity rdttzer divinity. Thus, the analysis of
Sout herndéds MFA brings forth questions about v
topics, especially those thatuch upon theological and metaphysical issues; all this while
considering his contributiomtthe discourse about preodern individualism. Lastly, the second
chapter examines how Southern utilizes shifts between contemporary verbal and visual sources
to create a narrative for the changes of those sentiments, as they move, according to Southern,
from France to England and then to Western Europe. His juxtaposition of verbal and visual
sources is done in parallel with his use of micro and macro levels.dfr@malytical point of
view, this is an opportunity to explore how multiformity can mergé wiher major

historiographical categories into sophisticated rhetorical devices.
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Chapter3i Per sonal Portrait: Mul t i f cearahfortleg u me nt
Se| éxplorest he subchapter AThe Portraintte@ti mpwhisoh
portrait, o thoeshowyddegtwei hig interest in ind]
representations. Hypothesizing and highlighthg Rs r eveal s Morri sbés atte
observation of a moyweersdctmgwarbatiand visumlesbutcesagahdtremo b
challenge this attempt entails due to the scarcity of both verbal and visual sources. The third
chapter alsoexamins Mor ri s6s di vi si o-stagedequengepds heaafets MF Rs
the readers fim the main text to a footnote and from there to the image. Terming these footnotes
as Amiddle poles, 0 the chapter | oockegedpoles,0 how
push and pull reader s06 at trhetorical isues sach asthe effect he M
of locating captions beside the illustrations rather than beneath them, and conveying information
about the artworks in the maintext,capts and t he o0Chronol ogical Tal

well.

C h a p t Ehe RefationafiSelf: Mtiform ArgumentinJ ohn Jef f 6iTbse Mart i
Inquisitors' Questioris,ex pl ores how Martinds juxtaposition
means supportsthemmd of t he Renai ssance self that he ¢
chapter continues hygweesizing and highlighting implicit and indeterminate MFRs, in a chapter
without explicit MFRs; however, it aldatroduces a new methad analyze MFAS, in which si
of the paragraphs in fQumamdlyiiomedn zaon d divftt © sWOiIi Pw
Carpan from 1530535, are positioned side by side. The physical proximity of each of the
paragraphs and the image allows us to hypothesize MFRs while speridingl time on
processing its referring verbal or visual poles while looking for th&rned counterparts across

the MFA. This method imitates a conversation we could have had with Martin, standing in front
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of Carpands portr aseeingimaintitht shppoats his nnglerstahdang ofthee 1 s
Renaissance self. The new method, ihauilt upon the method employed in the first three

analyses, also pays more attention to the details in the illustration. Mastedifferent
historiographicabpproach to the question of preodern individualism, focusing on the

definition and expeence of the fifteenth and sixteenth century individual rather than on where
andwhenprenoder n i ndividualism had develogad; his
use of inquisitorial records require different emphases and adaptations of ttsesanfaiys

MFA.

Chapter 5fiKnowing What to Wear: Multiform Argumem Do u g | a s Gd8ingdhe 6 s
Day: A Reflection on a Sudden Change in Fashion and tgstérial Beard ,looks into how
Bi owds i nteoseg@aouabit @an i @h s The Courtrer(VZitdes betwgein 15681 e 6 s
1527) with his portrait by Raphaebm 15141515, and two quations from Giovanni della
C a s @dateo(written between 1552555) with his portraiby Pontormdrom 1541-1544
supports his understanding of the sixteesghtury growth of beards among Italialite men.
Biow, like Martin,focuses nobn the question where and when-predern individualism had
developed but on hosontemporary men thught of and represented their singularity and
collectivity at the same time. His use of verbal and visual sources allows him to show how
practicing the same fashion signaled a complex message. To understand his multiform strategy,
the fifth chapter hypothei zes i mpl i cit and indeterminate MF|
quotationsof he t wo Renai ssance authors next to thei
MFRs outside of the analytical scope. This method imitates a situationeh whicould have

stood with Biow in front of the two portraits, listening to what the two Renaissance authors have
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to say about fashion and etiquette. As happéenad t he anal ysi s of AQuest.

historiographical approach within an MFA eidan adaptation dfs analysis.

| conclude this study with an Epilogue, 0B

methods and concepts that this study offers and how they relate to the five MFAs it explores. |
also suggest several directiontmtinue this studyusing those new terminology and analytical
methods, as well as methods from neurocognitive sciéncet

| hope that the insights | have gained from analyzing MFAs
aboutpremodern individalism will soon develop into insights about us as readers, observers,
thinkers and learners, who constantly create and consume utterances that are composed of verbal
and visual components. Moreover, | believe that a thorough reseadvtffAaf and other
products that are composed of different semiotic systems will foster new ideas about the essence
of agency and freedom. | base this belief on the attempt to answer the question whether my
motivation to conceptualize and analyze MFAs initlustrated discours on premodern
individualism is, in fact, studying myself under the disguise of studying hybrid epistemology.
Answering this question entails an analogy between MFAs and the self. Indeed, there are several
common threads to both phenena: their presends noticeable; their boundaries are elusive;
they involve mental and physical processes (which are one and the same in this study); they
maintain dynamic relaekbasnwidhrebakbméjnteondl
input into a unified reaning; and their duration can be thought of in terms of their success in

conversing with and convincing others.

This study offers aystemati@pproach to illustrated books, and a systenmaéthod to
classifypossibleshifts of atteribn betweerwords and images within an MFA; consequently, it

illuminates possible ways in whiche a dcegnitsof integrates different kinds of signso a
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unified meaning. Thigpproackconsiders perceptual and cognitive proceisatsareinvolved in

the consumptin of MFAs asindependent o specific languagéayoutor reader. Theefore, the

scope of this project seerisu n i v and isappraachi s ¢ i e MHisiinfpliessionds

enhanced by the studyds emphasodusabiliytolearhe fef f e
how to increase that effectiveness once we appnoaudtiform argumentatiosystematicallylt

should be notechoweverthat my understanding ahe productionand consumptioof MFAs as
measurablandimprovabletakes into accourgalitical, social anctultural factord n A sci ence o
and its promiseAs we will see, the paradigm that develtiroughout this studgontains
pragmatigprinciplesbased on the realizatidhatthe MFAG content structureand rhetorical

stylecannot be undstood without the adjustments of the analytical tools. It means that the

authorsand publishers whoonstruct MFAlay a role in the way we study their MFAs, and
consequently in how we develop critical tools to apgndhaat consumption. If we add to tha

role factorssuch aghe experience anthetaslks-in handthat individualreadersring into their
consumption of MFAswe are leftwithti f | exi bl e science. 06 My hope i
analytical methods thahis study offers will increasauthad s 6 a n dsensiteviytb e r s 6
invariableelements in multiform argumentatioon the one han@ndthe diversity and
dynamismthatcharacterizéhatargumentationon the otheMethodologicaflexibility makes

theanalysis of MFAs @&reative endeavor, hich like the construction of MFAs, illuminates how

arigorousandpragmaticpoints of view can work well together

The main contribution of this study is the new terminology it offers to creatsynte
and analyze illustrated historiography and $atship, more broadly. At the core of this
terminology, AMFAsoO and A MFRsnrdandimagerelatianb| e wus

in the creation and communication of knowledge. Theseeptsthat allowthe analyses of the
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semantical, spatial and sgmological levels ahultiform argumentatiorarealsorelevant to

cultural and pedagogical settintgat use verbal and visual evidence and mdarsusing on the
pedagogical contexMFAs and MFRs and ultimately MFG can desctilog anarrangement of

words and images in the classroom or lecture hall constdutertainepistemolog. The

semanticspatial and temporaélationsbetween words and imagedluencelearneré

understandingf the materials presented to them during the chass their abity to use them in

their avn work. For instancen the classroomit would be better to discuss cause and effect

relation between events while avoidiagisual representation of the earlier event in color and

the later event in black and whitgther agwo consecutive images bl showing the earlier

event on the lefside of the screen and the later event on the right side (imitating the direction of
reading) Our connotation of photography in black and white as a technologlyisatically
precedephotography in color might hinder tla@prehension f t h e efvceonltoor fausl t h e
earlier one. In this case, the semantic level of the wtrdsaesthetic level of thmagesandthe
spatiotemporal relations between both leveldthint h e t dvirA Hosterdfself

contradicton.o Thus, higheawareness opossiblesemantic and spatial relations betwéen

MFAs®6 verbal a n dvhile ¢olsstuuating antamsmttng lenaowledgemight

increase theffectivenes®f MFAs as a pedagogical todDf coursethe conceptéMFAso and

AMFRs0 can serve students in theneationof illustratedtexta nd t heir t eacher so
those texts. Higheronsciousessof the mechanisms thatitegrate signs from different semiotic

systemgan increase theohesiveness and coherence of thgbrid utterances

The multiform approach tilustratedhistorographyis helpful and fareaching, if we
relinquish the division between mind and body, and time and space. These categorical

distinctions limitour perception of ourselves as complidabeings, and reality just as much. It
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is no coincidence that this study draws on various kinds of scholarship; its main interest is the
conjunction of words and images or semiotic hybridity, more generally, aswthst finds tools

and inspiration in mitiple realms. The course this study takes can serve as an example
(successful or not) of a chain of questions and answers in the attempt to clarify an intricate
linguistic and aesthetic phenomenon. As this chaaiveg around and crosses through the
illustrated discourse on pneodern individualism, it puts forth another opportunity to think

about Western civilizatiarthe way it has been historicized, the issues that are still debated, the
technologies and disca@s that change the way we look atphset, ourselves and our

connection to it. The plan to implement neurocognitive science to continue this study strives to

conceptualize the MFG,; it signifies how much the past, present and future are, too, intertwined.
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Technical Introduction

Thefl €chnicall nt r o dains toipanhodit what MFAs are composedhaidingthat
thereisgposi ti ve correlation between the awarenes:
construct MFAs sophisticatedly, creatively aeftectively, as well as to approach the
criticaly. The awareness that this Alntroductiono as
professionals involved in creating scholaitlystrated books, and among their consuméne
focus on t he papertiedand phattiees, Buch asldysub list of illustrations,
captions and index, resembles G®rard Genetteod
thatpresents the textto the publicte na bl es a t e xot®Bothapplvabesvatne a b o «
apparatuses in books that tead to pay less attention to, while they constitute what we tend to
make a great deal of. Both approaches assess the functionality of textual devices in terms of their
effectivenes§ e mphasi zi ng t hre respansillility), ahd asqumerthato s e
iefectivenesso often occurs in the readerso6 s
for all parties involved in books to raise their awareness of textual devices. At the same time,
while Genette consciouslgdves apparatuses around visual mdseoiat of his analysis, this
study-and especially the-dieTeeclsniindlo Itrhtermo d arditi iso re
on the multiform aspects of illustratled texts
materials, on the other, have conwdane that it makes more sense to term the following
analysis as fAtechnical o rather than fAparatext

as ANAtechnical 06 recall s t hedintcaptions ofilastrationsdand ¢ t ec

9 GenetteParatext 1.
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labds of artworks. It suggests and calls for a perception of illustrated books as artworks, just like

those that illustrated boolsfiow us.

To identify MFAs® component s ,imae agelo: tHew
visual evidenceanthe ans di spl ayed in them? fAManaging, O
which the images are arranged in the book, the information that is conveyed about them, and
other practices that influence how they function in thek?®@hese arranging practicesill be
inferred byanalgingt h e b o o k Gsmce this structuteegultssfrom tlesepracticesandit
is the only material we have access to. The dectsiéocus primarilyon the management of the
bookds ndhvelrs utahl an riatts invcempbredtsanerely an anadytitak i f o r
strategythat serves the analysis by providing it with a starting point; we could equally have
anal yzed h oeompohests structaredmmabibwit functions and reach the same
i nsights r egarddifimgu | tcdimdonénissidselnaylsystenaatic analysis of
either Averbal o or Avisual o in an illustrated
component, and ultimately to the multiformity of the book. Additionddéigusing on the
management of thasual material is more convenient since, in illustrated books, there are
usuallyfeweri I | ustrations than words. Lastrésyits we Kknc
from processes thare not completely underthebub r 6 s ¢ o nt dependsiotantyebn t h at
how they are fAimanaged, 6 but also on factors s
in this context, | prefer to ascribe the management of the visual material in the book to the book

itself ratherthan to its creators, namely, taethor, editor and publishehec at egor y A b oo k¢

%The fATechni c al asttinthisstudyudods nobexamine the covers of the analyzed books.
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leaves conceptual (and practical) room for the readers and other factors to participate in the

managing process, and ultimatélythe way the images functidh.

Thecental pr esumpt i onl nafr otdhuec tfi Toencoh niisc alhat t he
theillustratedb ook and t he practices involved in them
thattechneandepistemeare almost if not totally the sameo exemgpfy this presumption, the
ATechni cal | nt r opdacticemmnddaheioimpdranc@rimulgfornt h o s e
argumentatiomn printed historiographyit then analyzes those practices in fiables; eachtable
concentrates oane of the five publicationg&achtale is also followed by a discussion about
the findings of the analysis, focusing one or two practicesvhich are written in red to
facilitate their identification within th&éable The practices that waiscuss, after eadhble
stand ouamory other pactices that are implemented in the analyzed publication; the practices
that we do not discuss could have equiadigunan investigation into the creation and
communication of historical knowledge by verbal and visual meangables and the
discussiongare arranged according to the chronology of the five publications; from the earliest to

the most recent one.

How do illustrated books manage the visual evidence and rtestrere useth them?In
illustrated books, we identiffhree main categms of ranagementeach categorglefines a

group of practices in relation to the visual matefiedt, the arrangement of the illustrations in

“"Barthes describes the author

0 aut hor s hingdermf t heir t e
phenomenon that attempts to confine and explain thddotgxt amni @ i

0

n

t

s

in, o0 a fAhuman person. o A
n literature reflects
9
i

this modern, positivist view a
Opersond of the author, o maki t drhistoical nardemn blowavarthe on a c o |
claims, once the act of narra ng is performed, the nAbi
not the author butthereadevh o i s fAwi t hout hi st or-jswheetdguedndis e i dent i
mul tiple, overlapping | evel s TheDeathofthetAbtieorshaeexhisyiewi n t he il

with Barthest hus | eaving the management of the visual mat er i a
acknowledge tha u t &irespamsibilityfor the paratextual elements of their woBeeParatext 408409.
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the book;secondthe information the book conveys about the illustratiansl the artworks
reproduced in them; anthird, additional pattern® The three categories consist of thirteen
practices all togetliewhich we organize in &@blethat implements the technical analysis on
diverse textual units: the book; the chapteg; ¢hptions in the chapter and in the analyii&-A;
the MFA itself; and the illustration and artwork in the analyzed MFA. The-fedtxio-right

order of thecolumnsreflects the division of the practices into the three main categories only
partially, sincet also attemgt o f ol | o w tr ¢f eonsiimird) a bobkonaroety,drem its
beginning to its end. The relatively high number of practices that are examined in dadilegle
their diversity, and their interconnectedness make the impressiondr@attithatthe columrs
manifests moves witn and between the analyzed unitgkingshifts between verbal and visual
signs, forward and backward, and zeonand zoorrout. As you will see, in addition to the
columns thetables are also divided horizaity: the row at the top describes the piaag that

we look into; the row beneath it explores either the book or the analyzed chapter; and any row
beneath it explores either the MFA, illustration, artwork or their corresponding caption; this
depends orhie practice in question. The conjunctiortlod vertical practice@escribed in the
columns)and the horizontanalyzed units (described in the rowsjicateswhether the
examined practice is implemented on those units, and in some staseshow this

implementation in doe.

The first categorpf practicegshatwe examinas the arrangement of the visual material

in the book, which relates to the design or layout of the MFAseXhmination is based on the

%A Artworkso here is a generic term for any object, vie\
print in books. Since this study analyzes theafsdsual evidence typical to the pmodern era, | prefer to relate to
the reproduced materials fiar t wor k, 0 al though, methodologically, the

materials. For the historical and technological contexts, and carsezgiof reproducing artworks in the modern
era, see Benjamihe Work of Art in the Age ol echnological Reproducibility.
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presumption that there is no distinctionvbe¢n the look and the content of MF&s theone

hand and the sensorial and cognitive processes involved in consumin@ithia@ otherThus,

the design of MFAs, chapters and books, is a rhetorical and argumentative device that can
emphasize certain pdsthat the arguments set forfhhe arrangment of the visual material in

illustrated historiography is a mechanifon creating and communicating historical knowledge;

the awareness and understanding of how it works in time of readimdthe impact itcreates

thereafter can only benefit thefectiveness of our MFAdn the followingtables, twocolumns

explore this categorgolumn 2 érrangement of ills. in bogkaskswhether the illustrations are

clustered or scattered throughout the book; printed on the left or right page within a double
spread; what their size is in relation to the
A | a rwietherdheiorientationis vertical orhorizontal as well as what their location on the

page is, defined as fnal efghédot oCowbnAt(@GR.EHOt oA N
B&W print) askswhether the illustrations are printed in color or black and white, througeut

book and irthe analyzedFAs. Exploringthe arrangement of the visual materialthe bookjs

important, sinceitisar uci al factor in readersd engagemen
obtain flom it. A thoughtful design of MFAs can encoueaggaders to shitheir attention

between théM F A @&esbal and visual componentlp pages, and turn the book to find reden

information.

The second category is the information the book conveys about the illustrations and the
artworks that are reprodad in themThis information is conveyed through the list of
illustrations, numbers of illustrated pages, numbers of illtistre, and indexThe list of
illustrations, numbers of illustrated pages and numbers of illustrations are complementary

devices vinich help readers navigate to the illustrations in the book. The list of illustrations
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indicatesthe location of the illustrains in the book by pointing out their consecutive number,

and the number of the page on which they are printed. As the sole device in the book that is
meant to collect and convey these data, it also indicates tHeenwiimages in the bookheir
sequepe and frequencgnd consequently, whether there are chapters which are more illustrated
than others. The list also gives a sense of the book's use of visual evidence from a very initial
stage of the reading, especially whenfior mat i on s mes,himeobtheartisticic st sé n a
producti on andonaredadaatedaswell. Cduinnlis{ofdls)tpaints out

whether there is a list of illustrations in the book; if there isitéisthe items on the list.

Numbersof illustrated pages ateelpful when they are indicated in the list of
illustrations, of course, but also when explicit MFRs begin far from the illustration, within or
outside of the book; in this case, the combination of the number of the ilmsaat the
number of the illugated page can ease the search for the illustration or MFA. Colummf3 (
ills. numbereglindicates if pages that display illustrations are numbered; if yes, it speiedies
pagenumbers. Numberindjustrations at the bagning of the captions is thmost common
convention to shift readersé6é attention from t
convefitg.onn .o i s awnrighh sincedtissdmgased bfsigns from two
semiotic systems verbal abbreviation and a nunmtbéhepr esence of t he same
main text andhe caption under thenage establisksa A b r i d g e omaib ext anéteen t h e
image a classic, explicit MFR. Since numbering illustrations also counts thealiasts in the
book, each nundr indicates where and when each illustration (or visual evidence) is situated
within the overall visual aspect of theok.Column 4 {lls. numberejlindicatesvhether the

illustrations in the book are numbered;of & specifies their numbers.
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Indexaton, like the list of illustrations, is a method that directs readers to artists, artworks
and related terms in the book; it makes these data accessibleabtsesid consequently more
available for further study and discussion. When entries in the pmlakout conjunction of
terms, the index provides the readers with historical contexts, since associations between terms
reflect historical connections betwedifferent phenomena. These indexed conjunctions have the
ability not only to indicate but aldo create and foster the linkage between visual culture and
other cultural and social domains. Any indexation of names of artists and titles of artworks, and
theirintersectiorwith other terms is a representation of their representation in the boadn and
invitation to continudooking for multiformity in the historical discourse. Column ir&dexed
artist and artworkpointsout whether artists and artworkeat are written in the main text and

captions are indexed; ibsit quotes their appearancetire index

Captioning illustrations plays a key role in informing the readers about the illustrations
and reproduced art wor k slustrafioh, ¢he comavention  begisit vi ci ni
wi tfihg#Ai n. 6 and, i n man ymagedtisragh,the fitle of thedaetvgork), i pt i o |
on the one hand, and its detachment from any paragraph, smaller font, and different style of
prose, on the other, mak it the verbal counterpart of the illustration and artwasksuch it
helps readers find thasual material in the bogkising devices that the book providesjch are
mostly verbal and numerical. For example list of illustrationgefers to tites of artworks,
illustrationrnumbers and numbers iitistrated page. The duplication of thetke of the artwork
in the list of illustrations and caption allows readers to find a specific reproduction in the book.
To a certain extent, the caption afsmsitions the visual material in a historical context, by the
informationit provides on both th#ustration and the artworlSuch information can be the

name ottheartist whoproduced the artwork and the year of the artistic production. Column 6
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(photo credit in captionhastwo functions in relation to captioning: first, it examines whether
photogaphers and photarchives receive credit in the caption, at the chapter levelsacond,

it cites full captions at the specHMFA level.

Tracking photo crediting inaptions helps us studlye relation between the artwork and
its reproduction in illstrated historiography, as photo crediting in captions allows us to think
about he connection between artistic, recording, preserving and disseminating techrsques, a
well asaboutthe practitioners who are engaged in cultureitslgeritage . The incluson ofthis
i ndustrial 06 aspect of rdfldcts-tosame degréethecomptee nce, i n
relationbetween the historical evidence and the ownership of its images, or rather between
historians and the owners of those images, in the cootgublishing. Thisaspecis inherent to
creating and communicating historiaowledge by using MFA¥ Column 6 fullycites
captions thisis meant to examine different styles and conventions of captioning. It enables us to
compare the captions withd entries in the list of illustrationsqlumnl), and the index

(column12), anl ask if and how these devices affect the discolifse.

Captions that indicate who created the artwork acknowledgatth®te connection
between artists arttieir art, and theiretroactivecontribution to the illustratedistoriographical
di scourse. Artistsodo names i n c d&uyntanexperseencais soci a

ani ndi vidual 6s I|ife, artistic deatepabopiment , car

% n their analysis of erroneous modern captions of-14th century images of diseases, Lori Jones and Richard

Nevell draw atention to the effect of mislabeling visual evidence. They track two series of images thaenepr

di fferent diseases that were captioned and catal ogued
discrepancy between what the images shoavwahat the captions say they show results from cropping and stripping

the images from their @inal context and ignoring their internal artistic evidence. Further, Jones and Nevell

demonstrate that in the digital era, it is impossible to turn the whek| their attempt to convince the

disseminators of these images to relabel them only metpaitial success. Inaccurate captions, the authors claim,
become and would probabl Plagagdt hg Doadpéeésanidd&mntrialy Mi S
100 Jordanova discusses the importance of the information included (or omitted) in captionssrahtit the

Aitechnical | anguaged t hat i sThedeokfdhe Past2438.e m, t o descri be
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cultural and intellectual trends. Since dgimames introduce personal, professional, social and

cultural aspects into the captions, in vicinity to the image, they have a potential to develop MFAs

in various directions. Sinceinmdsto o ks t he il lustrations are sca
spaadically; however, if the illustrations are clusteradgthe list of illustrations displays
artistsé names, we can see the artists as a ¢
exhbition). The list of artists inspires us to think about thera gsoup of individuals who had

the ability to express themselves artisticadlgd whose work has been found interesting or

useful by historiangColumn7 (name of artist in captigmpointsout whether artists' names are

included in the analyzed captioasthe chapter and the specifii-A levels.

Indicatingthe time of artistic production in captiosguateghe artwork in history, as it
connects between the artwork and the occurrencetothiaplace before, at time of, and after its
creation. Furthernme, it contextualizes the artwork by positioning its various aspects in the
history of those aspects. For example, its body in material history, its ideas in intellectual history,
and its psyhkological aspect in the biography of the artist and the histioeynotions. All these
histories endow the artwork with meaning and value, consequently making it an entity through
which we can study those histories. At the same time, the artwork poursmggda its era and
its diver® aspects, making them a prismnahigh which the artwork itself can be explored. But
this reciprocal nourishment, and utilization, between artworks and their eras, do not stop at the
Acontemporaryo | ev eflaristicpiodictionwneaptorsewe immediatglg a r
see the timéhat has elapsed between that year and the year of publishing the book, and of our
own reading of that publication. Therefore, time in captions establishes temporal relations
between the visal evidence and all the people who have been involved in tis¢rdted

discourse; it furnishes MFAs with a lingering and rich context and pushes us for further
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investigation Column 8 year of production in captigmpointsout if the analyzed captions
indicatethe time of artistic production at both the chapter afdhNevels, and details

exceptions.

Indication of artistic technique in captions usually points out the main materials from
which the artwork has been made, and its measurements. When thisatndo is conveyed, we
can infer, to a certain extent, the cg@ns involved in creating the artwork. Since different
materials and sizes of artworks require varied modes of working, their indication, in captions,
can raise questions about the use etdr toolsand mediacollaboration with other people and
institutions, and interaction with local and international markets. Moreover, artistic techniques
suggest artistic traditions, schools and discourses that can be associated with the artwork; which
the artist may consciously address in the artwdrKherefore captions thatcommunicatehe
artistic technique foster additional directions for analyzing the artwork and its function as visual
evidence; they allow the image to testify not only what &nsm the printed page, but also the
varied processes without wh the artwork could not have been created. Thus, rich data about
artworks supports rich MFA€olumn 9 {echnique in captigrnindicateswhether the analyzed

captions point out artistic tecigues and specifies cases that provide partial information.

Captions thaspecifythe location of artworks emphasize their physicality; their existence
beyond the printed i mage, somewhere in the wo
a name oh place or site in vicinity to the image, in addition to the date of produdditm,
perceive the visual evidence as part otiiural and socialhomentum thalingers throughout

historythrough the body of the workVhether the artworkas changed ptas since it was

101 panofsky argues that "[a] really exhaustinteipretation of the intrinsicontent might even show that the
technicalprocedures characterit i ¢ of a certain country, period, or art.i
attitude that is discernible in all the other specific qualities of hisstyp Al conol ogy and |l conogr a
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producedor not, its physical body continues accumulating expers that have happened to and

around it; therefore, as long as it survives, we can have a direct dialogueregidwdingoast

events. The body of the artwork, therefararries on the time in which it was created into the

time through which it has suived, up to the moment in which the caption is written; it becomes

a tool to access the spaces and times in which it has been. As buddsitonnectionbetween

the arists, their audience, the creators of the book and their readership. Finallyr t wor k 6 s
location in captions implicitly invites readers to visit both the artwork and its location,
consequently | eading the r eadegandthusemasuragibgp dy i n
further devéopment of a discourse that uses visexdtience. ColumiO (ocation of artwork in

captior) pointsout whether the analyzed captions include locations of artworks, as well as

variations in those indications.

The third ategory of practices is the additional patteinmcludesthekind of MFRs
usedin the analyzed chapters and MFAs, and any other noticeable patterns that are not addressed
in the other twelveolumns | nCorcéprialnfroductiond arguedhateven if there is an
explicit MFR in an MFA, there might be multiple implicit MRs within that MFA. Column 5
(MFR verbal to visuglindicatesf there is an explicit MFR from thiel F A &esbal to the visual
component, in the analyzed chapters and MFAs. If tisefeindicates the page from which the
explicit MFR is made. In ik examination once we find an explicit MFR, we do not continue
searching for implicifor indeterminateMFRs, although we assume, by default, that they are
there- to maintain the colséveness and coherence of the MFA. In case there is no explicit MFR
in the analyzed uits, column5 indicates that there is an implicit MFR there, inst&atte
column5 indicates the page number from which the explicit MFR is made, it allows us tesee th

number of pages between that page and the page on which the illussratioed (shown in
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column3), andto knowwhether the illustration is printed before or afterierring pole of the
explicit MFR. The distance and order of the referring agfémed poleseflect the spatial

rel ation bet we e n visudi @mpdientdt ilnpliesehat hespatialconptiysical
aspect of thdMFA bears epistemological meaning, since it determiosg we procesthe

different components of the MFA spacetime Our assumption is that the order and time that
are embededin MFAs are part otheir epistemologysince the cohesiveness and coherence of

arguments of any kind depend on the order of their postulations and their vicinity f{&ime.

Finally, thecategoryof additional patterns investigatpatterns thiaare neither addressed
nor fully processed in the twelaalumnsthat we have described thus far. These patterns can
become apparent from: further research ithabnducted on specific artworks|llbwing the data
accumulated by the analysis; questidrat érise from the data; and the comparison between
different elements within a singlableand between the fiviables. Column13 (Othep provides
some room for brief comments and questions thmrge shortly after the implementation of the

technical aalysis.

102The assessment of the spatial aspect of explicit MFRs reveals that we can relate to them, as well as to implicit

and indeterminate MFRs, as fAtwo di mensional dagasnd #fAt hr e
that are printed on a single pamedouble spread and the consumption of the whole MFR can be completed by gaze

shifting only, it is a twedimensional or 2EMFR. If, on the other hand, this process requires flipping pages, opening

another book, sedning the internet, or any physical axctithat is not solely gazghifting, it is a threelimensional

or3DMFR. As | argued in the AConceptual I ntroduction, 0o t
analysis and construction of multiformterances in various contexts. The cquseof 2D and 3DMFR allow us to

implement this approach in spaces of various kinds, as well as upon various objects. This study does not delve into

the analysis of 2band 3BMFRs. Some of my initial insights on théubject have been presented in theéeBinth

Century Society and Conference 2016 Annual Meeting in |
Three Dimensional Mul ti form Arguments in Hiustoriograph:
investigating this aspect in furiresearch.
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Name Yearof

List of ills. Arrangemen P. ofills.

Ils.

MFR

Photocredit

(Ch)
Yes, Fig. 67
No, Fig.68

AFIl G.
ANDREA
MANEGNA
Mantua, S.
Andrea
Photo
Anderson,
Rome

nFIl G.
LEON
BATTISTA
ALBERTI
Paris,
Dreyfus
Collectiod

ofiills. in numbered numberecverbalto in caption
book visual
Yes Scatered  Yes, with Yes (Ch.)
exeeptions, Implicit
indicated
in list of
ill's.
fie67. Left p., 148 67 Implicit
Andrea medium,
Mantegna vertical,
1480 alignedto
left
fi68. Right p., 149 68 Implicit
Battista  small,
Alberti vertical,
1490 alignedto
right
Table 1 Techni cal @ivilization.s i
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of

artist

in
caption

(Ch.)
No

No

No

in caption

(Ch))
No

No

No

(Ch)
No

No

No

Techmique Location CLR./
production in caption of

Indexed  Other
B&W  artist and
artwork print  artwork
in
caption
(Ch.) B&W No, with  llls. and
Yes exeeptions capions
If indexed after writing
itisin and
relationto trandating
the main the book
text
Yes B&W No Name of
artissin
caption do
not follow
theb o o k
convention
Yes B&W 1A Al b e Location
Leon of artwork
Battista, outdated
149,



Theaim ofthefollowing discussions to illuminate the connection beten the technical
features angracticesshown in thaableof Civilization and the epistemology of the MFA, that
this study analyzes. Looking at columnayich cites captionshe caption of Fig. B writes
OANDREA MANTEGNAO and t hQONBATASTA ALBERTI 0 iowevdr,g . 6 8
column7,whiche x ami nes ar t i s tisditatestaite shapten, in geagral, and n s
the two captions, in particular, do not indicate names ofafiable1). How is this possible?
First, Mantegna and Alberti@awell known for their involvement and achievements in the arts.
Second, whild8 u r ¢ k htextrsaly$ riothing about Mantegna, it clearly speaks of Alberti as an
fi a r.d% Om the other hand, Burckteirdid not writeCivilization as an illustrated book; itas
Jahn who illustrated in 1926,and probably captionedais well Therefore, it is no surprise that
there is some discrepancy between what the chapter discusses, what it shows, and wésat it writ
in the captions. At any rate, a comparison betweehnbeaptions and other captions in the
book reveals that the wdlge twvon a mes ar e written foll ows the
artworks, rather than names of artigtegy( 11). It impliesthat the artworkshatwe see in Fig. 67

and Fig 68 reprasent the pers@whose nam&we read in the captionso, who were the artists?

103 Burckhardt,The Civilization of the Renaissance in Italy149.
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we read with astonishment how, ., nevertheless wrote the puseét Tuscan, which to him was a f
a .

a
15t
es
he
g
sic
ns
er
vil
n
y-
ds
d,
).
of
ng

FIG. 67. ANDREA MANTEGNA te; - 1 g
Mantua, S. Andrea P Paris, Dreyfus Collection e

FIG. 68. LEON BATTISTA ALBERTI
FIG. 181. PORTRAIT OF A YOUNG WOMAN
¥ By Bastiano Mainardi

Photo Anderson, Rome W s # Bertin, Kaiser Friedrick Museum

i A L D st binas P s Aedia e A na Gt Sy Haat nd modelling he pra&ised by thC: age, or the Nedpolitan Sannazaro, who did the same. But the e

Fig. 1.1 Captions B u r ¢ k hGivilizetiord ¢

It has been claimed that either Andrea Mantegna or his colleague Gian Marco Cavalli
created the bust we see in Fig. 67, that was installed in 1516 indMiarae6 s f uner ary mo
in Chapelof San Giovanni Battista, in the church of S. Andre®antua Themonument was
undoubtedly designed by Mantegna. It has also been argued that the oval relief we see in Fig. 68
was created by Alberti in 1435 as a g@itrait.1°* Therefore, we may hold the artworks in
i Per f exselpantmits of both artists, althgh the question regarding the wetkision

between Mantegna and Cavalli is still open. To conclude, the titles of the artworks, in the two

For Mantegna's work, see |Italian Ren&iossd&hbertLedsnisedt
portrait, seNational Galle y of Art, ALeon Battista Alberti. o Accordir
Al ber ti pl anned the building of the church of S. Andr e:

Al berti s ar chi t e cspaca? & wessume that Jahh was the anéhwho decdecewhich

reproduction to print on which page Givilization, we may draw a possible scenario. While illustrating page 149

wi t h Al bpearttirbasi tseddn be under st oo dscusson doa Allredisnthatt s ponse t
page, Jahn could have chosen to illustrate page 148 wi:
illustrate it at all. By illustrating page 148 wifindrea Mantegnalahn created a historiographical sptuat

Mantegra and Alberti (as persons and artworks) share. For Jahn, illustrating pages 148 and 149 was to transform the

t wo pages i-49popagrscseiifldé& -Dhaiveendothphges, the desuble gpread ehely create

toget hesmultiiorems@laeén,n 6t o enri ch Burckhardtds argument about
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captions, sigry an additional, hidden meaning: the identity of the artists who created the
artworks. This conflatin of two different pieces of informatiorihe title of the artwork and the
name of the artistinto one, within a convention that regularly signifietyaane meaning the
title - has an epistemological effect: it diminishes our sight of how individnahe Renaissance

found ways to commemorate, one could even arg

Another practice that stands out in thbleo f i P e risfhewctheicaptgms indicate
t he ar t wo rLéokiny atlcaumd@ thad examines this mattéhe caption of Fig. 67
indicatst hat Mantegnads bust i s iindicdteat nhtauta ,A | abnedr tti hoe
oval relief i solilnre ¢fothsortensnredDmrtreapld. iHevever,
according to th website of the National Gallery of Art in Washington, during the nineteenth
century, Al b e oval rel@efsvas held in Paris by Vicomte de Janzé, Charles Timbal and Gustave
Dreyfusl n 1930, Duveen Brothers | nc. ,pwbakyhased it
moved the artwork from Paris to London and then to New York, where Samuel H. Kress
Foundation purchased it in 1944. The latter gave it as a gift to the National Gall®g7it"L
The artwork, therefore, changed three collections between 198, thwa Dreyfus Collection
sold it, and 1958, when the Harper & Row edition was published. Hence, we may assume that
when Jahn illustrated the text in 1926, he probably wrote in th®nahpat the artwork is in the
Dreyfus Collection, since at that tintljs is where it was. The question is: Should translations
and new editions of illustrated historiography revise captions, taking into consideration
contingent factors? The main advag in revising captions is that it maintains the capfions
status andunctionas a historiographical devidbat ismeant to convey information about the

illustrations and artwork®Another advantage in revising captions is the creation of the

®National Gallery of Art, fALeon Battista Alberti.o
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possibilty to compare captions of the same illustration in different editibisatlows us to see

that the visual evidence and its surrounding have a dynamic history; that this history is part of
illustrated historiography, and that illustrated historiogratpairt of this history. This

dynamism can add another cultural layetht® history that the illustrated book accounts, and

takes part in. The disadvantage of updating captions is that it entails work by the creators of the

book (who may also change ovéme) .1

M Genette argues that unlike the text, par atshikitytocan be
at end to that modification during their | Pafaext40ne, and a
408.
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List of llls. Arrangemen P. ofills.

of ills. in
book

Clustkred

numbered

No.

and scaered Yes, two

AThe A Leftp.,
Crucifix large,
(Copenhagen vertical,
National centered
Museum, II,

No. D. 629).

between

pages 240

and 24

iThe T/ Rightp.,
Crucifix large,
(Copenhagen vertical,
National centered
Museum, I,

No. D. 5100).

APi er p Rightp.,
Morgan large,
Library, New vertical,
York, centered
Morgan M.

S. 709, f. 16.
Fronti

scatered

No.

Frontispiece

No.
Between
pp. 24041

No.
Between
pp. 24041

MFR vermalto Photocredit
numberec visual i

No, three Explicit

ACruci
AfFr ont i fromthe
from p.237

APl at e
from p. 238

APl at e
from p. 238

The Tristrup

Name Year of
of production in caption of
artist  in caption

in

caption

(Ch.) (Ch.)
No Yes
No Yes
No Yes
No Yes

Techmique Location CLR./

N =t
w >
oo o
~, Y

Indexed Other
B&W  artist
artwork print

List of
ills.

. partially

annoated



Table 2 Technicahn a |l y si s oMakigo t
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How does the style of explicit MFRs take part in the epistegy of the book? The three
MFRs i n fAFr om Hepnotdollow the ddmvemdon aceotding to whitke referring
pole of arexplicit MFRisffig.n,0 wr i tten i n br,adtkerefegredipoleis he mali

ffig. n,0written at the beginmig of the caption. nEpi@ 0 t h e e xbpginwithithe MFRs

terms Afrontispiece, 0 APl ate |1 0 atendesifithd at e |
main text In the case of the two platése termdi P| at e | | 0 omemhe cajidhd. at e | | | «
Thus, we can consider the MFRs of the two pl a

MFAG6s mai n iniagesthroughrthdcaptionseby duplicating the same sigrAs column
6shows t he t er m ,ddexpeatetmissng froatbescaption ef the frontispiece
(Table2). Without duplicaing signsi n t h everbHFafhdvssual components, what kind is

the MFR of the fontispiece? Explicjtimplicit or indeterminate

The MFR to the frontispiece begimgtht hi s s e nt atispieee.of tiisbdok f r o
represents the high point of this compassionate tenderness for the suffering of Christ in pre
Conquest Englandt® Thepr ase At hi s booko | eaves no doubt
readers are directedbdaomkotard et hat olmd gk on@b Vit
frontispiece. The articulation of the singularity of the book and the frontispiece, and the
belonging of the frontispiece to that book, is a rhetorical device that clarifies when within the
reading, and betweeawhich points, within the space of the book, it is right to shift attention. The
MFR that | inks Sout her nds ngandghe reactiontoit,engteer di n g
one hand, and the visual representation of that suffering (that embeds aontegram
compassionate reaction), on the other, i's bui

book that the readers are holding, bleast, focusing their attention on, while they are reading

107 50uthernThe Making of the Middle Age?37.
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thephrasefn The fronti s pi ec eediatdd canrfectien bdiveenkhe cead@rdramd u n m
the book is what endows the phrase fithis book
At hoentfirspi eceo to begin an MFR. This MFR i s ex
booko6slkeedbdgnvent i on auséeshesemahtic and tisualVceri@nuity

between two identical sigtimskingt he MFAG6s ver bal and visual <con

The two poles of explicit MFR stand out in their surroundings, leaving readers (who
cooperate) only one place ¢go to, namely, the other pole the work of artthis is the
referential mechanism that constructs the MFR of the MFA about thésp@ae After
identifying two styles of explicit MFR, we ca
withlter ary conventi oflgsn;0 whi ltehet tewou el efs fof a 0
MFR, relies on the assumption that the readaow how to respond when they see this sign, the
style we have just analyzed (how would we term it?) is based @upip®sition that the readers
know what #Afrontispieced means. The explicit
to harnessea a d e r-i@wlegige te make them know mokenally, we may think of the style
of explicit MFRs as reflecting the degg of compulsion, in the reactions that they aspire to
evoke among readers. It would make sense to assume that the degree of thiy siatilaaen

the referring and referred poles and their physical vicinity play a role in how compaigiee

r e a dreactisndo MFRs.
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List of ill s. Arrangeme P. of llis. MFR verbal
ntof ills. in ills. number to visual
book numbere ed

d

Yes Clusered No Yes (Ch.)
in two Explicit
groups

fi 1 T-slaimb Rightp., Between Yes Fromp. 4

of Rudolf of  medium, pp. 126

Suabia (d. vertical, 27

1080). aligned to

Mersebug left, rotated

Cathedral 126 90 degrees

(Bildarchiv counter

Foto- clockwise

Marburg) 0

i Ename | Rightp., Between Yes From p. 4

plaque of medium,  pp. 126

Count Geoffrey vertical, 27

of Anjou (d.  aligned to

1151). Museun right,

at Le Mans 12¢ rotated 90

(Archives degrees

Photographiqu counter

es, Pari3 o clockwise

Photocredit Name of Year of Techique Location CLR./ Indexed
in caption  artistin productio in caption of artwork B&W  artist and
caption nin in caption print  artwork

caption
(Ch.) (Ch.) (Ch.) (Ch.) (Ch.) B&W Yes
No No Yes, Fig. No Yes.
Yes in list of 3 Fig. 1: Fig. 3
ills. Figs. 1, 2 iTomb- indicates

4indcate s | a b . place.

yea of  Fig. 2: Figs. 1, 2,

deathof @ E n a m 4 indcate

depcted p | a g u sites

persons Fig. 7:

iCode

il. -ToNo No No Yes B&W A Rudol
slab of Suadia, anti
Rudolf of king xv, 9%
Suabia (d. 3; pl
1080)
Merseburg
Cat hed
fi 2Enamel No No No Yes B&W 1 Geof f
plaque of of Anjou
Count xvii, 91; pl.
Geoffrey of 20
Anjou (d.
1151)
Museum at
Le Man
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Tabl e 3

N3 Heac

Frederick
Barbarossa.
Made
1155/71.
Cappenberg
127

(The Authoy ¢

iTombs
Henry Il (d.
1189) and
Eleanor of
Aquitaine (d.

1204). Abbey

church of
Fontevrault
(Archives

Photographiq

ues, Pariy 0

Leftp.,
medium,
vertical,
aligned to
left,
rotated 90
degrees
counter
clockwise

Left p.,
medium,
horizontal
, aligned
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The visual material ifllustrated historiography usually results from a chain of practices,
most noticeablef which are the artistic creation, tiphotographingf the artwork, and the
printing of thatphotographn the book. This chaiof practicess the industryand markebf
creating and communicating historical knowledgéithin that spheresithere any
epistemologicasignificanceto visual evidencéhat was photographday the histoanwho
writes about i2 Column 1,in thetables, examines enes in the list of illustrations. As we can
see in thaableof Discovery the authorColin Morris photographed thelead of Frederick
BarbarossgTable3). When we see thieistorianreceiving he credit for the photo, whether it is
in the caption or thést of illustrations (as happens Discovery, we assume that thevere
permitted to photograph the artwork by its ownegnt to the place in which the artwork was, to
photograph it; observetie artwork directlyoperated a cameta photographhe artwork,gave
the recorthg data to the publisher to print it in the book; informed the publisher that they are the
creators and owners of the recording material; and, finally, observed the reodfthe
artwork in their boolas part 6their MFA. Each of these practices is an opportunity to compare
the production of the artwork and the production of its reproduction. For example, the attempt to
produce a higiguality photograph acdnartwork requires the photographer to explore the
lighting conditionsof theartwork. This exploration can evoke empathy with the creator and
contemporary observers of the artwork, since they, like the photographer, needed light to see it,

let alone its detalils.

Whenhistorians arénvolved intheprd uct i on of the MFAO6s visual
become more aware of the epistemological challenge of using visual evidence to claim for a
broader cultural and social phenomenon. The unmediated experience with the aviviark,

can only happen when the histor and the artwork are in the same space, demonstrates to the
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historian that the contexin which the artwork has been created, displayezken, in fact,
construct the artwork. There is nothing essential in theoaktithat cannot be influenced by the
conditions around it. This is exactly why we can explore the past through anageicific
artworks, and this is also why weedto remember thahose artworkare limited sourcesince
they- like anything else ncluding ourselveschangeaccordingto circumstances, ovéime.
Multiform argumentation can benefit from this insight since it positions artworks in a context
that includes, among other parameters, the-elvenging technologies of recording and
dissemnatingvisual dataHistoriars who ptotographor use other means to (re)prodticeir

visual evidence ought to be more aware efepistemological relativityhat this dynamic or
flowing context entailsthe practical participation ifre)producingvisualevidenceshows that

the status of tevidence as such depends on plenty of factors which are not irtbetfent
artwork. Whether historiaruse this notion as part of their own work is another question. We do
know that it caradvance ouunderstanihg of the complexity of studying the pasind the visual

material it is constantly leaving behind.
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The question of context also arises when we use the index of the book. One of the things
that the index refers the readers to is pages on which historicadrpkea are linked in the
book; it does so by juxtaposing particular tertisat stand for partidar phenomenaunder the
same entry. Column 12 in th@bleexamines whether names of artists and titles of artworks, that
are used in the main text and daps, areéndexed; if they are, it quotes their entries in the index.
As we can se&olumn 12 inthetableof Mythsindicateshatt he i ndexati on of AL«
does not juxtapose him with his artwdgiRortrait of a Goldsmith in Three ViewsThis cantrasts
with the indexation of the painter Titiathatlinks him and his artworkallegory of Prudence
andFlaying of Marsyasind refers to the pages on which both artwarke printed irMyths!%®
Does the index iMythslink Lotto and his artwork under géhentryfiPortrait of a Goldsmith in
Three Viewd? As cdumn 12 shows, it does. Interestingly, the indexation of the portrait refers to
the pagesii 2-2, 230'°°while the indexation of Lotto refers to the pageL-2, 40, 500'1° Both
entries r @lf2ero twhepaeges nideed, t heportraittakesi s si on a
place; however, only the entry of the portrait refers to page 23, where the reproduction is printed
(indicated in column 3). At the s antenintthieme, as
caption of the reproduction; both are on pag€Tz®le4). What does it mean? Could have the
indexation of ALotto, Lorenzoo skipped the ca
guestion is whether ignoring captions while indexiag Bnyepistemological effect for the

MFA,; before we answer this question, let us examine one more indexed entry and then draw a

general conclusion.

108 Martin, Myths of Renaissance Individualish86.
109pid., 185.
10 |pid., 184.
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AQuestionso opens with telling the readers
portrait of the Venetiajewder Bartolome Carpah'! This opening sentenceaather than the
title of the artwork (in the captain of the illustratienylentifies the figure in the portraats
Carpan. It also links the painter, model and artwaskpciatinghemwithin the samehistaical
context. fwel ook at the indexation of @ACar pablg, Bart c
theentryw i t e-8, 223287, 30, 400'? As we can se¢his entrydoes not mention the
portrait, northe painteiLotto. Further, Carpan is manentoned under the entries of either the
portrait or Lotto. Focusing on this case, does the indexatibtyihsinfluence the epistemology
of the MFA? Or does it have any impact on how its readers acquire historical knowledge about
the multiform phenommon that Mythsitself discusses? | think that it does, whether the readers
look for information about each of the three historical phenom#rapainter, model and
artwork- their intersection, or nothing in relation to these subjects. Itis clearahg ®r s 6
acquisition of knowledge is affected by the indexation, if the latter does not link Lotto, for
example, and his artwork under lafits ent ry. The fact that the in
his artworks under Tit i saMythsaekmowledge the paddibiditpat e st
that readers who might be interested in Titian might be interested in his artworks as well. This
principle is relevant to Lotto and his artworks t8eme of the readers may be interested in
finding where the reprodtici on of the portrait or ACarpanbs |
is entitledfPortrait of a Goldsmith in Three Viewd f t hey | ook at Car panés

can only know whre he is verbally discussed, since there is no clear refereneehimadame to

11pid., 21.
1121pid., 182.
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his visual representation. As column 1 in thieleindicates, inMyth, there is no list of

illustrations; therefore, the readers cannot be assisted by this device as well.

The index inMythsdoes not italicize page numbers to indicate whiustrations are
printed (admportancedoes); this device can be used under entries without writing titles of
artworks; it suits well references to portraits that are ofteneshtifter the figure they depict.
Readers who do not have a special irgerre either the painter, model, artwork or their
intersection may develop an interest from skimming the index and finding something that piques
their curiosity.The fact thathereis no list of illustrations itMyths its index is not systematic
and efirgoewns joxtaposngth h e  bverlmakafdsvisual evidence and meanrdd it does
not use explicit MFR&as an epistemological implicatidor the MFA we analyze hereThis
implication is what the readease invited tado with what theMIFA claims- verally and
visually - about Carpan, Lottdhe portraitand the earmodern self. Gnscious andlear
bridging between words and images within the baohishes it with historical contexts, thah
turn - reflect the unbreakable connection between iddial phenomea and theivarious

aspectswhether these phenomena aneerson, culture or society.
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Il n AFacing the Day, 0 there are two illustr
the readerso attention; this device exemplifi
book, the MFA andthe MFRs. As column 3 in th&ableof Importane indicates, the number of
the page on which the portrait of Castiglione is displayed is 58. As column 5 shows, two explicit
MFRs direct the reader so6 at tamd@anothesfromipage I8 e por
The portrait of Giovanni della Cagaalso referred to by two MFRs; one from page 194 and
another from page 199 &ble 5. What could be the epistemological effect of having two explicit
MFRs to the same illustration, and ieté any weight to the various distances between the
referring and referred poles to the same illustration? Obviqubly fact that there is more than
one explicit MFR to the same illustration implies that the illustration is relevant to at least two
points that the author makes; that a single artwqriirhaps througdifferent details or

approachesserves as visual evidence of more than one broader phenomenon.

Thosepoints that the author makes are not only discursive, abstract points bubiatso
in the space of the book and its pages. The distances betweaerfettiing and referred poles of
the explicit MFRs are measured by the number of pages between them, while considering
whether the readers are directed backward or forward throudgtehbok. Looking at columns
3 and 5 can hel p udity;shs frst exdicit MBRethat\ireRis the rqaderg s i ¢
to Castiglioneds portr ai frompage57topage SBehfermard o s hi
across one page, while teecond explicit MFR invites them to shift their attention from page
188to page 57i.e.,backward across 130 pages. The first explicit MFR that directs the readers to
the portrait of della Casa invites them to shift their atterftimm page 194 to pag®4 (both

constitute a double spreadg.,forward across one page, #ehthe second explicit MFR invites
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them to shift their attention within the same page, since both the referring and the referred poles

are on page 195.

Assuming that the four explidMlFRs are part of a single MFA, the question is if and
how they affecthe epistemology of theIFA. First, two or more explicit MFRs to the same
illustration enclose a clear physical and argumentative form or, batiyn the book. However,
t he MF Adnst canftheddo this body, since the readers are frperformandprocess the
MFA as they can and wish; therefore, their body (that is, mind) influences the shape of the
MFAG6s idea as well . Additionalll y, etoricapdevicei t an
t hat mol ds t he n&guikéntativeodyeAathevgante inmenthe &xplicit body of
the MFA - that expends between the explicit referring and referred pelesbles us to describe
that body clearly in geometrical terms. In adohi to the number of pages that embed the
distance between the two kig of poles, we can also point out the location of the poles on their
pages and double spreads; consequently, we can assess the body of the MFA within the larger

body of the book.

Another way in which the four explicit MFRs affect the epistemology oMR&
emanaes fromthe assumptiothatshorter explicit MFRs between the referring and referred
poles- especiallywhenthose polesrein the same field of vision (on a single page auldle
spread) increase the chances that the readers will consunvehible MFA, since this

consumption demands less from the readers, and it actimatdgntaryrather than voluntary
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mechanisms among thert.The consumption of the whole MFARN turn- increases the
chances that the readers will be convincedat leasprovoked- by the MFA, and thus will

inclineto remember itTherefore, the design of the MFA through its MFRs can bear varied

degreesoffef ect i veness, when t he g-teramlmemos/,anddo si nk i |
provoke a durableiscursivereactin and practical change. The tw
portrait and the two MFRs to del | abefaacs®wds por

step out of their reading of the text and step in into observing the images. The short distances
betwen the referring and referred poles of the
the readers forward towards the image; angtksence of all three poles on a double spread

make those MFRs more compelling and effective. This is how the phgsiaf the book, MFA

and MFRs influence their epistemology.

Thefl €chnicall nt r o dintendsto shaddight on MFA @erbal andvisual
components, to advance their use in illustrated historiography. These components construct the
MF A6 s boagtaut tite baok and along the processsofonsumptionthereforethey have
presence in spacetime. TREF A @ahesiveness and cohereepend on how the book
manages its visual material in those temporal and spatial asgeetsll ason patterns irthe
reader s0 o wn theMrA. &nfaldind practines su€h as: indicating names of artists
and artwor ks | o ctletcontnuity of the boak fo tonstrurcitsexplicit MARs; g

a u t hpbatogréphindghevisual evidence; and juxtaposirttetverbal and visual components

3peirce, as mentioned above, argues that indices can b
two in their existence being one whole or a part of such wihGlallected Writings2.230. Thus, ithe MFR is tle

whole and the referring and referred poles are torn away from it, perhaps their pushing and pulling forces are

stronger if they are closer to the core of the whole. It implies that shorter MFRs, within the same field of vision,
contribute nore totheses e of t he MFA (or to the readersd understand
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by indexation of terms, and multiplication fFRs,shows how thospractices function as
epistemological pparatuses. Theolumrs in thetables provide us with systematic and
comprehensi ve over vi evofitevisuat nmateriab Thesgolonnscander a g e me
adjusted to analyze publicatiotimtuse MFAs in different and new waykurnals and

illustrated digital books, for example, offer varialevices and practices not covered in these

tables. Therefore, th&ables can give us an idea how to break down the creation and consumption

of illustrated historiography into detailed technical and epistenuabgexus. Tha&ext chapters

continue what thé &chnicall nt r o dhagstaited; bo&how that although MFAs digwen

unpredictable ways, they manifest principles that systematic analysis can point out.
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Chapter 11'Uomo Univesale Multiform Ar gument i n Jacob Burckhardt

of the Individual"

The first chapter of this study introduces the analyticathod employed in the next four
chapters, although, as we will see, this method will adjust and develop according to the
multiformity of the analyzed publications. In this chapter, nevertheless, we explore
systematically how word and image relation,inthb apt er fAThe Perfecting ¢
communicates concepts suchfiass o mp | et e -meded MmBiac @ daidae h o
Al'Uomo Universalg that were offered by Jacob BurckhardQivilizationin 1860. As
explained in the ni @ormndp tfwalt hlemrt rdd dwaitsised i n
|l ntroducti on, 0 B u rGyviizaten lttrathéit whsJohanhes Jahnliru st r at e
Leipzig, in 1926; the Har per &hicRhaswaccoApantd edi t i
Mi ddl e mor e 6 son df GvilisatiohintaBEmgish aiice 1929. In this chaptehrough a
systematic analysis (that will be described #ipr we will continue asking questions about
Jahnés authorial intention as he nppmsbleedo il
i mpact on the image of the era. The analysis
Civilization as a mui-authored, accumulative artifadtjisan obj ect that has bec¢
with MFAs and MFRs by the authority and creativity of eiféfint people in the publishing
industry ofthetwentieth century, in Europe and the Untied States. Here, the giveniated pr
manifestation of this historical and textual phenomenon is analyzed, implementing a method that
suits varied stages of diachromied synchronic inquiries, as well as physical and argumentative

structures.
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In the following pages, we wihypothesize implicit and indeterminate MFRs, using
scans of doubl e Psep rfealtteshyptgheais willbeodore iyghéghtifig
elements in the chaptderms in the main tex@ndone of the twaaptiors; and one of the two
images. Thehighlightingusescolor coding this method elucidates how semantic relatedness
within and between t he MEAa&ws physealandliteralynd vi sua
meaningfukdi st ances across the MFA. The g0t masntan a
examination of Burckhardtoés us é@'UaroUrversale Batt i
or the Renswlédsneancdamalbls pl aci ng a-porteip(c.coducti o
1435) in the midst of BAlrlkcerhtair dit fsl wermr dbead mdeets
aesthetic experience, while consumingy AiPerfec

create representations and notions of the Italian Renaissance.

Whil e il lustrati ngpldhteeplicit MFRS inthegmaiotexiafthen di d
chapter; nonetheless, the semantic and spatial analysis of the chapter shows that he utilized the
st ucture of Burckhardtodés argument about the AF
Ailor gani Two aspEeEtdf what would be an illustrated text allow Jahn to draw implicit
MFRs from the main text t o tpborteaitimitheegal, finat ur a
environment: the first is the semantic | evel
di stance between those terms and what would b

hypothesize these implicit MFRY We know that fipothesizing implicit MFRs based on

H4As | stated in the fAConceptual I ntroduction, o we do n
Civilization, and, in case it was not Jahn, whether lamgdeverJahn and the designeray havecolaborated. For

analytical proposes, | attribute the design of the layout to Jahn, in addition to the decision which images to embed in

the text and what information thegtions convey.
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semantic relatedness introduces a theoretical problem: every term or inghg&awe some
semantic relatedness with all the other terms and images, which leaves us with too many options.
Therefore starting the hypothéesfromterms inthe captionswhich are the counterpart of the

illustrations, and setting them as standdirdd this plethora at least to a certain exterif

| n A P e rtheee ardwo negrodoctions of fifteentieenturyltalian portraits; one of
AndreaMantegna nd t he other of Leon Battista Al bert.i
have pointed outtere i ssues: fir st , tpbraaitandthdtssholars 6s art w
assume that this is also t hend thatthecaptiengadfFigii ng M
67 (under the reproduction of Manttenphabdés wor k
Al berti 6s wor k) drostsof the twoi arwibrkscaeettherd, thdt whiletthe e
caption of Fig. 67 titles the artworkBsAndr ea Mant egna, 0 t he main te
(orterm)-t hi s is in contr ast, ot @ hfalte o ns Biastetdi sitna bAolth
caption of Fig. 68. This fact makes Fig. 67 and its caption less relevant for hypothesiioig imp
MFRs, that | ink between the MFAO6s verbal and
chapter, weseehat Burckhardt points out fALorenzo the
icompl efelemehabor ates on Da ompbsbnentpnoethanon and a

those of the other two individuals, however there is no image of Dante in the dhapteirthe

115 Semantic relatedness and similarity are measured statisteallthus challenge a clear definition of what and

how much terms or images are relevant to semantic and spatial analysis of MFAs although such definition can be
determind ar bi trarily or intuitively. Addi rmehendantbrml about r e:
retention of the MFAs would clarify the relevancy of M
116 Burckhardt,The Civilization of the Renaissance in Italy147-48.
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other two)!!’ Therefore, th@nly Renaissance man wiwbothdiscussed by Burckhardt and
displayed by Jahn ilberti;'8thus, it woud make sense to look for implicit MFRs by focusing
on the connection between the textds use of t

the same.

Let usstartthe hypothesis by highlighting in blue the title of the artwérk,oe Batista
Alb e r and thedllustration. In this case, the tiild. e o n B a t inantesanddedories alli o
these elements that are right above it: the illustration; artwork; and what we see in the artwork
(i.e.,the image, its iconographic contemtvehat it repesents)Further,sincé he t er ms @A Leo
Battista Al bertio and fiLeon Battistao are al s
highlight them in blue awell (Fig. 1.2). The high semantic similarity between the various forms
of the termi A | b e the dapiioniand the main text, on the one hand, and the visual
representation of AAl berti, o on the other, im
phenomenon, the person fAAl berti. o Veg(@al and
phenomeaon) and are physically close to each other entail an epistemological implication:
anything that is attributed to or argued abou
depicted person in the illustration. For examffl¢hetextindicae s t hat A Al berti o w
Aartist, o0 then the depDaditadogpthaotherwayiareund®n A ar t
Since Burckhardt does not develop multiform argumentati@ivilization, there is no voice in

the text that refers dicdly to the llustrations; to what the Renaissance artworks indicate about

17 Dante lived between 126B321. Burckhardt does not explain how Dante ierficed the fifteenticentury

individualism that he recognizes, nor what were the factors that influenced Dante to flourish as a creative individual,
in his time.

1181pid., 148-49.
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their contemporary culture and era. Thus, it would make more sense to examine this matter in the
anal yses of the other four books. ouAflteldefhe s ame
vision, and consequently mind, while we read
AAl berti o whom we read about | ooking Iike AAI
attention on it or not [ijnksawertydourthiygad, fmdinglich en we
memory for words weakened, but his sense of fact unimpaired, he set to work at physics and
mathematic®'*® we imagine him studying sciences with a short haircut rather than Veitiy a

hair or shavedhead The avaibearbtiild twi tof aiAdertain haircu
Amer ges o with wh dherefare, we cewddrgue that anythiryg ithat is visually
attributed to the image fAAl berti ohenwereal so tr u

B ur c k hagguntenabauit him.

1191pid., 149.
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THE RENAISSANCE IN ITALY

plastic arts he is of the first importance, and this for better reasons than the
few references to contemporary artifts—he soon became himself the source
of inspiration.’

! The fifteenth century is, above all, that of the many-sided men.  There js.

_no blography which does not, besides the chicf work of its hero, speak of other.

_pursuits all passing beyond the limits of dilettantism,| The Florentine mer-
chant and ftatesman was often
learned in both the classical
languages; the moft famous
humaniéts read the ethics and
politics of Ariftotle to him
and his sons;* even the
daughters of the house were
highly educated. It isinthese
circles that private education
was firft treated scriously,
B The humanift, on his side,
was compelled to the modt
varied attainments, since his
philological learning was not
limited, as it now is, to the
theoretical  knowledge  of
classical antiquity, but had to
serve the pradtical needs of
daily life. | While ftudying
Pling,* he made colle&tions
of matural history; the geo-
graphy of the ancients was his
guide in treating of modemn
geography, their history was
his pattern in writing con-
temporary chronicles, even
when composed in Italian;
he not only translated the
comedies of Plautus, but aéted as manager when they were put on the ftage;
every effeftive form of ancient literature down to the dialogues of Lucian
he did his best to imitate; and besides all this he afted as magiftrate, secretary,
and diplomatigt—not always to his own advantage,
But among these many-sided men some who may truly be called *all-sided *
+ The angels which be drew on talikers ot the snniverary of the desth of Beatrice (Le Vite Nuws, p. 61)
may have been more than the work of & diitensy, Leon, Aretin says be drew qregements, sod wis & grest
Tower of mwsic,
+ For this aend what fullows see expecially Vespasiano Viormiino, an sutherity of the fir osder for Flarentioe
oultuee in the fifeonth century.  CF, pp. 499, 179, See aho the charming andd Inftruttive Vive
Mow (b 1395, by Nobdon Nahtiws, In Mus
* What folbows b taken, for example, from Pert
o, Bossl, 1ih, pp. 197 sy, woud from the Opere de/ Comte Porsivars, vol. il (Milan, 1¥ay).
148

P10, 67, ANDREA MANTEGNA
Mantas, 5 Andeow
Pl Anderwm, Momms

THE PERFECTING OF THE INDIVIDUAL

tower above the redt, Before analysing the general phases of life and culture
of this period we may here, on the threshold of the fifteenth century, consider
for a moment the figure of one of these giants—Leon Battista Alberti (b. ? 1404,
d. 1472).* His biography,* which is only a fragment, speaks of him but little
as an artift, and makes no mention at all of his great significance in the history
of architeéture,  We shall now see what he was apart from these special claims
to dittinétion,

In all by which praise is won Eeon Battifta from his childhood excelled.
Of his various gymnastic feats and excreises we read with adtonishment how,
with his feet together, he could spring over a
man's head; how in the cathedral be threw a
coin in the air till it was heard to ring againgt
the diftant roof; how the wildest horses
trembled under him, In three things he
desired to appear faultless to others, in walking,
in riding, and in speaking, He leamed music
without a madter, and yet his compositions
were admired by professional judges. Under
the pressure of poverty he studied both civil
and canonical law for many years, till exhaustion
brought on a severe illness. In his twenty-
fourth year, finding his memory for words
weakened, but his sense of faéts unimpaired,
he set to work at physics and mathematics,
And all the while he scquired every sort of
accomplishment and dexterity, cross-cxamining
artifts, scholars, and artisans of all descrip-
tions, down to the cobblers, about the secrets
and peculiaritics of their craft.  Painting and modclling he pradtised by the
way, and especially excelled in admimble likencsses frem memory, | 3:“2!
admiration was excited by his myfterious camera obsonra,™ Tt WHIEH e showed
at one time the stars and the moon rising over rocky hills, at another wide
landscapes with mountains and gulfs receding into dim perspeétive, and with
fleets advancing on the watess in shade or sunshine, And that which others
created he welcomed joyfully, and held every human achievement which
followed the laws of beauty for something almost divine,* 7To all this mudt
be added his literary works, firit of all those on art, which are landmarks
and authorities of the firft order for the Renaissance of Form, especially in

' For what follows of, Burckhardi, Gendeive dr Konaissane in Tnadion, eopecially pp. 41 gy, (Stuatgary,
1968), and A. Speinger, / war meweren Kuitgeacobwe, pp. 69-108 (Tloom, 1467)

¥ o Musse, xxv, col, 295 s, with the badlan translasion i the Opere Vadpard & L. B, Albert), vol, |,
PP lonxio-cle, wheee the conjethire b made and shown 10 le probabla that this /e s by Albers hinwed.
See, funber, Vasar, Iv, y2 sy, Markno Someinl, if we can belleve what we read of him in Foeas Sylviue
(Opwu, p. 61z, BT, 112), wan & waiversal dilestante, wnd @t the same tine » mader in several sabjodls,

* Sionilar sttempis, copocially an atsempn at o flying-omachine, had been made about §8e by the Andalusian
Abul Abbas Kasim by Fanas, €/, Gyuagon, The Jililory of the Mubamnodon Dywailios i Spoia, |, 148 sgy., aod
a4y (Lomdon, 1hq0); extendts in Hammer, Liaiwrgench. der Arsber, |, lonrod., p. .

© " Quidqubd ingenio exset homienm cum quadam eflellum elegantia, i prope diyinum ducetut.

¥iG. 6Y. LEON NATTINTA ALMERTL
Pavin, Dveyfor Collotion

149

Fig. 1.2 Doublespread 14849, Bur c k har dt @®s

The compulsion entailed in merging verbal and visual signs that are close to each other i
spacetime into a single meaning is probably the foundation of the convention to caption images
andillustrateconceptsThere is no diffrence between the creation of these multiform
constellations and the conventions used in teaching children spoken and written languages; these
conventions are based amperformancef an authoritythat shifts someorie attention between
different phenomea, while emphasizing that they are, in fact, different aspects of the same

94



thing. Is it possible that when Alberti designed his-pelfirait he placed he i nscri pti on
BAP. 06 (for fALeo Baptistao) elfadlowingaRommamodel),image o f
allow contemporaries and posterity to remember and think about him as he desnteg?s

Jahndos deci si oportraitdwitteou imferchingtthe readers thak this is a-self

portrait) was his way to cooperate walberti; an oppotunity to allow Alberti, as the subject of

B u r c k hhestoridal ibgsiry, to influencéhe historiad s ar gument about hi m,
for Burckhardt to resist this Anew reading. o
anuomo univeras& but not only because you wrote that
natured?° butalsobecause | can reshape the representation you create of me, by producing my

own multiform representation and having Jahn to embed it in the midstuwofyo s p@nehe h . 0

other hand, what is the point in delivering such a message if the caption does not indicate that

this is a seHportrait? Atanyratefi t hi s i s Jahnds woeks s@amgeAl Ihe owig
messages t hr ough beladdressedsto Bakbardk but isuly gaes bgyorid

him, to the readersod6 mind, and to those who a

images can do in illustrated historiography.

The immense force of the spacetime between words and imagagiades both and
create a holistic representation of what presumably has taken pabe same magic that
occurs when varied evidence are presented in legal procedures, to prove the existence of an
object or event. Our mind cannot refuse identifyimgh with havingdiverse pointers referring

to it; our mind seems to be programmaexlir brain seems to be wiredo accept that if varied

120|pid., 147.
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medi a fAsignal the same message, 0 this message
mental mechanism is lired as a toolo render effectivelyvhat was going on; if we show an

i mage of a human being who (conventionally) |
beneath it, then we create and communicate a
phero me n o n 0 \bddpprdacheddram multiptlifferent angles promises that when only

one of the angles is available, the other one
Ignoring factors such as ideologies, politics, industry, means of prodacitbreproduction,

market and marketing strategies and rhetorical devices enhances the success of multiform

representations of the past.

We hi ghl i g hinédsderbal/ahdlvisual formdon the double spread 148.
How do the other pages in the chapter usettratr m? Page 147 does not mer
page 150 uses it twice; but, as we read page 150, we realize tharéhprenouns there that
relate to Alberti as well. The pronourish e , 6 A hi m, 0 fcbmesodeplaced A hi mse
Al ber t i 0 sforetleyrefer totthe same historical phenomenon. So, let us highlight the

t wo fAAl berti o on pangeh, daged 148 addo (Figil8)?pr onouns o

211n his exploration of selfepresentation irhe early modern era, Peter Burke points out three practices that
combine words and images. According to Burke, in the sixteenth century, literary works of famous \erigers w

supplemented by both biographies and engraved portraits, usually as frontispiePesr i ng t hat ti me, pa
to sign their paintings became more common, and in thesixidenth century, titles of printed portraits explicitly
claimed forthewnt hf ul ness of the i mages. ARepresehbhfesei ons of t1I

examples show the realization of the impact words and images have on the human mind when they are conveyed
together. The impact is not only in relation to theae#ty of the semantic content, that multiform utterances imbed,
but also the authogitthat such combinations can radiate. Put differently, the ability to match words and images is
none but practicing of power.

22 Displaying scans of double spreads on a d\wcument diminish their original size quite significantly. Since the
scans are inigh resolution, zooming inif reading this study on a screehelps see the highlighted terms.

Additionally, | decided to skip highlighting terms in footnotes sincé floaits, in the scans, are too small (even

when zooming in). Theoretically, howevéne spatial and epistemological role of these terms is not diffsoent

that of the terms in the captions and main text.
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architedture; thembislLatin prose writings—poveh and other works—of which
some have been nhvl o daitions of siqulyfiifieges, ecoyes, snd

ia four books; vanow ol Phicuophc, and bitricl workss s many

b -:...u.. e e Lo o L, o soeounyel
‘thets 10 do the same hitmelfn disciple of Greek science, be maiat
Jxﬂnu i ik Ry e workd wold '....m i I-Ivmmh o
scrious and witty syings ve h colling, and

xyn(lmm o4 e, oy crumes g, we qoored ..u. Bography. e sl
do, without the lest

e o o aking Do e e e
o s

comfeldgbeabed teans; handiome and digaificd okd men B€ Boooured 15 4
deiht ok st s coud eve ook s thm enough, PRy formed
sl el t bing spcial) (avored by s s more
il the sight of » beautiful niscape curcd B No wondce

-mw-n-s.p{am Hwas 1aid 10 have forctold 1 bloods
atarophe ia the family of Ef, the fate of Florence, and the death of the

CHAPTER 111
Tux Moouss Toea or Faxe
ment of the individual corresponds 3
arope the dificrens clames of
FE ek eprivgerdotmg ddompury o
o bopous, T poctial fume of the trubaous sad
‘Minmedugr w3s peculat 10 the knightly order. Bat in Traly
sochl equality had appeared before the time of the tyransies or the demo-
eracles. - We these find eatly society, hving, a will be
o mae flly e o comnon v Lain s i oearuey
150 ch » gromad s needd o i new clement 1 lfe 0 grow i To
this mut be sdded that the Romun author, who were now aealowsly
and expecially Cicern, .u....-m..—.nunmm al,are filled 10d sarurated

T e e b e st i povaid s
ueaincd s wbolc pcnnmluv Ill: all the great men of the Renaissance, he
N e ey

.Mmuu.mm.‘wu re the minds of Iralisms. From
henceforth ll the aspiratior
by 3 ol poktult, vhkhwl-dun\w'n

e ok i o e A Dot

bey he
oaly that b opp

by a desciption like .»... u«l-uu “The colossal outlies of Leonsrdo's

macure can never be od ditantly conceived.

Fig. 1.3 Doublespread 1489 and page 15 ur c k har dt ®&s

Now, the reading of the chaptalso reveals that, for Burckhardt, Alberti exemplifies

an 0n

men, 0 -Siinhendy meind & d i adnd yuniversile o

well as fAgreat

amember, theyateol onyms t o t

he

funi

H:(lmwrll)rgpodlguhnd i thepoweroftissoul As bl
man of letters, be akd ftress on the fadt that what be did was new, and

e wishod ooe oalyto be hlmhﬂl!mdlh:mmhnm‘ﬂh ot

even in his prose 0 be o

bow often pensosal acquaiotance with famous mea v dissppointing,

explains how this is due party 1o the chikdish faocy of men, partly o envy,

ﬁ.ml" i 02 gt of fne, g i+ et e by
ot e s lu-:‘u:g o, Tn Paradise the sphere
blessed oner cank arove

hat
b Mty s the vat of s 25 0n canth Rrove after glocy and.

e . sl e e sty S 1 O Chh
o P e bl Sy 2 e, v e o R by b ket
T e S U o it L st

e o o e g i s s o B, Ve & O 1 1~ Vg

cH

"‘_."“..n.._ oy by Mo, 0 . (O,
[ermiey

ver sal

t er m téithempsdetus i , O

highlight these holonyms in red and their pronouns, in singular andl@araell. Fnally, we

alsohighlightin redt h e

123 Burckhardt,The Civilization of the Renaiance in Italy1: 147-50.
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which is a meronym to terms such as fAplastic

exemplify them, andin turn- what issaid about them is true aboutdb (Fig.1.4).124

THE RENAISSANCE IN ITALY

who has leamned cverything,” says Ghiberti,! “ is nowhere a &ranger; robbed
of his fortune and without friends, e is yet the citizen of every countty, and
can fearlessly dcspnsc the changes of fortune.” In the same Strain an cxiled
humanist writes: * Wherever a learned man fixes his seat there is home.” *
* Ghiberd, Sweads Commnteris, cap. xv (Vasari, od. Lemooaiet, |, p. xi).
'(‘T;'anlu- ot the cnd of bis works, firit pub. Bologns, 1593, This ceminly comes aear the o
l‘yhuh“'~ 8 patria,  Codus Urcews was not called aftce the place of bis birth, but afses Forl, whers he CHAPTER 11

Tue PERFECTING OF THE INDIVIDUAL

N acute and pn&u-d eye might be able to trace, Step by
Step, the increase in the number of men during
BN the fifteenth century. W}mbﬂ M btfun:"ﬂilm as
> (, a ious obje&t the h of their
'; %@ *piritual and material existence is hard to ny-. but sevenal
) f them attained it, so far as is consistent with the inper-
fetion of all that is carthly. Tt may be better to renounce the attempt at an
eftimate of thetshare which fortune, charalter, and talent had in the life of
Lorenzo the Magnificent. But look at a personality like that of Ariofto,
especially as shown in his satires, In what harmony are there expressed
the pride of the man and the poct, the irony with which he treats his own
enjoyments, the most delicate satire, and the decpest goodwilll
When this impulse to the highest individual development * was combined
- witha powerful and varied nature, which had » all the clements of the M
~ culture of the age, then arose the “ womo umivveriale-=who
~ belonged to Iraly alone.  Men there were of mcyd‘épodk knowledge in many
countries during the Middle Ages, for this knowledge was confined within
narrow limits; and even in the twelfth century there were universal astides, but
the problems of were ively simple and uniform, and in
sculpture and painting the mater . was of more ce_than the form,
Bat in Italy atthe time of the Renaissance we :W‘%ncm branch
created new and perfedt works, ) also the greatedt impression a5
Qha.ounldnhemdnf radtised, were of a va& circle of
ipirlnul interests.
Dlmt. whogven in hu lll’mme was called by some a poct, by others a
by others a * pours forth in all his writings a étream of
pﬂ'wml force, by which the reader, apart from the intercét of the subjeét, feels
himself carried away.  What power of will must the steady, unbroken clabora-
tion of the Dirine Comedy have required!  And if we look at the matter of the
poem we find that in the whole spiritual or physical world there is hardly an
impartant subje& which the poet has not fathomed, and on which his utterances
—often only a few words—are not the mo&t weighty of his time. For the
! Thi wenkening of peroeaiy the great @ress laid on the independent growih of
l_nlhv!hqlmlllrlmmlmnfmpnmllnd-:.u Boceacem
D Cat. Vi i Pain, s bk

of weknown, perents, wnd exclaims ™ Q—Am.mu-u_a-r
¥ Boceaccio, Vide di Dewr, p. 16,

virtutem colit, que
h-h.hhanhdﬁ-nﬂn—uwh&m Qs i e o¢ pevegeial omaes homcho ot et fatum ct

47

241t means that the art worfkp|faAsntdirce aa rMmaon t aengdn afdoc uel xteunrpel o ftic

there is a good reason to highlight fAMantegnao the tit]
chapter (that 1l inks bet ween -thepitleamsdmage). Naevertheless, Ifpefaritot ur e 0 a |
stop our hypothesis at this stage, since the connection between these verbal and visual components is based on a top

down or deductive®@s oni ng al one (since nothing specidnedasbl y i s ¢

case that exemplifies a broader phenomenon). At any rate, even if we do not continue our hypothesis, using
AiMantegna, 06 this casequasseenani fnwwerbbsghhggphtadMaotakg!
use? If we use blue,iteans t hat we see it as we see the artwork Al
Acul ture. 6 On the other hand, as a oOhihset oirsi caanl o tphheern, o nteinf
individual. Perhaps it would be better, epistemologicadiyhighlight him, his representations, in a different color.
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CHAPTER 111

Fig. 14 Page 147, doubkpread14849 and page 158 ur c k har dt ®s ¥

Fig. 1.4 above presentsmapoft he entire chapter, fAThe Perf
pointing outpotential poles oimplicit MFRs. Our assumption is that teemantic relatedness
betweerthe highlighted terms (in blue and red), on the one hand, and the highlighted term and
i mage fiLeon Battista Al berti, o on the other,
their attention across the MFA. Forexampledh e hi ghl i gbht adAfhbeonhi Bat bi
caption may intrigue the readers to shift their attention to the image just above it, and the varied
hi ghlighted terms in the main text may do t he
and imag@. We have created this mapimplicit MFRs by first, pointing out the semantic
simlarity between the title and t haedsecond,ge, as b
identifying terms that have semantic relatedn
reading of he main text. In our reading, we searched for terms with three different kinds of
semantic relatedness toiefifAAlblearttii;;00 faewsdnd,i tist
and third, its holonyms. In our search, we moved from a tight semalatiecheess to a looser
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one. In spatial terms, we moved from a hybrid or multiform space between the title and the

artwork towards the periphery dfd illustrated chapter.

The color coding of the scanned chapter shows how the semantic and spatial &spects o
the hypothetical implicit MFRarestructured and function in tandem; verbal and visual poles
that have tighter semantic relatedness are phisidaker than thosthathave looser semantic
relatedness, and vice versa. Is it a coincidence? Probabljhaatemantic and physical distances
between the verbal and visual poles of implicit MFRs are the semantic and physical distances
bet we e n stvérlmal aMifvisual components or premises. Therefore, tighter semantic
relatedness embedded in shorter ptajigilistancesequires less time tshift the attention
between the verbal and visual components; it increases the flow of the alternating aedding
observing, and their sharedhultiform - sense. This referential mechanissmjch helps us
navigate witin an argumentative, illustrated text, compenstites h at i s Al ost 0 whe
utterances are not entirely verbal or visual. In written textghlysical distances between
letters, words, symbols and paragraphs are usually set. This stability anditoafithe blank
spaces between the printed, verbal signs allow us to invest our energy in the printed signs and the
content that they convey. Fher, in case of an illustrated text, these blank spaces put order into
the verbal component, subsequentlytidguishing it from the visual one, which has a different
order, Atextureodo or fAtopography. o Thentobl ank p
the illustrated textstopsus from literally continuing our reading into the images, since the
imagesdo not possess it. Similarly, when we observe the visual component, in a verbal

environment, the conti nui tmndthalblahkspacathaty of t he
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surrounds it, help us focus on the content of the image; to collect its detailesgelthem into

a fApicture. o

When we consume MFAs, our attention shifts between its verbal and visual components,
while explicit, implicitandinde er mi nat e MFRs firegul ateo these ¢
cohesiveness and coherence. The color coditigeadinalyzed scans demonstrates that implicit
MFRs are built on meanings of words, awthow the subject matter develops along lines and
paragraps, throughout the space of the pages and the chapter. Equally so, the color coding
shows that those implicMFRs are based on the location of the image within the space of the
page and the chapter. Thus, the map of the implicit MFRs illuminates howdhmgme- within
the printed spacethe continuity of the blankness between the verbal signs and the dyrinu
the visibility of the image. This combination is of two kinds of continuities or magnitudes, while
each kind has both, a semantic and aaliaspect. The synthesis of the two maintains the
MFAGs cohesiveness and c oangluseated text; tocreatesn i s t he

argumentative body that denstaeeaning by both verbal and visual means.

Only a close reading of the chaptezalization of how it utilizes rhetorical devices, and
understanding of what the text says and shows abosttiject matter allow us to hypothesize
the verbal and visual poles of implicit MFRs. For example, Burckhardt claims about Dante that
A[ f ] plastictrts be is the first importance, and this is for better reasons than the few
references to contemporaaytist® he soon became himself the source of inspiraitéh

Regarding Al berti, Burckhardt ar guespeakksbfat nJ[ h

1°Regad i ng Danteds art, Burckhardt adds i n aanivereagybfnot e: @]
the death of Beatricd.& Vita Nuovap. 61) may have been more ttthe wok of dilettante thid., 148n1.
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him but little as an artist, anmdakes no mention at all of his great significance in the history o
architecture®®®We hi ghl i ghted #Apl astic ar-podraittby n red as
doing so we drew a possible cause and effect
i's a source of i nspirati oartwbrkh The tateés Dantearslt i ¢ ar
the effect is what we see in Fig. 6&melyAl ber ti 6s artwork. The 1| ink
by an implicit MFR; it suggests that if we like to see, while we are reading the chapter, how an
artistic inspiration workghere is an exapie right in front of our eyes; this is possible effect of

an MFA. The semantic relatedness between the
we would describe what the Fig. 68 shows: a plastic object) leads to a spatiah tetatieen

two ponts in the printed space and, ultimately, to their epistemological connection. This is how
Jahn intervenes in Burckhardtdés argument, pul

epistemologically?’

The last point | would like to diseg isthethreéo | d use of the term fa
doublespread 148 9. Wit hin Burckhardtds argument about
redonpagel 48) , and within Burckhardtds argument a
red as wellgnpagel49).icla med above that both terms are ho
exemplifies them by begirnogu pa omeTnmbuesr, ohfi gthhl aitg hftai
Danteds context and dartisto i rsigniythiesamei 6s con

group of individuals. Howeveg close reading of the text shows that Burckhardt argues that

126 1bid., 149.
1271n comparison to the reproductionlafon Battista Albertithe reproduction ofindrea Mantegnas physically
close to the claim that Dante i s a sour eszethdtthdatientipn r at i on

shifts from fApl as tMamtegremand friom thdrey pethdpg to the rpprodubmbati.€T dis
qguestion should be exploregb t r acki ng readersd eye movements.
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Acontemporary artissatreq tiow Wwham, Darotte trhef eai n
influence on the dpl aotmingaratfiispimiondcidhugat her h
the fiartistso in Danteds context is a contemp

that Alberti cannot belong to, since Dante died in 1321, eitjinge years before 1404, the year

in which Albertiwasbor n. TheéiséomifhaAl berti 6s context i s
group that, according to Burckhardt, does not
identities), i!®Whatidbtleenthe rdation beiweenthahighint ed fAart i s
in Danteds context and dAartisto in Albertids

Burckhardtdés third use of fAartistso that we h
highlight in red. Let us now highlight it in orge, as an indetarinateMFR (Fig.1.5). This
Aartistso is used by Burckhardt i mmediately a
mat hematics. He writes: A[a]l]nd all the while
dexterity, crossexamining afists, scholars,réisans of all descriptions, down to the cobblers,

about the secrets and peculiarities of their cxdf&in this context, Alberti acquires knowledge

from artists; they are a group that he looks at from the outside, while attempting to gai

something that they have and that he does not; something that differehgatefsom him.

Therefore, in this case, Aditi is not a member of this specific group, although in different

contexts he is.

128|pid., 148.

129 Burckhardt adds in a footnote that Alber 6 s bi ography may be an autobiograph
self representationinhidtaand Bur ckhar dt 6s r eadi rapreenfatiominCdilization, t i ng ab
see Graftonl.eon Battista Alberti3-30.

130 Burckhardt,The Civlization of the Renaissance in Italiz 149.
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¥hld¢ arts he is of the firgt importance, and this for better reasons than the
ew references to contemporary artifts—he soon became himself the source

of inspiration,’

“T'he fiftcenth century is, above all, that of the many-sided men,  There js.

_no biography which does not, besides the chicf work of

its heto, speak of other

_pursuits all passing beyond the limits of dilettantism,| The Florentine mer-

110, 67, ANDAEA MANTEGNA
Maniva, 5. Andvea
Pade Andeven, Nows

chant and ftatesman was often
learned in both the classical
languages; the moft famous
humaniéts read the ethics and
politics of Aristotle to him
and his sons;* even the
duughters of the house were
highly educated. It isinthese
circles that private education
was firft treated seriously,

“The humanift, on his side,

was compelled to the modt
varied attainments, since his
philological leaming was not
limited, as it now is, to the
theoretical  knowledge  of
classical antiquity, but had to
serve the_pradtical needs of
daily life. | While fudying
Pliny,* he made colle&tions
of natural hiftory; the geo-
geaphy of the ancients was his
guide in treating of modemn
geography, their hiftory was
his pattern in writing con-
temporary chronicles, even
when composed in Italian;
he not only translated the

comedies of Plautus, but aéted as manager when they were put on the ftage;
every effeétive form of ancient literature down to the dislogues of Lucian
he did his bet to imitate; and besides all this he aéted as magiftrate, secretary,
and diplomatift—not always to his own advantage.

But among these many-sided men some who may truly be called *all-sided *

¥ The angels which he drew oo tablers a1 the anniversary of the deach of Deatrice (Lo Vite Ny, p. 61)
may have boen more than the work of & dilreatr, Leos, Aredon sy he diew groglemmir, sd wis & grest

lover of meske

* Foe thin wod what follows see especially Vespasiano Motsnting, an suthority of the et oeder for Mlarentioe

ouhiure in the fficonth century.  CF. pp 419, 179, 401, e

Sco avo the charmiog s inoiruftive Vi

Jonwndlii Alowetry (b, 1 yg6), by Nabdes Nablsa, in Musst,, xx, pp. y29-608.
* X0t folbows s taken, for example, from Pertican'’s sccosnt of Pandolfo Colleouccio, In Nowoe, Lo X,
od. Bowl, L, pp. 197 spg., and Geom the Opere do/ Comte Portivars, vol. || (Mian, 1¥2y),
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tower above the reft,  Before analysing the general phases of life and culture
of this period we may here, on the threshold of the fifteenth century, consider
fora moment the figure of one of these giants—Leon Battifta Alberti (b. ? 1404,
d. 1472).* _His biography,* which is only a fragment, speaks of him bur lirtle
as an artidt, and makes no mention at all of his great significance in the history
of architctture,  We shall now see what he was apart from these special claims
to distinétion.

In all by which praise is won Leon Battifta from his childhood excelled.
Of hig various gymnadtic feats and excrcises we read with aftonishment how,
with his feet togethes, he could spring over a
man's head; how in the cathedral he threw a
coin in the air till it was heard to ring againgt
the distant roof; how the wildeft horses
trembled under him, In three things . he
desired to appear faultless to others, in walking,
in riding, and in speaking, He leamned music
without & master, and yet his compositions
were admired by professional judges. Under
the pressure of poverty he frudied both civil
and canonical law for many years, till exhaustion
brought on a severe illness. 1o his twenty-
fourth year, finding his memory for words
weakened, but Bis sense of faéts unimpaired,
he 8¢t to work at physics and mathematics,
And all the while be acquired every sort of

accomplishment and dexterity, cross-cx 3
artifts, scholars, and artisans of all descrip-
tions, down to the cobblers, about the secrets
and peculiaritics of their craft,  Painting and modclling he practised I?; the
way, and especially excelled in admirable likenesses from memory, [ Great
admiration was excited by his ‘mydterious camera obsenra,® 10 WHISHHE showed
at one time the ftars and the moon rising over rocky hills, at another wide
landscapes with mountains and gulfs receding into dim perspeétive, and with
fleets advancing on the waters in shade or sunshine, And that which others
created he welcomed joyfully, and held every human achievement which
followed the laws of beauty for something almoft divine.* To all this mudt
be added his literary works, firft of all those on am, which are landmarks
and authonties of the firt order for the Renaissance of Form, especially in

' For whet follows of, Durckhundi, Genbiobve der Rmeissone in Toadion, expocially pp. 41 sgy. (Stargans,
1968), wnd A, Springer, - o mveren Kunitracive, pp. 6g-108 (None, 1467).

*In Musat, xxv, col, agy s, with the Fislian translasion i the Opere Valpart & L. I Albert), vol. |,
P beexi-cin, whese the comjehiure s made and shown 10 te peobable thet this 1 i by Alberti himef.
See, furher, Vasard, Iv, 10 spp.  Mariano Somdnl, i we can bebeve what we read of him in Aloess Sylviee
(Oporw, p. Gaa, BT, 113), was & walversal diinthante, nod at the same time & maier In seversl

* Simillar sttempis, expecially an svempe at & fying machine, had been mude abour K80 by e Andalusian
Abul Abbas Kusim Ibes Fiaras. /. Gysoggon, The Hillory of tbe Mubamardon Dywaitior in Spoia, |, 148 gy, and
arg-4ay (London, 1hqo); extmdts in Hammer, Limatwgind. dor Araber, |, Introd., p. i

7 Quidujuid ingenc exset homawm cum quadarm efeltum elegantia, id prope divinum ducebar.

riG. 68, LEON BATTISTA ALMERYI
Parts, Dorvfus Catlotum

149

Fig. 15 Double spread4849,Bur c k har dt @®s

Back to the relianibantbedweeontiaxt i anad fdarti

Thefact that Dante could not have referred to Alberti as he referred to his contemporary artists

does not exclude Alberti from being a member of that group. How is this possible? In the context

of fieeri Migardéitsheso to whom Dante referred come

~

Dante-as a n p

Apoet, O hi | amno ynivesse ; iRintefiestédénglasticg i an 0  a
arts; a domain in which he is nopeofessional (although Burckhdrassumes thdtis drawings
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fihave been more that the workdiliettanted ) ; s e c oisiasvare of amdprobalblye

appreciates artists of his own time, demonstrating that his circles, in addition to his interests,

cross professional domains; third, thabhtemporary dists, just like Dante, were influenced by
someone who is not from their own profession.
exemplify the same historical phenomenon, thdtu®mo universaleOn page 147, Burckhardt

usesthe oncept sabnavei sts, 0 labnoeanveralpnhiehwaf t er he u
highlighted in red as well; the vicinity betweeo®dmo universalae nd fAuni ver sal arti
associates between the two concepts and further blurs the boundaries betwegoocantem

professons, disciplines and circles!

Il n fact, B u r c kl b@no dnivéysslanpal Dante ia atoad the same lines
ashis description of Alberti; a person who is involved and excels in various activities and is
eager to know (more aradlot)f r om ot her s.-th€ termmand imagkis doneeronyin o
to Acontemporary ar theisd st,®@ time Dmomierdasl cioart teixd t
biographicalc ont ext . I n both cases, fAartistwtho signi
other groups, be it in the turn of theurteenthcentury or during the fifteenth century. The
Aartistso we highlighted i n oraeatggettshbiegdni fi es
with, and thus cannot serveemantically, spatially angestemobgically - as a holonym to
AAl berti ;o it I s not a pole of an implicit, b

between the word and the image is vague or marks a potential or transition. THelthuse of

Bll't is important to note that IBuucrkd avaditraewittdahwead o p me nt
and fluid scope of interests and skills, is done through setting boundaries between thaRanaiss the Middle

Ages. He states thatalthdug t her e were men with fAencyclopedic knowl ed
Ages, the problems that they were preoccupied with are
uni f obidmldn
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the ter m A ahafteyssiggests holistichbn ct hee of Burckhardt os
an individual who knows, subjectively and objectively, his limited boundaries and wonders how

to expand them. To sum up, our hypothesis of implicit MFRs is based on a careful aatetepe

reading of the main text; it entails an understanding of the argument thatih@rs develop and

the evidence theyse to support their historical understanding. The semantic and spatial analysis

of the scans of HAPer f eckhardttngroc e petvieall isz enott hoen | fiyF
man, 0 but also how Jahn adds another rhetoric
those verbal, visual and multiform nuances increases our ability to utilize them in creating and

communicating histocial knowedge.
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Chapter 2 Tender Compassion: Miltiform Argument in R. W. Southernd $rom Epic to

Romance"

In this chapter, we continue hypothesizing implicit and indeterminate MFRs, using scans
of doubl e spreads from t he ehybotepiswllbeddrfebyom Epi c
focusing on a specific MFA in the chapter, and using color coding to draw connections between
its verbal and visual components. Additionally, we will discuss the different kinds of reading
involved in consuming MFAs, includinteir explicit, implicit and indeterminate MFRs. The
goal of the following analysis is to understand better how Southern uses word and image relation
to describe and explain the mental and emotional changes he recognizes between the tenth and
twelfth centuies, aml the meaning of those changes in relation to the contemporary rise of

individualism.

Analyzing AEpico after APerfectingo raises
during the analytical process: first, what is the most effective wdgftnethe space in which
we hypothesize implicit MFRs? Second, is there any difference between hypothiesioi
MFRs in a chapter in which there are explicit MFRs and a chapter in which there are none?
Clearly, the fixed boundaries of the analypbdptersre |l p us | i mit the del i ne¢
body; for example, they halt us from highlighting terms in the list of illustrations, index and
outside of the book as referring poles of implicit MFRs, and thus lose sight of the argumentative
body. Theuse of he body of the chapter as the space in which we hypothesize implicit MFRs
wor ked wel | i n the case o fpagé €haptef, iedevelops gsingle i t i

concept] 6 u o mo ysuppers the carcept with a few examples; facdses on one of
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them,i.e., Alberti. Within that space, we implemented the principle of semantic relatedness to
hypothesize implicit MFRs. First, we identified semantic similarity between the title of the
atwork and t he i ma g ehichwe highhgatedfinluenthem fve stk &stae r t i ,
standard to hypothesize referring poles of implicit MFRs in the main text, which we also

highlighted in blue. Second, we looked for terms that havesetsenantic relatednesse.,

hol ony ms ttomap tAd chapter vith fudher potential poles of implicit MFRs, which

we highlighted in red. The structure®buthern'si Epi ¢, 0 nevertheless, is

Burckhardt'si P e r f e c t iiscgmpasedff thittyseight pages; and secoridgontains

explicit MFRs.

The relatively high number of pages in AEp
argumentative style in which its central argu
Indeed, Southernds scopae nosf, sioncifiabp iacn do ciusl twirdaelr

he draws on and quotes diverse primary sources in the main text; discusses the visual material;

and compares the verbal and visual components of his argumeptghelsizing implicit MFRs

i n AEpi c, reguireshueto staly aert &0 semantic relatedness for a reldtvmgtime.

The careful reading, alas, makes realize that while the subpics or themes change; some of

their terms are relevant on thevstic level, but less so on the epistemolodeat|, for they

simply refer to a differentalbeit related phenomenon. Therefore, the length of the chapter

makes it hard to work Ablindlyo with semantic

MFRs.
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One way to reduce the space ofthe asialist o | ook for the author 0:¢
chapter into smaller sections. It makes sense to find the author explicating the shifts between the
themes in a long and muttiematic chapter. For instagon page 231after concluding his
discussiombout the -khewmkedfefieeBbuthern argues tha
expressed their contemporariesd6 aspirations m
of Christian thought: the life d€hrist and the meaning of the Crucifixion @age 238,

Southern writes: A[t] he transformation of the
corollary to the transformation of theh e me of t he Cruci fi xi on. 0 Hi s
discussion andhifting between the themesuld serve us asm@inciple to define the analyzed

space: pages 238132 Within that spaceSoutherrexploredate eleventhand twelftrcenturies

t hought and feeling for Chr iCo$sOSeuthernoanguesithaty , t h
contemporaries graduallyem@ si zed Chri st dés humanity rather
tenderand compassionate sentiments for him, expresseeriral and visual representatsof

his suffering and paion the CrosCit at i ons f rinoCantid sermpanEnglisk

Ciste r c iDalaoisdJesu memorja A n sQ@dtion®asl S. MariamandCur Deus Hompand

Gi | ber t JuGaeiiclsrPhristiahe onthe one hand, angproductions of th€rucifixion

scene from the Gosmebf Countess Judith, and two Danish crucifixes, orther, serve

Southern in demonstrating this intellectual and emotional ch&ngeethe medieval conception

of Goddés humanity is, obviously, related to c

132|nterestingly, the index inditae s t hat t he entry f@dACrucifixiom), meaning
2510 S o u Thh Making,of the Middle Age&70. It means that, in the index, the theme Crucifixion includes the

theme Virginand Child, which is not indexed independenthdeed, on page 232, relativdigng before the

di scussion on the Virgin and Child begins, Southern st:
intense forms of expression were found fronedqu quite early in the eleventh century was sgmptom of the
concentration of the humanity of Christ. o
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within his argument, Southern also provides asummdary r el evant doctrines t
motivation to become a man, and how this miraculous move offers a solution to the problem of

mandés salvati on.

Now that we have an argumentative, thematietdyused space to analyze, we carnt star
hypothesizingimpl ci t MFRs. I n the analysis of APerfect
semantic relatedness (including similarity and meroimgonym relation) to identify referring
and referred poles of implicit M&s, knowing that there are no explicit MFRs in the MBAJ
holding thathe illustrator Jahwas t he one who created the i mpl:.
nevertheless, contains three explMiERs, which Southern embedded in the main text, while
gvingthem an wunusual characteyobiyni hhegtaktngrah
the conventional brackets. Does the presence of those explicit MFRs in his MFA influence our
hypothesis of implicit MFRs? Yes, it does. First, explicit MFRs constiiub identical signs in
t he MFA by dg.othidbnhechianism Bridges between the main text and the image
through the caption. The two identical signs
interpretation; theionly meaning is to allow theommunication to continue and flow, while the
argument is sffing between two different semiotic systems. Therefore, the referring pole of the
explicit MFR is a spot in the main text where the image, as a whole, could have beenhaldced
it beentechnially possible Hadit been possible, the referring sentencd main text would
have seemed more similar to the hybrid meaning that the author attempts to covey, and the
cognitive, multiform experience thewstherobably

proxy of the image within the verbal component & FA, the referring pole of the explicit
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MFR,namelyffi g. n. , 0 tolcdngirucsunifeed dyrtiastic sequences that are

composed of both words and images.

Having a proxy of an imageithin a sentence-priori tells something about the
terminolagical nature of its immediate verbal surrounding, since the terms that the author uses
around the proxy convey something about or in relation to the imateit®details. For
example, neighlring terms could be the title of the artwotlke name oftheartist, date of
production, artistic technique, and so on. I n
pole of an explicit MFR contextualize the image, pointing out the broader, pastirpéeon it
comes to represent. Thus, terms that neighbarefleering pole often have semantic similarity
with terms that nei ghBar. tnhe rienfwithtreeirdaggpadli eo,n,n
itself. This semantic similarity establishes imgligiFRs. For example, in the first referring
sentenceoi whinEpi the term A[t] he f-refernmgpolepi ece
i nstefad.-afh.ed t eCaom fipeset Engl andd is one of its
hassemantc simil arity wi-6 %) @& (\&migtptios of thip fnomtitpieee.1 © 5 0
The apparent semantic similarity between the two terms connects the referring sentence, that
indicates the place in which, according to Southern, the sentiment pcawedltie caption, that

suggests where the artwork was prastic

In the technical analysis, vasked whethecaptions indicate the locations in which the
artworks are preserved, rather thvamere they wereroduced. We should also ndkeat the term
A E n g lin the caption, signifies the place of the artisticduation through using an adjective,

that characterizes the artwork, rather than conveying a name of thelglaeEn gl and . 0
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However, writing AENQgl and otheiconventiore sigoifg hattheon wo u
artwork is in England, in time afriting the historiographical texg® One couldargue that the

decision to mention, in the caption, the place of production instead of preservation is a rhetorical
device that strengthensetilsemantic and ultimately epistemologicalconnection betweeiné

referring sentence and the artwork through the caption. It is a method for creating an implicit

MFR between the main text and the frontispiece, through a name of a place, reinforcing the
continuity between the verbal and visual components of the wiead MFA. Nevertheless
Southernndicates, in the annotated list of illustrations, that the manuscript is at the Morgen

Library in New York. All in all, this case exemplifies how expliarid implicit MFRs contribute,

side by side, to the cohesivenesd aoherence of the MFA.

The second way in which the presence of explicit MFRs influences the hypothesis of
implicit MFRs in the same MFA relates to thetftitat explicit MFRs indicatethe ut hor 6 s

awareness of thesual component of their MFA, andthei pr ef er ence t o shi ft

attention to it at a certain moment along the
both the artwork and its reproduction, since theicapn, t hat begins with Afi
Moreover,,0 difni d hen.main text, rel aholstgalltio t he ar

holds thetwo as a single and unified object or sight, rather than an aggregation of practices,

piecesofmat er or ephemeral vi si ons.inkAm wrgeuwabobt, Af i g

¥The indication of a place in the captions of both, AP
and their various components arsed in illustrated historiography, and whettiare is a need to clarify or offer
standards in relation to them. Regarding the caption of the frontispiece, the expectation to find there a name of a

place as the location of the artwork, intime of writtndpe t ext , i s not mmefprobledddes ke i n i
notemanate from the gap between the time of captioning and publishinfgobuthe modification of the term
AEngl andd from a noun into an adj eadevicesetheselpiadtiees lmrey ot h e |

an impact on ta MFAs epistemology.
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artworks and their reproductions as entities that have been created at once, ignoring the processes
that have put their elements together in time and space. As airesult,pr omot es aut hor
perception of artworks and their reproducti@s one, disregarding the specific and inherent

work that went into making the one and the othad that enables the use of MFAs and

illustrated historiography in the first place. In a@st, implicit MFRs foster aareful

examination of thtMF A 6 s al eommoent, since their referring potel/ ontheir own

semantic relatedness with specific termtghim caption and details in the image. Hence,

hypothesizing implicit MFRs, in the prasee of explicit ones, is a search for potential shifts
betweenthdlF A0 s ver bal and vi sshiflsmaymovenlpettveeaholiste, whi |
perspective (that conflates the artwork and its reproduciotian atomistic perspectiv@hat

searches fodetails in the image)

The semantic nexus thatithors developround poles of explicit MFRs mayfectthe
cohesiveness and coherence of their MFAS, for semantic relatedness between different terms,
and between terms and visual forms, can be usedgihootithe text in varied ways and degrees
of explicitness. Autho® a n d reenawaeness@iulidform rhetoric is a powerful tool for
constructing and analyzing MFAs. A fundamental possibility we should be mindful about is that
MFAs can be read from right to left and from top down, as well as by zooming out from
referring poles of explicit MFR$y recognition that the surrounding of those poles has high
concentration of implicit MFRs, that strength

visual components, led to the idea that reading by zooming out is@aviol the consumption of
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MFAs. Thefollowing analysis will point out this textual phenomenon, while offering the

methodsy which it does sd3*

As we have noticed, the three explicit MFR
Aor gani cal | pnventiomal btabkets: The firdtee | cci t MFR directs t
attention to the frontispiece of the book; it
of this book represents tigh point of this compassionate tenderness for the suff€tinigt in
pre-Conquest England!*> However, as we have observed in the technical analysis, while the
term Afronti spi ec e o isiofcoufsemissingd framrithe taptien ofrtlkei n t e x t
frontispiece raising the question what makes this MFR &iplin the technical analysis,
claimed that this MFR is explicit due to: the
frontispiece of this book; 0 the fact that the
continuity of the body of the book, avhich the readers focus, whilesthare reading this
referring phrase. All these factors make the referring phrase an explicit MFR; a rhetorical device
thatclearly directs the readers to a specific image in the book, at a certain moment during their
readng. Let us highlight igreentwoelementst he phrase A[t] he fronti sp

since this is the referring pole of the MFR, and the frontispiece, since thesrnsferred pole

B¥4The analysis of this MFA could have progressed throug
definition of the theme as fthe | bdsemaotic yastickjtrdastwoudnd t he
have entaile@ search for terms in the main text, captions and visual forms that have semantic similarity with terms

in that definition. For Southernds definitseadn of the t|
analysis, we would not have used the &XpMFRs as anchoring semantic and spatial spots in the analyzed
argumentative space. Using Southerndés definition of th
over other alternative readings a tool to hypothesize implicit MFRs, as vaalverbal signs over multiform ones

(such as dAafig. n. o). I n any event, it would be interes:
135 1bid., 237.
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(Fig. 2.1).1° Please note, this study displays page 237, from whieheference is made, left to

the frontispiece, as if the reference physically anticipates the image. Indeed, the referring pole on
page 237 precedes the frontispiece, since it refers the readers to the latter, but at the same time, it
also follows it, ance it is located close to theceaf the book, while the frontispiece at its

beginning.

The fact that we can articulate the spatial relation between the referring sentence and the
frontispiece (or the MFROs t wotiorehgwweiddfingie pol e s
A r e a dfiamilfustrated text. It seemsthiar eadi ng, 0 as a process of
down and from left to right (as English requires), does not adequately describe the actual process
taking place in relation to illusited text. On the one hand, weidonp | e ment @A convent.i
reading, 06 that builds up meaning along the ve
explicit, implicit and indeterminate MFRs; on
particular-physical structures, that apased on the angles and lengths of the MFRs, that link
bet ween t he anWFsda comporemtd \WHile spatial and logical principles influence
the structure and meaning of MFAs the same way, each MFA manifestsitfesendy;
therefore, tayraspfully the varied meanings MFAS can convey, it is necessary to use a
grammatical system that has the capacity to both coordinate and analyze hybrid epistemology;
this system is MFG. The currestudy focuses on MFRs whoseaefng poles are verbal
(especidly in the main text, but also in the captions), avttbsereferred poles are visual (but

also verbal, considering the captions), therefonethe following figure- the verbal component

1361n the spatial analysis, we Hiight poles of explicit MFRs in green, and pole implicit MFRs in blue and red,
in accordance to their semantic relatedness (synonyms or meronyms and holonyms).
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has been positioned ledt the visial one, imitating the courseaf Afconventi onal rea
Nevertheless, once again, presumption is that in practice both modes of reading work

synergistically, mixing verbal and visual data into a multiform meaning. The first explicit MFR

i n A E pe can segrasseshe boundaes of its own chapteit showsthat we should

understand better bottow authors utilize the space of the book as a means for argumentation,

and how readersodo consumption of MFdgPuses dif

THE MAKING OF THE
MIDDLE AGES

R. W. SOUTHERN

NEW HAVEN & LONDON
YALE UNIVERSITY PRESS

Fig. 2.1 Doublesprea 236-37 and frontispiece, SouthérrsEpicio

We highlighted t he .NbwAebus hypothesgtheimplicipMFRsc i t MF

around its two poles, based on their semantic

137 Zooming out from poles of explicit MFRs to hypothesize implicit MFRs is an examplavwofie can approach

the illustrated text from annconventional, spatial perspective. It is one among multiple ways to analyze and
comprehend how MFAsdé spatial and epistemol ogical aspecH
eye movement&hile consuming MFAs, and subsequently examirnirer comprehension and retention of the

arguments, wouldielp usdiscover this hybridity of MFAs.
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frontispiece of this book represents the higmpof this compassionate tenderness for the

suffering Christ in preConquest Englandt*® The captioowr i t es: A Cruci fi xi on f
of Countess Judith (English, prob. 1666 ) . 6 Let wus highlight in blu
referring sentencesa referringp ol e, and ACruci fi xi opole,béased t he ¢

on their semantic giilarity. Their meaningof course, echo&€s o u t hosvin defihison ofthe

theme of hisgVIFA: onceasit he | i fe of Chri st andf’andonee meani n
asfit he Cr.a*®Wef isxhioounn d note that while in APerfec
the artwork and the image in blue, in AEpicboO

already highlighted it in green as ttederredpoleo f t he expl i cit OMBR. wen i
know, there are no explicit MFRs. The decision not to highlight the image (or its details when

needed) in blue results from technical considerations only. Nevertheless, it makes sense to

continue processing themantic role that the image and tleéerring pole of the explicit MFR

have in the overall semant ihefrontigiece of this bodkt he MFA
and fAsuffering Christ, o both in theptoeferring
and the frontispiece itsedfre all interchangeable; this notion can be clear if we imagine the
frontispiece as the visual counterpart (or si
book; 06 Asuffering Chr ihespolesdf eglicd MARCavwemeantici x i on. 0

relatedness with poles of implicit MFRs, within the overall semantic nexus.

138 |bid., 237.
139pid., 231.
140 pid., 238.
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Now, let us highlight imedthe holonynstoiit he fronti spi ece of thi
frontispiecefi s u f f er i n gCrCuncrii fsitafds chmiicief-Rspas we did the
groups which AAl berti o represents or exemplif
this book represents the high point of this compassionate tenderness for the suffering Christ in
preConquest England, we havetheghbegqohfigtd]li spiece of thi
as the referring pole of the explicit MFR. Since it repres@thtshigh pointd ficompassi onat
tendernes® a n dCorgpest Englandwe consider them as its holonyms, and hidttlipem
in red Since, as mentionedb o v e , t hhe frontispiecef thisgdk;] Asuf fering C
ACruci fixiono an a@reinterehanfeabder hold shp termfithe high posite | f

Acompassi on,at an 8Conigest Egnleasasdheir holonyms as wellh€

—h

rontispiece is the referred pole of the expl

5t

Cr u c ifrbm tleiGospel of Countess Judith (English, prob. &b therefore, in the
caption, t hQr uheoil foinxyinossn & ow diindicdte vichere andhvehentitesr ms t h e

from and, thus, what it represents; these ter

5t

(Englishf5probWelBb@hlight the two terms in
highlighted in blue- as meronyms in boththe referring sentence and caption (while we

remember that the frontispieaad referringoole of explicit MFR could have been highlighted in

blue as well) are: #Asuffering Chlightedihedaand nCr
hol ony mse alriegh figpoi nt , 0 Acomgasguesnat Engeaddr De

of Countess Juditho6mod@®fBngl and, prob. 1050
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Fig. 2.2Doublespread236-37 and frontispiece, South&rrsEpicio

Now, let us zoorout from thetwo clusters of explicit and implickIFRs andas we did
with the term and i mage fndblubalithetternithathave A Per f ect
semantic similarity with Asuffering Christo a
MFR), aswell as the pronouns of these terM#ile we are zooming out and highlighting
relevant terms, let us also pay attention to temnieh raisea questiorregarding their semantic
relatednesto terms that denote the theme of the MBA we didfor examplein relation to
Aartistso dm piaRgpethatledo®exiye lgighlightedd a r tin asahgs since it
signifiesa group that Alberti was not a member of, and therefore cannot represent as a
i mer omthetéxtl n A EheZoeming oustarts from theeferring sentence qrage 237
throughout the doubispread 23@7. Within that space, we should note, we implement the two
kinds of reading mentioned above; on the one

identify relevant termsand on the other, we look for reletaarms by comparing them to the
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terms we already hypothesized as poles of implicit MFRs, as we zoomed out from the poles of

the explicit MFR. On page 236, these ame the
of Godo that begmnpne adGopdagefi@BBEM;, 0AARedeemer ;
Cross; 0 @ MaDeudHom@Ea vii bes ws ;o AHe; 0 Acruci fixior
ACross; 06 AMDevine; 06 Ahuman suffegsngfotheyiCngs

isufferiamd Chplftsttyre. 0

Now, let us highlight in red the holonyrtsthe terms we have just highlighted in blue.
On page 236, these terms are: fcentral fact; o
appreciation; 0 Aawakening annerdsae tdh; hudmamasnu thii
AChristian madiet aB8iront be®pB are: Athese very s
Arepresentations; 0 Aart; 0 Ahuman feeling; o0 fe
Athis time; 0 MWeetdedmremtBurceme ud yij 0 fAhisgsh opoi nt

Y

ApLenquest Engl and; o

~

Aithe time wbfeme fAorse | me wha:
writtenanyof t he Prayers or Meditations; 0 Athis cotl
icenfedsvotional i nnov at?Fimally,;leus Righlghtritetezminate mp u |l s
MFRsin orangeThese arethe er Mand and fAhuman suffering, 0 on
AEIl sewher e, 0 »3). Bgioeegeemoz divto gnddyzegadditional doubfeeads, |

would I'i ke to expobaamdawh gsuurfhfee rtienrgnos wieMaen hy pot

M1 Terms that are highlighted more than once within the same furighlighting are not repeated in the lists of

the highlighted ter ms. Further, in the analysis of APel
in separate scans, thighlighted holonyms. Here, | have merged the different rouhtigblighting because: first,

they are not new to us; and second, in AEpic, 0 there ai
“2Southern uses bot h @ Wes tueopenThrowmodt this siels tagtempt o adheretad e scr i b
thehistorans® use of uppercase or | owercase |l etters. As a p
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MFRs but were al so

indeterminate MFR as well.

THE llAllNG Ol !’RB IIIDDI.B AGES

med to say—that by
mofduthwnwbc
Dcvﬂjun}ylostthcpowuwhxhhehzdobumedovammm
that otherwise it would hzwbemmunjmwolenccfm
:omnchznfree nnchanhadvolmmnlyandnotthmugh
violence given himself over to the Devil: as for all this, I say, I
cannot see what force it has!

Once this view had been discarded, the story of man’s Redemp-
tion could be set on another plane. Man had sinned, and Man must
redeem. But what the existing race of man was powerless to perform
could only be accomplished by a new Man—either by a new creation,
or by an Angel become Man, or by God become Man. Anselm
attempted to prove that the third of these courses was the one which
was logically necessary. His explanation did not win the universal
appmvdwluchmswhavebemmtdcdwhnxqmofdn
older view; bu

nleDcvﬂshppedoutof:hcdramamd

Al i to e
B iment on rational grounds, the
of dm"Mk“ our gave a new

.,:otheqmsnon whlchhesctlumsclfwanswcrmhnaw
~,mmii.!-l:su-c:a:mcwasanans\»m-am:m:‘:mmsof

mw&hﬁdrcomdyspnmgmtoncwhfe.nmmm

thougholdmsubmnce wm:gwena p edgembemgduecned

The unbelievers (wrc;cc Ansclm) deride our ity, saying
thmjmmdmmmmngtbaé tered a
mother's womb, was born of a woman, nourished with her milk

and other human food, and mention many other things
which seem inconsistent wulxl’__ s nature—suffered weariness,
hunger, thirst, blows, érucifixion and death among robbers.?

ACur Deus Homo, 1, 7.
fbid., 1, 3.

Fig. 2.3Doublespread?36-37, Southeré sEpicio
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FROM EPIC TO ROMANCE 237
Doubtless it was an old objection, but it came home with a new
force to men whose piety was nourished on these very subjects, and

ubadbemvxgoromlypnssedhomcbya]cw:shacyafcw

ymbeﬁoreAnselmwmc treatise. [ew was a learned man

mmigras who had followed in

 Cong is arguments had been reported to
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sentence fA[b]Jut what the existingybeace of man
accomplished by a new Mareither by a new creation, or by angelbecome Man, or by God

become Mapand fAManodo that ends the sentence A[t] he
clarity to B®Intthheatf iorfsta dveasnbledptioMenichoGod rsytuann a v a i
toasas ol ution for the problem of manés redempti
about the origin of this theoretical framework, according to him, this option was offered by

Ansel m, who saw Gacalogralpnecessargolutigntoshat prabfemEhe

topic of the MFA is the sentiment for the fAsu
ACruci fixion, o the frontispiece and terms tha
sentiment. fAManodo as aepresemitea tsherstiismd mt AfGord o0t ften
Christ,o since he is Ajust a man, o0 | acks divi

meaning (strictly defined). Thus, we do not highlight it as an implicit MFR.

I n the second c atlsesentengéh[etr Jeh éi Mfaing@u reen den t he (

with a new clarity to be thatofda nG@d 6s humanity is not a theor
concreterealityc ont empl ated, represented and seen by
representthsentiment or t he "suffering Christo as it sig
actualization of himself as a man; when the 0

both the divine and human hi st or iceMFR. Thken c e, w

terminol ogical nuance embedded in the use of
that, in this context, the term AMano is wused
143pid., 236.
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capitalization of the lettgiM 0 is the punctuative expression oétbategoricihybridity that this

spectrum enables (although in the analyzed MFA, the use aédhisique is not always clear).

Now, what is the difference between fihuman
whatever new position was adopted, the wag n@aw opendr a fresh appreciation of the human
suffering of the Redeemér and Ahuman sufferingo in the sent
argument on rational grounds, the awakening sense of the human suffering of thg&aever

new urgency to thquestion that he set himself to answer in I@sr Deus Homo #4In the first

case, Ahuman sufferingo is an option whose #f
available; tHhthdé apemcaeictiiadno®nadr aund t he Ahuman
Southernave changed. This Ahuman sufferingo is ir

before he became a Man, as the actualization of this possibility is described only in the
succeeding sentence. Thus, wegd oa snlicitMFRjgsppot hes
a representation of the sentiment forfkeu f f er i ng Chri st , 06 and as a ¢

refers to the ACrucifixiondo in the caption an

I n the second case, Ahuman sufefitethe ngo i s a
Ag&vior, o0 and of which a sense has been alread
give Ainew urgencyo to another phenomenon (the
Cur Deus Homp Thus,jincontrast o t he f i feti Agedamdsefuliuman suf
makes sense as an implicit MFR, and as such it is highlight itntedestingly, the analysis of

thesemantic andpatial aspeso f t he MFAs in both APerfectingo

144 | bid.
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Burckhardt and Southern usealdictial schemes targue forhistorical changesas they pose

antithetical categories to the categories with which they describe their protagonists; these

antithetical categories fpull 606 the protagoni s
APetfeg, 0 we highlighted fAartistso as both im
understood that Al bertios ability to represen

conjunction of t he tarsesAtshe same tireewe nated thatn d fAar t i s
Burckhardt 6s cloubnoearpversabkpbsitsé at {t osat 86 as a contem
profession andnidentity that mingle with that ofother groups, and whose individual members

may have characteristics that we tend to ascribéer profassional communities. Thus, even if

Al berti does not represent the fAartistso we h
may be one of them (as the highlighting of #fAa
a similar patterniod is nota man, but he can be a man, and we know it since he became a man.
According to Southern, the change in the depictions of the Crucifixion shespgcially

through signs of the suffering Chrishow God gradually acquires his humanity, in theseof
contemporaries. Both Alberti and God are portrayed as figures who transgress conventional
metaphysical and disciplinarypooundaries, while they are aware of the potesatiithetical

option they have, on a certain spectrum. Their external dutiothatoption and transition into

it is reflected in the semantical level of the MFAs about them.

Finally, what anadeersindieBMFR thevMFA wveade currently
exploring? The | ast sentence oimpulsescgeemdrd 7 st at
sl owlyo which means tphge 237 tod38, wavare peobablpvind i ppi ng

towardsa comparison between different paces of the same historical phenomenon, that occurred
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in varied pl alsewlere 0T h eontexthgenseto sighial aeshift to a different
argumentative phase, through geographical ter
in both the referring sentence and caption. Since it signifies a limbo, it has been highlighted in

orange.

We hypothested implicit MFRs on the doublgpread 23&7; how do we continue? Are
we going to 2389 or 234357 If we follow conventional reading, we should flip the page to
238-39; beyond that, we are already curious regarding the nature of the new snpulse
Ael sreavh® o ut s i Eran readingiEEnpgahdadralgzing itsechnicalfeatureswe
know that the next two explicit MFRs are on page 238. This is a sufficient reasaminuethe
hypothesis thereinstead of in 2385; we are in aanalytical momenturthathelps us move
forward and gain insights from the process, and there is noréasboose to analyze material

that requires unnecessary adjustments

Which of the term®n 23839 seems to be a pole of an implicit MFR? Let us start by

highlighting thepoles of the second and third explicit MFERgreen. These are: the two

referringp ol es, #APl ate |1 0 and APl ate 111, 0 on pagc¢
APl ate 111,060 in the captions, an4l.Theheemssecond
APl ate I 1 0 and APl ate |11 0 i msinthemamntext;atthens ar

same time, they refer to the plates above them. | consider them more as referred than referring
poles, since there is more distance to cross tiee referring poles in the main text to those in
the caption than from thoseireth capti on to the pl ates. Il n ot he

forced in the referring poles in the main tex
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APl atned IAIP'l aat e 1 11,0 in the captions,rscéontri bu
attention towards the image. At any rate, as we can see, unlike the first explicit MFR, that entails
flipping the pages backwards, the second and third explicit MR&swith conventional

reading (Fig2.4).

THE MIDDIZ AcES FROM EFIC TO ROMANCE 29

Jusnce i the twelfh ecntseys we know not what devious paths it reached Europe in the carly
¥

PATE 11
The Tirstrup Crucifix (deteil; Danish, c.1150)

Fig. 2.4 Doublespread?38-39, Plate 1l and Plate Ill, SouthednsEpi¢io

Now, we like to hypothesize implicit MFRs among neighboring terms to the referring and
referred poles of the second and third explicit MFRs. Once again, some neighboring terms to
verbal and visugbdes of explicit MFRshave semantic similarityvhich - in turn- makes them
a pair ofpoles ofa singleimplicit MFR. Let us start by analyzing the sentenckthe referring
and referred explicit poles of Plate Il. The referring sentence to Plateddswri A The Aaby w
carving of Plate Il is in this tradition: the figure is that of a young warrior, crowned and clothed

in royal robes, with head erect and eyes open

126



caption writes: afishit.a050440Y) CouWhiickh ¢(¢Brms in b
sematic similarity?"/Aaby wood carving, o0 in the referring
caption, signify the same meaning (and historical phenomenon), thus, we highlight them in blue.
Theterms : fAfi gure; 0 icrowned; 0 ficlothed in royal
referring sentence, have semantic similarity with visual details in Plate Il, therefore we consider

them as referring poles of implicit MFRs, and highlight therblue We could have highlighted

the details in the image in blue as well, as the referred poles of the MFRs, but they are already
highlighted in green as parts of the visteflerred pole of the explicit MFR®>We do not

highlight Aful therceff epawenrgdo stemate nicse,i mi nce it e

interpretation of the image rathian an observationasomewhat selévidential- finding.

Now, let us highlight in red the holonyms of these terms, in both the referring sentence

—

and caption. Ither ef er ri ng sentence, these terms are:
the caption: A-DAO0s bA Wiesd tdrimas Holbriyds due to their

signification of groups or concepts, that the terms highlighted in blue and detadsimage
represent . For example, according to Southern
which Christ is depicted as fia young warrior .

young warrior, 0 o rtedtopresént himhas suchrbat dathér that im theAalbye mp

145 Another option is to highlight those details in blue, within the greem &t it would imply that we have to open

the visual materialat highlighting in red and orange as well. | prefer not to develop the analysis in that direction as

part of this study, since the analysis is complicated enough. That said, there is a gondareantinue exploring

the use of color coding to identifyme&a nt i ¢ rel at edness between the MFAs®6 ver
think that it would be more beneficial when readersd c
empiricdly. Nevertheless, computer scientists use color coding tddimks in captions and details in images, while

coloring both verbal and visual sigéany ofthemu s e fiboundi ng boxesodo to.Asangni fy r
examples ee Lazebrndbk,HifigRrelsiegaght s. 0
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Crucifix, Christ carries attributes that conventionally character@ehat time and placeyoung
warriors. This mieeleventhc ent ur y representation of Christ,

warroremabl es him, in turn, to represent fAyoung

Our decision to continue the analysis in dotdpeead 2389 rather than 23385 results
from a pragmatic consideration, accordingvtich we should follow and utilize the analytical

momentum. Fothesame reason, let us analyze the sentence that followsrkence referring

to Plate Il, as it leads us directly to $entence referrinpo Pl at e 111 . Thi s sen
slowly in the next <century tmhintkissentence, thgthason ¢ h
semantic similarity with AAaby wood carvingbo

blue in the preceding sentence and the caption of Plate Il, or with details in Plate 11? No;

however, this sentence is read afterdhgion of Plate I, that indicates that the artwork was
created betlM®®On 0Ad t10MPIl i es that the term fine
a century after the time that is indicated in the captienaround thdéwelfth century. Now, we

ike to know what hveelftpceennetdu rfiya,roo utnod rtehael i ze t he r
centuryo in this MFAthdé[sTdrme ssemntnere@d,i ome De miyl
which has been used in the preceding, referring sentence; wattmpoew information between

the two uses of the term Athis, o the second u

doespamelyt he i deas and sentiments represented in
conceptiono i n r @tshicSoinncceep ttihoen oc h(atnhgaet otfhe Aaby
took place in the "next century, o0 and thus, ¢

in red as well; although, we still do not have a full and clear picture othlaaige (Fig2.5).
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PATE 1
The Aaby Crucifix (Danish, c.1050-4100)

Fig. 2.5Doublespread238-39, Plate Il and Plate Ill, SouthérrsEpicio

Thenext step is the analysis of the third explicit MFR. Letdetify neighboring terms
to the referring and referred polesiofThe referring sentencerites Pldite 11l shows a
comparatively early stage in this development: the Head israwlined, but the face is that of a
man, resigned argliffering, the eyes shut, the head slightly inclined: the arms are bent as if
taking some strain, the feet are piero¥dExcludingtheg er m APl ate 111, 0 the
AThe Tirstrup ECawoics$ h\Which terbh&id Eth phéases hasemaitic
similarity? k is noticeable that in the referring sentence to Plate Ill, Southern relates to the
artwork as if it does not have a title or identity; this is in contrast to his retetertheprevious
artwork, using A[tPhat &dalbly. fivoRlavitheuausingithe gt o f P| a1

title of the artwork relinquishes an opportunity to create an implicit MFR in the referring

146 Southern;The Making of the Middle Age338
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sentence and in any other sentence in the main text, fan#tger. Let us look for terms, in the

referring satence, caption and details, in the image, that baw@antic similarity. In the
referring sentence, | et us highlight in Dblue
shut ; 0 andiakeéacdces!| gt ng e t he ydethilsintheimsagemant i ¢
As in Plate 11, we could have highligitthe corresponding details in the image, but they are

already highlighted in green. What about the caption? Is there any term there gexhhastc

similarity with terms in the referring semce?

Before we answer this question, it is impo
are bento and Afeet are pi er cedmoraageasmer ony ms,
indeterminate MFRThe reason i s that tJeeosemamtiemnsilarifyar ms o
with any visible detail in Plate Ill. Indeed, thecapti i ndi cates that Pl ate |
only means that the full artwork features components that are extethalitoage in the book.
Southernds rtederearcrasad oarcChriifseet , 0 while the 1
guestiorregarding his awareness of the actual imagewbatd beprinted inthebook. Like the
ot her terms we higloi @ nrbgsiialcadangtiormoftheg eisoricél a
phenomenomo a different categorfas happens with God and Man), that fosters a challenge in
representation and its analysis; or a beginning of a comparison between varied aspects of the
samehigsir i c al phenomenon, withao stihgnisfainees )MF Al n( ats
Aar msfi and Afeet, 0 the di ssonaompoeentbseensmen t he
indicate a shift between what the author meant to argue and what he practicaltheledsre,
the two terms signify a shift from thpotential form of the MFA to its actual on&t the same

time, the gap between the verbal and visual components emphasizes the fact that what we see in
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Plate Ill is only part of the artwork; hence, in daptiond Th e Ti r s t(detailpDa@sh,uci f i x
c.1150)owecan hi ghl i ght the term fidetail o in blue,

we consequently highlight in red.

Now, is there any ternm the captiorof Plate Ilithat has semantic siratiity with terms
inthereferringent ence? | do not think so, as ddetail
other terms seemo beholonyms. So,dt us continuéighlighting the holonyms in the refeng
sentence and caption. In the referring serdenc t hese ar e: fearly stageo
Il n the caption, in addition to ATirstrup Cruc
sentence that succeeds the referring sentence to PligténBlclosing sentence of the paragraph;
itwrites A From this point the Danish devel opment
until all the attitudes and marks of pain and desolation had been exploited by the artists of the
fifteenth and sixteet h cent ur i es. 0 Idevelopmesi hing lrleidg hts i mMzaen i
Danishcr uci fi xes represent it, as it also signifi
sentence signifies. | find it difficult to classify the restlaéterms, in this sentee, into
meronyms and holonyms, according to tisgimantic relatedness to the caption and image. This
difficulty emanates r om Sout herndés wuse of the terms del s
mar ks of pai n anhighldtethiosecartdied rs.edw lrangeesdit digdals a
transition ino a different MFA (whether is it practically written or not). It can agmal the end
of the part that started with A[]e]l sewhere, o
painanddedoat i on, 0 I do not s e e theyllenot function ashngplicit ma g e .

MFRs to details in Platil (Fig. 2.6).
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naTe §
The Asbyl Cracifix (Danish, c.1050-1100)

nan
“The Tirstrup Crocfix (desail; Danish, c.1150)

Fig. 2.6 Doublespread238-39, Plate Il and Plate Ill, SouthérriEpic.0

Since the next paragraph on page @B8usses the theme of the Virgin and Child, we
have reached the end of the current MFA. How do we proceed from here? Firstetatuso
A e]l sewheredo on page 237 and continue hypoth
MFR of Plate 1l orpage 238. We should remember that the spatial analysis is based on two
kinds of reading: first, zooming out from the referring gad¢ explicit MFRs (to hypothesize
implicit MFRs, among their neighboring terms); and second, implementing conventionabreadi
from left to right and from top to bottorwithin the scansto realize how MFAs develop
through the sequence of their MFRs. It hi s case, we return to A e]
last term we highlighted on 23%7; we do so since the hypothesi238-39 started by zooming
out from the first explicit MFR on that doub$pread namely, the expliciMFR of Plate Il. The

twoeentences between file]l sewhered and the seco

impulses came more slowly, and arriweith the flood of the French influence in ttveelfth
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century. In Denmark, for instance, where the heroic traditions were sthengideleventh

century figures of Christ on the Cross gave a powerful local interpretation to the theme of the
triumphant Pinced’ When we analyzed 2387, we hi ghl i ghted fAnew i mj
are the theme, t he ¢ hamagity,concresely represenechintse f or Ch
primary sources. We know that eras and places are represented by both concreteatspnesen

and their themes, since eras and places are the broader contexts in which historical phenomena,
such as texts and artworkdeasand ent i ment s t ake pl acdawelitWWhat i s
century, o0 that ends tduwel dtvelftse e fotfu rt yhée Kt evor espernd s
the finew i mpulses, 0 while we do not rdwhaw t he

their concrete expression is?

The virtue of representation of one phenomenon by another depends on the spdcificity o
the time and place in which the representing phenomeocuns and the clarity of its own traits.
The concreteness of the re@e8ng phenomenon is necessary to establish it as a predicate or
evidence of another phenomenon; otherwise, the historgaiemt is open to an infinke
regressive or tautological sequence of references from a representing phenomenon to a
represented onevhich simultaneously represents anoisleenomenomnd so onThis condition
explainswhy zooming out from explicit MFR&y semantic relatedness, ensures that a concrete
case t(he body of the artwork anglhat we see in the image) is part of the epistegical
processthrough which we grasp a broader historical phenomenalso explaisthe

importance of theletailedinformationthatcaptionsconvey Let us look foran intersection of

147 |bid., 23738.
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concrete examples of the @nenwofaplapeydntheaherpo on t
t o cl arnwelfthc emawriyd functions, semantically and
argumerat i ve structure. The second sentence out ¢
where the heroic traditions were strong, tiid-eleventh century figures of Christ on the Cross

gavea powerful local interpretation to the theme of the triumphant®di® This sentence does

not il | umi n awekhctehnet usrtya tou ss providesfusavithtahame gf b i t
placeje,iDenmar k, 6 it does not point out concrete
i mpul se. 0 The term Afigures of Christ on the
since it does not show any act uadelewwns e . Final
century. o However, the term Afigures of Chris
bet ween @atiensdd®d.dvierianandCur Deus Homo Cur Deus Homand the
frontispiece, on the one harhe.Woddthatjudtiffthe At r i um
hi ghl i gfiguras af@hristonth®@ Crods i n bl ue, asaswadidwitmpl i ci t N
similar terms on pages 237 and 2387? | would wait for concrete examples, siratehis point

- we still do not know what Southerees in those representations, that (for him) represent a

broader phenomenon, such as fAheroic tradition

The next sentence is the referring sentence to Plate I, that we have already analyzed. It

writes:i The Aaby wood car viitog the figur@isthat dfayoung i s 1 n t

warrior, crowned and clothed in royalrobes,
The caption of Plate Il wriddd®0)nadhdhAasbhby i €Cr u
148 |bid., 238.

149 | i,
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Crucifix, that is shown in Plati, is a concrete caseof m@ll event h Dani sh #fAfigu
the Cross,An and its Atraditionodo is in the fhe
before,tetnwe can consi der Afigures of Chriband on t h
highlight it in blue!*° Consequently, we can highlight in red, within the same sentence, what

those Afiguresodo come to r ephfmeedretvienit e rcreanrt ku;r oy
Al ocal interpretation; 0 A pusifigunmpuhtlkerstatus®fr i nce . 0
fiwelfthc ent ur yo from the top of page 2387? They do

of these ter md eive ndthi Iclentthueg yfi mi d

Let us continue. The next sentehge writes:
conceptiol ochangededohave already highlighted
semantic similarity with Athis tradition, 0 wh
Anext centuryo as a hol Dbo6anthé captiomoftheAst f ol | ows
Crucifix, and thus signifiesby being a later periodt he meani n guelfifhareoud nd yt e
andit al so signifies the ti nbethaesatermshelgusfigure A cor
out the statuw?o0fNoit weé iniateHefitweltha te ® & GEtripudes to
the MFA,we still needo know its relation t@ concrete case in a specific place. Letarginue.

The referring s entlateld shows a comparativedy edrly stagehis i t es :

development: thélead is still crowned, but the face is that of a man, resigned and suffering, the

We could have highlighted #fAfigures of Christ on the C
context, | prefer to keep it as a maym, since it is much closer to the theme of the whole diggusthe

senti ments f ort HChmr itsa O6b rhawamhenri tcoyo nt e x-pesceptios or mdividaaism,c o nt e mp
and the time and place in which those phenomena have evolwed.r8ferring poles of implicit MFRs can function

as both meronys and holonyms, it would be good to keep the analytical tools and practices flexible and classify the

MFRs according to their context.

151 bid.
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eyes shut, the head slightly inclined: the arms are bent as if taking some strain, the feet are
piercedo™? The caption indicates that the artworkiiDani s ho f rherefordjmow 1 150 ; 0
when we have a concrete c as etweHtincde mat url yacc ea s wee
holonym to the Tristrup CrucifidVe should add that, indirectly, the concreteness of the artwork

and pl ace twelfthece nd lulryws tdo hfod moentyinont oas t s nei ghbo

impulse® ( E7).g .

Fig. 2.7 Doublespread?36-37 and page 238, SouthérisEpic¢io

We started the spatial anal ysis of AEpico
since we found thentirechapter too long and divers¢éhemati@ally and terminologically for
such an analysis. We zoomed out from the first explicit MFR, hypothesizing implicit MFRs

among its neighboring terms, until we covered the desptead 23@7; then we continued by

152 | pid.
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andyzing the next two explicit MFRs on 839, until we encounteda shift to another theme,
andsbsequently the end of the MFA, following Sc
Now, let us analyze the pages that precede383 e will begin wih 23435, implementing a
two-directionreading: a conventional reading for tracking implicit MFRs in their sentential and

narrated context, armboming out fromhe clusteof the three explicit MFRs, using the implicit

MFRs as a semantic yardsti¢i.this case, the zoom out considers all ¢heplicit MFRS, since

the assumption is that authors construct their MFAs in a way that primes the readers to accept the

MFA as cohesive and coherent by using rhetorical devices in different phases of the MFA.

Soutrernprobablyknew what the readers wittad and see throughout the entire MFA at
any stage of its writing and designing, or at least before its publishing (with some exceptions, of
course). Therefore, it makes sense to hypothesize implicit MFRs in theewrathat
Aanticipat evBFAR a my tewxep IMFcAi,t as t hey are potent.
attention to the visual components of the MFA, even if they only give impetus to that shift,
whose chances to actualize are higher, later oneldrer, let usighlight, in blue, termghat
have semantisimilarity with the terms that we have already highlighted in blue, including
relevant visual forms. The terms the double sprea2343 5 ar e: fAJesu; 0 Name;
presence; 0 AhumadmifiMamfotMm@o &;adsi;fdmannDiov ifinhiitnys;edl
Ahuman form; 0o AHIi m;, 0 AOne; 0 AHe; 0 Asuffering

that proceeds into page 238).

Let us also highlighih red the terms that seem to be represented by the terms we

highlighted in blue. Thesetermsafepi ous devotion; 0 Anew feeling
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el eventh century; 06 Atender compassion; 0 and i
terms have semantic similarity with the terms we have already Higgdigs holonymsin red

in the previais pages. Finally, let us highligindeterminate MFRghe terms that raise a

guestion in relation to their function in the arguménbrange These ter ms are: i

Al ate MiddheoAgesenthndnd fifteeaeamsvAgue ent uri es
through both conventional reading and zooming out. Implementing conventional reading, this is

the first term- within the doublespread that defines a temporal framework for the new

devotia, feelings and thoughts; however, itis not clear whate t i me i s, since fc
this context, does not indicate aspecific time. Zooming out from the cluster of the three MFRs

does not clarify the term either, sinceithin that space Soutern uses several definitions of

periods, rangingbetwen t he Al ate tenth centuryo and t he
term Aour, 0 at | east in historiographical wri
affection or identification withite explored period. Indeed, Southern argues that ¢niaidpvas
characterized by a close Aconnection between
and the formal structure of thought, o which s
any balanced soul woulnd tlhiek & attoe rhaMirded | fie[ 1A]gte sw
At hat t h estructurd seems teocweak ot the feelings which produced the somewhat

hectic piety of the fourteenth and fifteenth centid}

The teem Middl e Wpgothssizedhsaan indetermia MFR and it has

beenhighlightedinorange si nce it does not <clarify the vacg

153 |bid., 234.
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consecutive temporal framework: fthartednthur t een
and fifteenthc e nt ur i es o0 I sheagusthéeasusdabotthe weakne
structureodo took pl a,0oandthathiswebakmess wasfthe feelings addd | e Ag
piety fAnof the fourteeditfhf eammande fletewmd ehn cfeinn @ reé
tothe®wscurity of #Aour period, 06 makes the histor
ultimately the phenomenon itself, quaenfusing (Fig2.8). Perhapshis issue will be clarified

when we analyze2-3 3. At any rate, t hi ssenblesthewaythe Sout he
concludes the MFA, c¢claiming that the Aattitud

exploited by the artists of the fifteenth and sixteenth centatés

4pid, 238. Patronds understanding of t he theamigWesterh magativieison of t
relevant here, but with a different course of marginalization. First, in this case, Southern does not support his claims

about the fourteenthixteenth centurielsy concrete examples. Second, his evaluation of the connéetimeen

thoughts and feelings in the psyche of the Middle Ages
concept) as fAweakod mar ks t he hetterloneecespegabyyocits mtellactualmor e h a
prowess. We havdraady encountered this line of though@Qivilization, where Burckhardt refers to the Medieval

psyche as childish and not fully awake, while portraying the Renaissance spirit as the éisufotber inner and

outer worlds, and ultimately, of the objectt and subj ective aspects of both. I s
comparative and judgmental approach to the historical self is, in fact, an implicit continuity within the discourse on
premocern individualism?
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THE MAKING OF THE MIDDLE AGES

the very thought is sweet;
In that all heart-joys meet:
But oh, than. oneyswec:crﬁr

S o fmores it 3 5%
mtmoardcgawdalong—dmshcddoarmcwlhehmboof
carded thoughts: their success she

conscqummofnn.'l‘hcyarg :
andobedmoetolhcw:llofthn Devil--

muntwar—butmll,ﬂwrulaofdxﬂidaaohavmgbemobaved.
st be fought according to the rules. So it was in the war
and the Devil over the soul of Man. not

poun.u:nmimdha from the late
mdﬂlmymtdl. 'Wbymwnm;“mwwks

Bermard, R
'Forwhufoﬂows,ue]llm&mbbankklknpﬂuulﬂwh i
the circumstances in which Amdmdevelopt?ﬁx_
new interpretation of :hedogmn-ndhnlﬂadomwuhGMCﬁ:ph.Ahbotaf.
‘Westminster, at this time, in Medicval and Renaissance Studies, 3, 1953.

Fig. 2.8 Doublespread?34-35, Southeré sEpicio

The doublespread 2383 continues as it precedesthe discussionabou Chr i st 6 s

FROM EPIC TO ROMANCE 235

fairly u%mmgotmcc‘_gq deprive the Devil of the rights he had
acquired over Man by Man's consent: the rule of justice must be
obscrvedevmmﬁghnngtthewLmoommmdovequhmh
zthevﬂhadacqmredbyavolunurymon,couldonlybclmm

one of two ways: “could go back on his|choice and
voluntarily turn again ordchvﬂcouldhnmscffor&lthu
claim by abusing his power and breaking the rules by which he held
mankind in fee. Bm%mgodyconmwdpremclymthe

o

impossibility of a voluntary return. The only hope for
fore lay in some breach of the rules by the Devil himself.

Itwu:hnwh:%mughnboutbyagmmofmwgy

Devil failed to realize it. He failed to see

as his own

. doing this he committed that
great l;%;—dm extension of his authority o
who had made no dx_ﬂidauo,no surrender of%mdm
and this lost him his empire. Henceforth, the could be smitten
lupmddngh and uld save whom He would.
ocs not do justice to the spiritual content of a
doctrmewhmhheldtbcﬁcldforqmwﬂvchnndmdymn,bmu
btmgsoutsomcofmmoresmhngfum We have here a view
of a struggle in whi assigned a very static réle. M
helpless spectator in a cosmic struggle which determined
ofulvaﬂon.'l‘hcwarwasone the Dey

hwasthuwholewewoftheDcvdsnghnandoMamm
booommqthu Anselm rejected, and which, once rejected,
}kdldnotofcomscrqectltbeameu
ﬁnledwsansfydwunouomlneedsof his generation. Nevertheless
: thing that the intellectual short-comings of this

only became clear at the moment when

[ human life being lived between the mighty

ofexternal powerswas d ssolving before anew romanticism,
mdwbmmmmnwmmmmford:cmﬁrmpof&em

humanity and the surroundisi;y which the sentiments for it had develop€&Hdus, let us

highlight the thematic terms in blue, their holonyms, as usual, in red, and terms that stir questions
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in orange'> These are the terms we highlightinbliiet ender ness and compass:

Ahumanity of Chri st ;CHhrhiusmadns tsyu foffe rtihneg sS;adv i folrc

Aearthly Iife of Jesus; 0 Asuffering o the Cro
highlight inofedhefimberaeméhi eentury; o fApious
Aifeelings obnpibodsmi ddmpasési the eleventh centu

wandering through France; 06 fibefore he found a
when Arselm was prior of Bec (10688 ) ; 6 fia new world of ardent e
Af eed iAintghbought and feeling; 06 Asenti mentality; o
el eventh century; o AMiddl e Ages; 0 At hetse sen
cent uriyh;ed ghhetveeni ng fthwmenit omy; @ fitwahkciesb; d Enghd
of the century; 0 and fAnew piety.asindetertinatei nal | vy

MFRs,i n orange: fAhands; 0 Affeetheo Mifdidé eh AgeBl @t &

o/

western Europe; 00a(B9.gdi fferent periods

155 Apparently, there is a problem with themirof page 232 n i Bpsoraf the letters on its right are missing.
We see it as an opportunity to hypothesize letters according to their context.
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232 THE MAKING OF THE MIDDLE AGES

The theme of ¢
helplessness of
lzuthmthe

for which new and more intense forms of expression were found
&omapenodqmtearlydndevmd:cmmrywumcsympwd
of the concentration of the humanits hrist. We have already seen:
St. Odilo of Cluny (d. :ug)oﬁetinghunsdf.manactofcmm
self-abasement, as a serf to the Virgin; and his biographer was quick
to see a symbolic meaning in the fact that both he and the other great
monastic figure of the time, St. William of Volpiano (d. 1031), died
on 1 January, the Feast of the Circumcision: it was, he said, a
divine recognition of Odnlos “piot )

wounds of the Lord's bod d of

Alas that I was not there to see of angels humbled to the
companionship of men, that He exalt men to the com-
panmnsh.\pofangcls. . Why, O my soul, wert thou not present

vith the sword of sharpest grief at the unendurable
pierced with the lance, and the hands and

o
was once more St :
this world.St.Bamrdgavcamoferobm

Ip.L, vol. 142, 911,
*Oratio XX (P.L. vol. 158, 903; No. 2 in Schmitt, iii, 7).

Sout hern

FROM EPIC TO ROMANCE 233

and a more in expression 4
St Anselmtdelumemddmsmedmb:hty n
2 archketwonduofacom

This was (says St. Bernard) the principal cause why the invisible
%wxhedmbemmthcﬂshmdtooonm with men, that
t draw all the affections of carnal v;lﬁe;eﬁ;n::l;
to love except after the flesh, to the saving love
50 step by step lead them to spiritual love.!

In words like these,

Mmd were first given lasting
became firmly groundeclmzhcspuuualhfeofthe
ﬁkwudwgloryohheCmmnordu
the most solid and rational justification
but made them popular as no strain of piety had ever been pop
before. It was the Cistercians who were the chief agents in turning
whlchoomﬁ'omthe

the way. lnt.hc

and probably, one should
thauuszoum?w
one of the most popular and success

expressions O
mthclongpocmbubsjemmcmﬂawhmhhubcmmde
in the translation of J. M. Neale:

n Cantica Sermo XX (P.L. vol. 182, 870).

Fig. 2.9Double spread 233 3 ,

I would like to point out three patterns based onitldeterminate MFRw/e have

highlighted,in orangejn 23233. The first pattern is expressed throughttrer ms A hands o0 a

if @Wehave already highlighted fAar mswheree bent ¢

1568 1bid., 232.
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Southern describes the Tristrup Crucifix of PlatgH{Ithis is due to their lack afematic

similarity with any visible detail in Plate |livhilet er ms such as fAmang 6 fAcro
from the same sentena correspond with the imageargued that the dissonance between

fir ms 0 a Bah thé dne laind, and the image, on therpthaysignal asignificant change

in the structure athe MFA intentionally or natWhyh ave we hi ghl i ghtned dAha
orange, i n XRiTeeanitiahiinpulsetoa highligh?them was their semantic similarity

with the highlighteeterms fom the description of Tristrup Crucifix; however, ilmow, we

have not worked with a principle according to which terms whose role in the MFA is somewhat

vague- in relation to poles of explicit MFRs, captions, and imagescome a standard for

Avagwesn 06 On the ot her hanateinthedMFAathatisrelatively e nt | y
far from explicit MFRs, captions and i mages,

center, o0 it has a terminological and epistemo

Our 200ming out from the cluster of explicit MFRs develogsv sensitivities to
rhetorical nuances, that are hard to discern by implementing conventional reading only. We have
alreadymentioned the need to keep the analytical tools and practices flexibleywsimave to
decide whether tolassily animplicit MFR as ameronymor holonym while it functions as both.
Such flexibility benefits the analytical process by including tha&extof the terms as a factor in
the assessmentbfhe t er ms 6 principal function, in the

apprach in relation to the highlighting® of the

157 |bid., 238.
158 |bid., 232.
159 | bid.

143



Highlighting these termdue to theis e mant i ¢ simi |l arity with HAar ms
pierced, 0 from the de s ¥shHowstthataoomagofit framherplicit r i st r u
MFRs can point out terms that fAechoodo terms th
visual conponents of the MFA; however, from a convenéibpoint of view, the terms that

Afechoo serve as a moreedsertothe vistahcempbnantselr othere r ms
words, highlighting Ahandso and dfsdretad demons

verbalprimary source to a visual one, through repetition of terms.

Southernimplements this rhetorical device threetesces before the referring pole to the
frontispiece, as well, where he accounts the changes in the visual representatier3ross in
western Europe, during the lagéeventh century?! There, aong other detail)e points out
At he ar ms gletdh avi tehr d]lhesavgei ght of the body. o Fr
description foll ows A hesfrentismiécs. Zapmimngtowd frommhd ant i ci
cluster of the explicit MFRs, Ansel mdés quote
Arepresents the high point of this c-ompassion
Conquest Englandt®? Close convembnal reading, implementation of zooming out, and the
highlighting of terms according to their semantic relatedness, illuminatepiktemological role
thatit hands, 0 A arassins ad\dsualiforreseavedn this MFA. They are
presented astheme that embeds shared sentimeatserninghe humanity of Christ in

different media. As a theme that manifested in divevsad, it can reliably signify abstract

160 |pid., 238.
161 |pid., 237.
162 | pid.
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phenomena such as thoughts and sentiments, in a certain time and place. The plétbiora of

forms of expression can only attéshow past reality was really like.

The second of the three patterns related torttieterminate MFRs in 2323 is expressed
through the term Afl esh, 0 whaquotdtionovia sBailng &t d g &t
Cantica sermpin which Bernard explains why God became aian.[ F] | es h,&isi n t hi
something that God wishes be seen irthrough which tdead men from the love of the flesh
(or carnal |l ove) to spiritual | ove. From a co
MFR; it does not refer the readers to a visual form of the potential that God pondesiseas; de
any visual form of thapotential would be either a depiction of its actualizafema processr
its very actualizatiotfas a product) However, Afl esho in Bernardos
construct continuity b eatlweceonmphoi nse nMFsAihs&fovdedrsb avli
as fAhuman, 6 is just part of a wider perspecti
of himself abstract and spiritual as he already is (paradoxicaltysasnds). Thus, God has two
images of himsélthat enable him to wonderaf transition into the human one would help

humankind love differently, more spiritually.

The readers dflakingare provided with a similar perspective when they look at the two
Danish crucifixes, on the doub$pread betweepages 2442; however, whileBr nar dds quot
expresses a dichotomized framewdhat is being in a flesh or not, the Danish crucifixes offer a
spectrum between greater or lesser degree of divioityhumanity- after the transition.

According to Soutérn, the earlier Aaby Crucifighows the theme of the triumphant Prince,

163 |pid., 233.
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while the later Tristrup Crucifix represents God experiencing human suffering and pain.

Positioning both images side by side opens a spectrum within the binarism that characterizes

God 6s t hdesqgilbedinBeansar d®@sirt axtal ogy bet ween Bernarc
illustrated doublespread i9ased on a factor that playsaroleinboth,t he #Afl esh; 0 t hi
what runs through and changes the verbal as well as visual gerispee@ , ei t her by be:

or increasing what it can bear.

The third of the three patterns related to the indeterminate MFRs iB3i82xpressed
through the terms Al ater centuries of the Mid
i di htfperiodsd®* Weregarded them as indeterminate aighlighted them in orange since
their ambiguous language makes it hard to determine if and how they have semantic relatedness
with other terms and visual forms, acahsequentlyvhat their function in t MFA is. At the
same time, all three terms do have a role in the MFA, as the first and the third terms define
periods, while the second defines a place. To better understand their role in the MFRedelt us
the two sentences in which these terms ard use i | t steians whio eereGhe chief agent
in turning the thin stream of compassion and tenderness which comes from the eleventh century
into the flood which, in later centuries of the Middle Ages, obliterated traces of arseldity
and retience In the expession of an eveneightening emotions all countries in western Europe
had a share, and at different periods led the®&in this statement, Southern presents a brief
summary of the history of the tender sentiments for Christ on the:Grepoints outhe cause

of the major change of the sentiments (the Cistercians); describes the change (metaphorically);

164 |bid., 233.
165 | pid.
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and locates it within temporal and geographamaitexts. Thenet aphor s At hin str e

Afl oodo are not eaoorhoutfrerh theluster of the explicitMFRs f we  z

=]

[ F]l oodo has been used by Southern between t
1, in this sentence: AREIl sewher e, the new i mp
of the French ifience in theéwefth centuryd'®® When we analyzed the doukdpread 2386

and page 238, we highlighted two uses of f[ e]
geographical definition seemed to signal a beginning of a comparison betweeraspe&tsl of

the same istorical phenomenon, within the same MFA. The firdt e ] | s ie meighdariegdo

Afl oodo a nddfines theplaseavhefifteaehth- and sixteenth century artists had

exploited fandrharks df gain and desdlaiod’ e s

Only now, when we continue zooming out from the cluster of the three explicit MFRs,
canwe discernthedouble s e of t he metapaoddi fif bowod® AnKki b hs
earlier case (implementing conventional reading), and the metaphaicrieglie MFA. When
Southern uses the Aflood metaphor, 0o tempor al
Aal l countri esand AMMeastteerr nc eEnutruorpieeds of t he Mi dc
these instances, Southern linksee phenomenghe later Middle Ages; western Europe; and a
decline in intellectual strength, harmony between thought and feeling, and perhaps aesthetics
The ofdf,lIco which started as a fithin stream, 0 sig

Sout her n teeerhnes gahst emmtimegy emoti ons. o | would | 1Kk

sensitivity, and this time is toterms that neighbor metaphoBasedon the analysis of the

166 |pid., 237-38.
167 bid., 238.
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Afl ood metaphor, 0 the use of metaphomts in his
ambiguous definitions of time and place in which the discussed historical phenomenon occurs;
andsecond, a tendency to judge historical phermmaneorally, implicitly and without providing
evidence and expl anati on. sdriptioneef the |atey hasesaof e f u |l |
the sentiments for Christ on the Cross, we see that, in fact, there are no substantial descriptions of
that phenoranon in his text. The later European phase, expressing those sentiments, is hinted

only by its degradationfo t he At hi no qualities of the earl:i

of the terms that neighbor metaphors is not of terms that truly diadus®rical phenomenon,

as they voice something el<€.

The next doublespread we analyze is 231. The pasage clearly states that its subject is
At he t hekmmeo wolfe dsgeel;f0 however, the | ast paragrap
and Be effacavengss s giving x pr essi on to the theme of #Ath
meani ng of t Ipeoccpiad théirfcantemporarieshletus ghl i ght Al i f e

and f Cr urchiué, and therhaonyméiper cepti ons afmde ratsrpalr att h er

188 This is where the current analysis, once again, touches upon possible considerations that historians might have

when they create and communicate historical knowledge. | am thinking about considdtettare reflected in the

semantical level of the h@riographical text, but which do not seem essential to the subject that the historians

explore, as they do not ponder those considerationswditEarlier in this analysis, | expressey question

whether theeligious theme that Southern discusseshisi MFA, influences his wording. The relatively high

number of nhames that he uses for Christ (and God), and the challenge this variety introduces to my semantic

analysis, made me think about the reatig ofMaking who might have different motivationad expectations

from the book and its author, fratiose of for example, the readership @ivilization. | assumed that scholars

imagine their readership having certain identities, that become a fia¢tow the historians communicate their

studies,andf ashi on their schol arl y p-andsagueérmsi8 danityltodhem 6 s use o0

shows that he values one period over another. It is possible that the readekdiingfplaysao | e i n Sout hern
mi nd, whil e he gihst Iwookdisngd flotr itshehafrrdi t o i magine him wr
he refers to Christianity; yet, his use ofyediiour peri od

ambiguougerms, raises the question: to whom Southern wkitaking? Or what would he like to see in his
readership, after they consume his scholarship? For a comprehensive study of metaphors and thegsvaeed us
Lakoff and Johnsorietaphors We Live By
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of Chri st i anAswhhavwe goticed, therei are temthatccan be considered

meg onyms and holonyms at the same ti me. On t hi

read as a holonym to the meronyms dlife of Ch

representations of that central theme. Further,considey fcentr alstt meame hofu gd|
as a holonym associates it, by zooming out from the cluster of explicit MFRs, with holonyms

such as fAChristian meditationo and AChristi an

t heme of Chr ande dorsideretl ds@ameilytmo t hat represents co
moreabstract Aperceptions and aspirations, 0 tha
exemplifying broader phenomena, such as time and place. | do not think that the decision to refer

to a cerdin term as a meronym bolonym is always crucial, within the process of hypothesizing

implicit MFRs. It can become an interesting case if we realize that the terminology around and in

relation to the term in question is rhetoricaftyriguing (Fig.2.10.
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Fig. 2.10Double spread ZB31,

230

carthly blessings. The third stage was that of the spirit, in which
the love of God was freed from its merely selfish and limited aims,
and was enjoyed in all its own sweetness and limitless satisfaction.

There is no place here to speak at length of the spiritual doctrines
of the Cistercians, and | mention these stagesin the ascent to God only
to point out three things: firstly, it is an ascent in which each step
proceeds by an intelligible development from the one which has
gone before; secondly it is an interior movement beginning with
self-love and continuing through self-knowledge to union with God;
and thirdly it was not simply the doctrine of one man but the
starting point of a whole generation of spiritual writers.

We may return at this point to St. Benedict's own statement of
the stages in the spiritual life: the ladder of Humility. We saw that the
steps in his ladder were not strictly progressive: they were more like
notes in a scale from which harmony is produced than steps in a
ladder. St. Anselm, however, had felt his way towards a different
conception of spiritual progress: he introduced a new set of steps of
Humility and made them stagesinalogical progression. His arrange-
ment does not appear to have been influential, but the urge towards
logical arrangement and a new doctrine of spiritual progress was

THE MAKING OF THE MIDDLE AGES

not a peculiarity of St. Anselm—it was part of the equipment of the
age for which he helped to prepare the way. One of St. Bernard’s

first literary works was a treatise on St. Benedict's twelve steps of
humility.! If he had never written anything else, this treatise alone
would show him as a most fertile and original writer. It abounds

m new definitions of familiar words, new arrangements of old
thoughts, and new insight into states of mind. Without formally

upsetting the ancient structure, Bernard gives it an appearance of

logical coherence which was quite foreign to the original. He traces
an ascent from self-knowledge and self-contempt, through neigh-
bourly compassion, to perfect contemplation of the truth. He traces

a descent from contempt of the brethren, through contempt of the

superior, to contempt of God; and he follows with remorseless logic,

the process of spiritual decay from the first movements of idle
curiosity to the last state of disintegration, in which, sucked into the
vortex of his carnal desires, forgetful of his own rational being and
of the love of God, the castaway becomes the Fool who says in his
heart “There is no God".

IP.L. vol. 182, 94172,

Sout her

The MFA that weh a v e

analyzed i

FROM EPIC TO 231

'I‘hispowextorethinkoldmonghnisgos]timpmuive.mdit
was clearly something more than a desire for logical arrangement
whinhdrolzcdmcmmwmd:e&mﬂhrthoughuo&hchcdic-
tine Rule. Indeed they seem to arrange their thoughts logically by
habit, and this logical habit gave them a formidable tool for investi-
gating the internal movements of the soul. They are more interested
in analysing states of mind and in distinguishing the motions of the
will than any writers since St. Augustine. This psychological interest
is especially strong in St. Bernard: when he writes of the stages of
humility, he is not simply interested as St. Benedict had been in the
means of arriving at the state of perfection, but in all the hindrances
and distractions which drew men away from it—in curiositas, levitas
Jjactantia, singularitas, and many other states of mind about which the
Rule is silent.

St. Bernard owed his influence as a guide to the spiritual life
largely to the fact that men’s minds had been turning already in the
direction along which he impelled them. We have scen that both
he and St. Anselm began their reconstituted ladders of humility
with self-knowledge; and this theme of self-knowledge was deeply
rooted in the new monastic movements of this time. The first abbot
ofdmuxwroneofhisﬁoﬁowma“thosctowbomgr}ccd;h:s:e?

iven to know themselves.” Guigo, the greatest o y
gauhmian writers, in his Meditations composed between 1110 and
1116, which have been justly compared to the Pensées of Pascal,

more luminously than any contemporary writer the
mystery of the self: “See how ignorant you are of your own self;
there is no land so distant or so unknown to you, nor one about
which you will so casily believe falsehoods.” And in a very different
atmosphere and spirit, the same theme inspired the Scito te ipsum of
Abelard*

ROMANCE

For the letter of Robert of Molesme, first

Abbot of Citeaux, see P.L. vol. 157,
1293; for Guigo's Meditations, A.Wilmart, Le Recueil des Penstes du B. Guigue, 1936
(esp. mo. 303).
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|l i ke to point out the metaphor fAface to facebo
wordss, and that has i nsanalysig asprisme thraughowhigh we ¢ae sedMF A 6
how verbal and visual sources and means tell the story-ohpdern individualism. Thiessue

that i1 nitiat edecisiomtad lpaedsme ias nmeomMd,06sas Int I s cor
Cantica sermd®® Thesentiments fothe suffering Christ could have not developed without

Gododos decision to be seen in the flesh; to ha
a divine, yet suffering | oaoricerninresxmetaphysal cont e mp
hybridty,d e monstrated through CirPeusHomwihth@ si ti on of
frontispiece, the Crucifixion from the Gospels of Countess Judith. At the core of this
Jjuxtaposition, Southern claims télmwasin[t] he pi
becominga monk at Bec and before he had written any of the Prayers and Meditations, which

are so full of this compassion. The artgirking in a monastery far removed from any strong

theological impetus and remote (it would seem) from the ceotel@votional nnovationhad

reached the same position as St.eédmswas led to by his monastic experiences and theological
speculation®'’® Face to face, not physicakyt is stressed but spiritually, Anselm and the

artist arrived at the same pointvoéw regardingChr i st 6s humanity; not ex:

though, for the artist expressed their feeling prior toekns

In this part of the MFA, the verbal and visual works that Anselm and the artist created
serve Southern in showing that thetseents he recaygzes were moretlmea n i ndi vi dual 6 :

caprice. It seems as if Southern works with two presumptions here: first, that the expression of

169 bid., 233.
170|pid., 237.
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those sentiments in varied media, by people who did not belong to the same circles, attests that
something n t hei viec od diercitt 0 or Aairo existed at tha
unmaterialistic mentality mawoeksvallnsel mébs and
representations of a fundamental change in the medieval perception of the self.d3ow do

Southern markhe geography of those mental changes? In the sentence referring to the
frontispiece, Southern writes that the artwor
tenderness for the suffering Christinf@® n qu e st E n gllowing denténceherdatéesh e f o
the fApictur ed mbsexpeidficas:.dis beocomiAgiasnonk at Bec and writing

about the Crucifix. Interestingly, the dating of the frontispiece by two scales: national and
international events; arehi n d i v lifel enable® Smthern to anchor his MFA to the macro

and micro levels. While the macro level only hints about a political context, the micro level is

based on Anselm, the author of the verbal source, rather than on the artist, who produced the

artwork.

Is the attributia of the micro level to the author instead of the artist, when dating the
artwork, significant? Does this influencetgp i st emol ogy of the MFA? An
fact, a rhetorical device that Southern uses to connect the verbasaaldsource this part of
the MFA, and equallpetween the different placederethose primarysources were produced.
On page 232, five pages beforestmultiform juxtaposition, Southern introduces a few
expressions of the sentiments for the humanity of Chrigteddyy French theologians. Then he
writes: AThese feelings of pious compassion w
century, at théime when Anselm was wandering through France before he found a resting place

at Bec. He was deeply affectedthygm, and in his earliest writings he gave these feelings a more
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poignant expression than t hé>yonseautieqgeoteefr had be
Anselm, in Southerndos text, is the passage 1in
t hatchm, 0 but also serve as a model, for terms
Sat hernds repetitive ueste 00 fb yi agrunost,i on gi hAannsdesl om, a n
had changed in medieval art (as demonstrated in the illustratitims MFA) constitutes a theme
thatmoves acrosg e r b a | and visual media. Ansel més wand
on the other hand, s& Southern as a temporal and geographical framework, that encompasses

both verbal and visual sources. The ative that Southern suggests for the sentiments for the

suffering Christ is constructed through terminological and visual leaps, that steahoefand

with Anselm- move to England, and from therevi t h t h-go afithel countries in

western Erope.

Unl i ke Southerntés treatment of the-English
half of the eleventh century, his exploration of tivelfthc e nt ur y A Eur opeanodo sou
on visual materials only. Fdrim, a comparison between the Aabyldhe Tristrup crucifixes
which, between pages 240, are also facetofaece ndi cat es that dA[e]l sewh
i mpul ses camas momey sfiawliyvwed with the flood ol
twelfth centuryd!’t Apparently, Southern assumtixsit this comparison can hold an argument
about mental occurrences throughout western Europe, from the late tenth century (with the
earliest visial expressions of the compassion, in England) until thetwetith century.

Sout herndés wi t hsthgversehdnd visualosaurcgsyirktiie dapt part of the MFA, is

171 |bid., 238.
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accompanied by anothemterrelated methodological discontinuity; the shifom a

combination of international and individual scales to a-saléonal one. The geographical scope
throughwhich Southern develops his MFA is diminished once the international level and
individuattraveling creator are left out of the argument; #iiarp change of scopes, even if the
earlier scope is | ogi cal | gbouttmpmedevalsetf,tas weakens

reflected in the sentiments for the suffering Christ.

Considering thg@ointsthat have been raised abpaad the fact that Scugrn discusses
the Aarmso and Afeeto of the Tristrup Crucifi
the illustration, make me think (agaialpout mydecision to explore MFAs through the
illustrated discourse on praodern individualism. The arhd science of putting together
historical sources of different kinds to show that something abstract and slushvas the self
was characterized by certain traits and tendencies is a challenging task. The challenge is not only
in the recognition of comonalities or causalities among the diverse sources, but also their
arrangement in a comprehensible manner. Téation of MFAs on prenodern individualism
requires the historian to observe contemporar
with other agencies in the industry of knowledge, find a way to share their observations. While
doing so, the histaan who creates MFAs faces endless possibilities as boundaries and

limitations (Fig.2.117).
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Chapter 3 Personal Portrait: Multiform Ar gume

Self"

AThe Search f or ttheeighSchaptéroiMo s r thd@ssolvepywofr t h o f
the Individual 10501200.Throughout itsthityo ne pages, and similarly t
discusses themes that reflect tise of individualism during th®iddle Ages.However, the
MF A f r o nwer@lyzedaomcentrates on religious thought and sentiments in relation to
Christ, while the MFATom A S e a wecahafyzdooks at verbal and visual depictions of
monarchsAccording to Morris, after the beginnimg the eleventh century, representasioh
individuals shifted from showing their symbols of rank and status to representing their particular

look. This kind of representation could be achieved through careful attemsiofy to facial

details therefoe , Morris distinguifhmerss dbredlwepar thpairtt & a
the | atter 6s emegieva imterestoimthe adecifitith af theniredwidual. This new
Anaturalisticodo style, accordingohbeiMporasies@

vision, that startedtodispta a fAmoder n way of amlwasiexprgssedime hu ma

both writing and the fine artg?

A S e a r adivided into $our titledsubchapter A Know yoursel f; 06 AConNni
AAut obi ography; 06 and AThe Port r achaptesbelpMesr ri s 6 s
define the space of our own analysis of the multiformity of his text. Since akftworksthat
Mor r i s us eoshe tombsldb 8f&RadolfoohSuabia (Btseburg Cathedral); enamel

plaque of Count Geoffrey of Anjou (Museum at Lerddg head of Frederick of Barbarossa

12 Morris, The Dicovery of the Self 108(20Q 90.
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(Cappenberg); and the tombs of Henri Il and Eleanor of Aquitaine (Abbey Church of

Fontevraultar e addressed in thealidstdo svebawhdpt ero,ncfeh
subchaptet’® The four illustrationsit should be notedare not displayed within the pages of the
subchapter, or the chapter forthatmatteu t r at her i n the consecuti v
and Soci etiy,go ewhihleeg fpaaagge 126 or 127. Our anal
Morris cqoes with the challenge that he set to himself; to show that duriredetnenth and

twelfth centuesa movement towards finaturalistido and
individuals took placeAc | ose reading and observmeand ba of th
especially hypothesizing implicit and indeterminate MFRglicate that Morris is not entirely
convincedhatthe conceptual framework with which he approachesturces aligns with what

the sources show.

The main methods involved in hgthesizing implicit and indeterminate MFRs, in an
MFA that wuses explicit MFRs, h otherefdte¢ghen di scus
following analysis will explore othaspects of multiform argumentation and their
epistemological impagfor exanple, using explicit MFRs that employ footnotes to refer the
readers to the images, and printing the illustrations rotated 90 degrees-ctaokeise. Thus
without further adolet us begin by highlighting in green the referring poles of the explicit MFR
in AThe Portrait -94 awlihe refarrecapoles whiah arp @ ghe gages 0

between 12@7 (Fig.3.1).

173 |bid., 86-95.
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..,.....c., afer the middle of the twelth century, we find

90 The Discovery of the Individual

1260, therefore, there lies a from a portrai which
concentrated on hierarchy and station, w one whlch was keenly

aware, at least on occasi of p
The twelfth century saw a distinct shift in the vmul arts to-
wards scmnu\nty to nature, and 2 more chnnctcnsucnlly modern
way of mng the hum-n form, Ottonian art had made its impact
, and colour. While these devices
were by no means ab:ndoned more stress came to be placed
upon the human form and features. The idea of kingliness was
conveyed through the nobility, benevolence, or severity of the
figure's expression, as in some of the sculptures of the new Gothic
cathedrals. The figure of Eve, carved at Autun before the middle
of the century by its great sculptor Gislebcn, has been called the
first seductive female in Western art since the fall of Rome, and if
thcclumualargem, neomnnugooddulofuuth ‘This move-
ment panicd by a delight
in personal gestures and in pmmc idiosyncrasies. Scribes might
on occasion become quite skittish. About 1150 Hildebert, a lay
scribe working at Prague, sketched himself and his apprentice
Everwin in two manuscripts, in one of which they are chasing away
a mouse which is stealing their lunch.*! It would be too much to
call these lm.lc dnwmgl personal portraits, but they dupl:y the
in and cir which is a

" The but ﬁcld in wl'uch to look for formal portraits in the twelfth
century is in ial- or tomb. Such pi are
nmully unk.nown before 1080, but from that time they become

ly more In the ¢l of the Abbey of

Moissac was placed a lculpnn'c of Abbot Durand, who had been
ible for b g there. It was probably executed

alttle before 1100 and therefore some twenty years after his death,
but it is a clear and naturalistic carving, One can only guess whether

'muwlnmymywdenydutlhponmnolmpommm

w0 large of & bolic of their

status, Thchmrgmlmddmmmmmtohhemmthumﬂy
beenlhemb)edofun‘ ing study by K. Hoffi

herbild (Dsseldorf 1968). The conti ‘Vi'lllf‘l

?luumdoumadudolhemblhtyo(lhameyelwpew
jeatures

The Discocery of the Individual
of weakening humanist confidence helps 1o

The Search for the Self o1

it looks like the original Durand, but it is worth recording Lh.lt (hc
great art critic Marcel Aubert ded it as

2 pcrsoml portrait. 4 From llm umc onwards we find a series of
enamel p ig as ials, which some-
times carry Iauda!ory lmcnpuons and dcpu:! faces of great in-
dividuality, such as the formidable portraitof Geoffrey Plantagenet
(d. 1151)® now at Le Mans. Late in the century there is apparent a
concern to record in a natural and way the cir

of a funcral. It is likely that Henry 11 (d. 1189) was the first king of
England to be carried to burial, not under a pall, but with his face
uncovered and his body clothed in coronation robes. The tomb
figure at Fontevrault} shows the king lying in his robes of state, The
effigy of King John (d. 1216) at Worcester?? is still more clearly a
case in point, for when the tomb was opened the skeleton was
found in almost the identical, and distinctive, position of the
sculpture. In a number of ways, therefore, interest was demon-
strably shifting towards naturalistic representation and the depic-
tion of individual characteristics. It is more difficult to say how
far this had led to personal portraiture as 1 have defined it. It may
seem a matter of common sense that, when portraits become more
individual, the artist must be depicting the actual app e of
the person concerned, but in making such an assumption we are
perhaps misled by the approach of our own age. The portrait
of Geoffrey Plantagenet is distinctive enough, but it is not clear
whether the artist intended to provide an “ideal" representation
of his forceful subject, or whether Count Geoffrey did in fact
have just such hair and features as we see in the portrait. The tomb
figure of Henry IT at Fontevrault shows him as younger than he
was at his death, and that of his consort Eleanor of Aquitaine,
who died in her eighties, is that of a middle-aged woman. If they
are personal portraits at all, they are romanticized ones. In other
words, a naturalistic or individualistic portrait is not necessarily
a genuinely personal one in the strict sense, although in many
cases it may be.

The personalization of the portrait can perhaps best be illustrated
by considering two portraits of German kings. The earlicr is the
tomb figure of Rudolf of Suabia at Merseburg.] Rudolf had been

® Plate =. 1 Plate 4. 1 Plate 1.

cause of reform and confidence in theic own prospects. Perhaps B
= Sece by princples secure  Cam per cetas methodes
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Fig. 3.1 Double spread 991, Plaes 1,2 andAMor r i s 6 s
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The highlighting of the referring and referred poles of the three explicit MFRs points out
several phenomena that we hawe¢ encountered thus far in our analysis. Most noticeable is the
division of the explicit MFRs into twatages: first, an expliciteferring pole from the main text
to a footnote; and second, an additional expfieiéerring pole from the footnote to theptan.
We identify the first stage by a symbol that is written in the main text. It is hard to thetect
principle bywhich Morris locates those symbols within the three referring sentences, although
those sentences convalynost the same kind of informian about the figures shown in the
illustrations.For examplein the first MFR, he locates the symbpolthe middle of the sentence,
after nA(d. 1151), 0 the year in which Geoffrey
locatesitinthe middledfhe sentence as well, but after HAFO
Il'is. In the third explict MFR he | ocates it at the end of the
the tomb of Rudolf of Suabia.iBurther, the referring poles of the explicit MF&® located in
the main text, in a form of a symbol; however, the footnotes to which they refer ajrbist
term APl ated and a number, in addition to an
beginning of the captions, are signified by numberg.ofrthe twestage sequence of these
explicit MFRstakes place betwedhesethree elementsa symbol; sy ol , APl at ed and
and numberEvidently, in this sequence, the referring pole in the main(teetfirst element)
and the referred pole in thamion(the third elementire not even similar, neither semantically

nor visually.

What could the advantage of using this istage explicit MFR be? Perhaps the makers
of Discoverya s sumed that i f the main text. wililtsbe #fc

reading will flow ketter, and it will be more aesthetically pleasant. Nevertheless, the fact that the

159



Ami ddl e poleso are written relatively close t
horizontally rather than vertically, makes themsl@isible and consequentsseffective. At

any rate, in a twastageexplicit MFR, the referring mechanism between the main text and image

is engineered differently. A conventional or
signs: one serves ayole that pushesthedkar s 6 attenti on towards the
the image), and one, in the caption, that pulls that attention from the main text towards itself and

the image. As it happens, the tstageexplicit MFR, that we encounterinSear ch, 0 cont a
addii on all pole that stands between the ficlassic
middle pole manage forces of pushing and pulling?nifahages them both, what is tlagio

between these forces? It would be easier to anwee questions bytrackp r eader s6 eye
movements while they are consuming MFAs with
can reveal the course and the velocity in whi
visual components, as well as d#tpoints of interest, onlwch readers focus, rather than

merely pass. Of course, those and other relevannkmsurements should be part oésearch
paradigmthaenc odes and decodes readersod behavior int

structures, and #ir effectiveness. This padigm is multiform grammar.

MFAs offer the readergariedme c hani sms t o navigate within
visual premisesbased on the terminology and visibility of the MFAs, and conventions of
reading The order of thex@licit MFRs, in thecluste on page 91, is Plates: 2, 4, and 1.

~

According to Morris, Plate 2 displays the #fApo
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Mans!’4 The middle pole of this MFR is the left footnote on the line of the three middle poles.
Thus,the first referring polethat is at the top of the page, correspaidbe left middlepole.

Together they manifest a conventional reading; from top to bottom and from left to right. The
caption that begins with nweteaptions@ndthei s t he 1| o
illustrated page. The plate is on the right side of the page. Thus, both the caption and illustration

go against the direction of conventional readireg, they gofrom bottom up, and from right to

left. This dissonance, between tie¢erring and the referred poles, could have been a minor

problem had the captions been located under their corresponding illustrations; but, in this case,

both captions are clustered treally on the right side of the page. Furthermore, in the main text
Morris refers to the figure that is depicted
caption writes: fAiCount Geoffrey of Anmg ou. o0 Th

that takes placeib et ween t he MFROs pomWwitiathe MFAANder s t he n

Morriso terminology and its correspondence
and the arrangement of the illustrations in relation to his MRfRenceh e r eader s 6 abi |
navigate withirhisMFA. MorrisreferstoPlae 2 as a fAportrait, o altho
il lustrations of the page, the il lustration o
the right, since its face takes more spacdhe overall image, and its expression is more
communicative. Theecond explicit MFR is to Plate 4, which is printed on the page that faces
page 127, while Plates 2 and 1 face page 126.

Portrait ,sethreenMFBs)rgquired flipping more than 30 pages forward toveliber

174 |bid., 91.
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images, as well as a move backwards from the second illustration (Plate 4) to the third

illustration (Plate 1), which is printed next to the first illustration (Plate 2). Obviaihgynove

backwards goes against the direction of conventionalingadiccording to Morris, Plate 4

shows #A[t] he tomb figure of Henry |1 at Fonte
Aquitained’® On the illustrated page, Plate 4 is on the rigié salthough the readers are

referred to it before they are referedPlate 3, which is on the left side of the pagehis page,
nevertheless, the captions are helpfully located under their corresponding illustrations, and the
terms AHenewnblroo&ndgdEL aine, 0 which mre writ
text, help associate the content of the main text with the image. Both arrangements reduce the

effect of changing directions of reading and observing within the same multifterance.

It is important to note that all three plates are rotated 90 eélegminteclockwise, in
relation to the book and the main text; this influences the flow of reading and observing of the
MFA, since the readers would rotate the book 90 degrees clodonsgate the rotation of the
imageslInterestingly, italso addsah al | enge for di splaying the MF
study, since any angle in which we will display the illustrated desjateads will misrepresent
the verbal or visual componeritthe MFA. We have encountered a similar challenge when we
analyzedi Epi ¢, 60 |l ooking for an adequ atecchingathie t o s h
frontispiece. In that case, the question was whether to place the scafroftispiece right or
left to the scan of the referring page. Ultimately, the analysts eft MFAs i n AThe Por:

i n AEpi c o0 uphed@nenathenmgpartaneeoof the arrangement of MFAS in two or

175 |pid., 91.
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threedi mensi onal format s; and ttamangeme, dhatiss 6 behav

essential to their understating of the ideasedded in those MFAs.

Now, let us hypothesize implicit amadeterminate MFRs. We begin the hypothesis with
terms thaneighborthe referring and referred polesthe explicit MFRs that we have already
highlighted in green. As we have done thus fa hypothesize implicit and indeterminate MFRs
by identifying semantic relatedness ihcledesveen t
the main text and captions), and its visual component (the illustrations).aredteee explicit
MFRs on page 9Mwhile the referring sentence of the third MFR continues into page 92. The
first explicit MFR is to Plate 2. Its referring sentencwr i t es: AFrom t his poi-
series of enamel plaqupsobably designed as memoriald)ich sometimes carrylalatory
inscriptions and depict faces of great individuality, such as the formidable portrait of Geoffrey
Plantagenet (d. 1151)*m0 at Le Mans. 0 The middle explicit
caption writes: n2. Enamel(dIpl 2lg)u eMwd e ICro uantt  LGee
In these utterances, let us highlight in blue terms that have semantic similarity. In the referring
sentenceweh i ghl i ght in blue Aenamel plaques; o0 fAfac
the caption niEnmtmeGe @fl farqauye ; of AA™D] ou; 6 and A(d.
utterances, we highlight in red holonyms to the meronyms we highlightdde ; t hese ar e:
Manso and AMuseum at Le Mans. o0 Le Mans and it
pl aqueo of ndeGeativorkiseart,ofdhe place and its collectionar\s
indeterminate MFR, | et Wswildisaydsthat gdakéssampaofr t r ai t

the terms in the analyzed passagieterminate MFRshortly.
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The second explict MFRistoPlate4 | woul d | i ke to consider
embedded in two referring sent(eh8Rwasthafisst wr it
king of England to be carried to burial, not under a pall, but with his face uncovered andyhis
cc othed in coronation robes. The tomb figure a
st al®Bhe® middl e Ap®ll et wr i4t. &s Thie caption writes:
1189) and Eleanor of Aquitaine (d. 12@¥)bey Church of Fontevratl . 6 I n t he ref err
sentences, we highlight in blue the terms: fH
layinginhisrokes of state; 0 and in the caption ATomb
Aquitaine; 0 and A(d. |l d2bé) iBnghandohédFonymsr w
sent encAdeyChaurd hit i n Fontevrault, 0 ightinotahge capt i

these indeterminate MFRs: fnface uncoveredo an

In the third explicit MFR] would like to analyze three consecutive referragyptences,
t hat wreartieeis theftomh @& figure of Rudolf of SuabkiBMerseburgy Rudolf had been
elected antking on behalf of the papacy against the excommunicate Emperor Henry IV. On his
death in battle in 1080 he was regarded by the Church as a martyr, and received a bronze
memorial upon his tomb, a tribute which may well havenhggque at the timg’’ The middle
pol e wPiltaee: 170 The c agabof®udolfwirSusta €ds1080)i 1. T o mb

Mer seburg Cathedral .o In the rteédremsi nfgt cmmt feing

%] prefer to consider two sentences as the Areferring
explicit MFR, Morris locates the referring symbol after the yeawlich Geoffrey Plantagenet died, and in the
second MFR, he | ocates it after fAFontevrault, o where t|

sentenced to i ncl uthreeekplcd MARRe @ pagedl, enhbles i perspetivd trade,|that
helps comparing between them and identify their varied patterns.
7 1bid., 91-92.
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Int he referring sentence of the first expli
indeterminate MFR. Why have we done so? Againreferring sentence to Plate 2 writes:
AFrom this point onward we find a series of e
which sometimes carry laudatory inscriptions and depict faces of great unalitydsuch as the
formidable portrait of Geoféry Plantagenet (d. 1151)* now at Le Mar¥ This sentence
i mpl i es t hadepicfiopofitftaaeé ¢ 0ofi sgr eat individuality.
depiction of Geof fr eyeePn afinotfa ggerneeattd si nfda cvei dduoael si
(or Ahiso) nose, for exampl erpadhveeestofeche fadiah at i t
elementsrein other, varied perspectives. Of course, we need to know more about how Morris
under stdarvd 9 ufagventbgfaredthatbbaged on the comparison between the verbal
definition of #Aportraito (i (ntheimage)srtefmeaningioh g s e

Aportraito i s obscur endetefniinate MFRwe see fAportrait

In this context, it is important teecall that the title of the subchapter thatawecurrently
analyzing is AThe Por eadirgioftthe subchaptdreesedls thaaMoai® n v e n
di scusses the problematicsofotdestenquiipbrita
por t r the tivatedms aignify different degrees wérisimilitudebetween the artwork and the
subject it reresents or depict€® Nevertheless, if we begin the analysis by zooming out from
explicit MFRs, we have tgnore fora timesome of the&eonceptuabr methodological
complexities thathe author may deliberately develearlier in the text. On the otherrith the

continuation of zooming out inevitably lesds tothosediscussios that typically take place at

182 |pid., 91.
183 |bid., 86-88.
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the beginning of thetexAt any r ate, at this point of the a
to the terms fAhandsoilardd §id eaend 0 fne &itEQ i rce foe rWht
to details in the artwork th#éte illustrationdoesnotcovey, fAportraito signif
t he fasesahgrdat ndi vi dual ityo denotes as well, but

the image, desnot seem to represent.

Within the referring sentence of teecondexplicit MFR, to Plate 4weidentifiedfi f a c e
uncoveredo andn fichoordoyn ac indeteimeaie MERINMMY have we done
so?”The referring sentences write: Alt is |ikely
England to be carried to burial, not under a pall, Lth his face uncovered and his body
clothed in coronation robeshTe t omb fi gure at FontevraultA sh
s t alt*accodding to Morris, the tomb figure of the king imitates way in which his body
was presented in the funerilorris does not provide any supportive evidence in relationeto th
funeral. But, more importantly, in the Chronological Table at the beginniBgsobvery Morris
dates the A[t] omb atfillk&®Tagnginto acaocunttRadthetkiaied a ul t o
in 1189, around eleven years before the tomb was creatatgas it imply about the ambition
to Arecord in a natwural and accurate way the
considering the time that pceatisneofdheboml, scaeveen t he
seet he t omb f i gu atall?® mterestingly, theccaptioth of Plgt@4 indicates when

theking and queedied, rather than when the artwork was produ€sdumn 8, in the technical

1841pid., 91.
185 hid., xviii.
BMorris brief

l'y ponders the r ion between the date
he mentions the

el at
scul pture of Abbot Durlbhid,®80. that was ma

167



analysis, examines whetheptions convey information about thiene of the artistic production,
since this is the temporal framework that captions usually inform about. The captions o Plates
(enamel plaque of Count Geoffrey of Anjou) and Plate 1 (tstab of Rudolf of Suabia) also
indicate when the figures thateadepicted in the artworks died; however, in these cases, there is
no additional information in the book about the time of the artistic produdiiermay conclude

that the modification of information that captions usuatipvey may function and be

consicered as a rhetorical device within the MFA, especially when we compare it to what we

accept as a convention.

Furthey Morri s does not indicate if the creat
of both hisand th g u enenandestlf the tomb & the royal couple was made as one piece
around 1200 and Eleanor of Aquitaine died in 1204, it means that the tomb was made four years
before her funeral. It implies that the tombs of the royal couple could have beed oreate
plamedbefore the death dfoth; this suggests that the presentation of the king in his funeral and
his tomb figure are both a manifestation of the same memorial plan. This plan might have
included the presentat i ondoesiotiefereothisunattern 6s body
Nevertheless, at the end of the passage, Morris points out that the tomb figures show the royal
couple younger than thégoked when they died, and that this fact implies that their depiction is

not necess a¥inthy firsh quteof thee dwo eefeng sentences, where the funaal

circumstancear e descri bed, we i dentified the ter ms
coronation robeso as indeterminate MFRs. We d
187 |bid., 91.
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shown n the funeral; if his presentatidiad been designed a long time before he died; or if the

ki ngbs bd&dy gad digure teelhieen designed as two complementary components of

a single commission, antici paidentfigdats he ki ngos
indeterminate MFRBave semantic similarity with what Plate 4 showes, the tomb figure, but

the subject of t hei athissunard, ehick Morris isnplieshneay haven g 6 s b
inspired the artist who created thetomb. Ftolni s per spect iove,ndifidoa yun
clothed in coronation robeso are no other tha
been fAcast , 0aswell adhisteriographscal evell Thesé ideas are like the

possibilities that Albertand God pondered, when they ighged themselves having artistic

knowledge or human flesh; from the outside, not embodying them yet, anzbtiidshot

represent them.

After analyzing the referring sentences of the three explicit MFRs, let us now hypethes
implicit and indeterminate MRs across double spread90. The terms we highlight in blue
are: Ahuman formsaotpfeatupedpdciivtomb; 06 A1080
person concerned; 0 AGeoffrevitombCdunmgtur @eoff f He
AEl®ranof Aquitaine; 06 and ATwo portraits of Ger
similarity either withterms in the referring sentences of the explicit MRiR#) captions owith
images. Within the same analyzed spdlcese are thelrolonyms twélfthc ent ur y; o0 fAvi s u

arts; o Afrom that time; 0 ALe Mans; 0 AEngl and;

and AMerseburg. o The i ndet eremi niasteen sSMFtRsv,i thyi gtho
Amoreccédarsatically modern way of the human f o
Aportrait; 0o Aface uncovered; 0o Abody cl ot hed i
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Adepiction of i ndiewisdounaall cphoarrtarcatietouirBep;d0c S, n@o riep
Aoi deal 6 1r0e pif ewd nutr &tsi ars we see in the portrai
individual istic portrait; o and fApersonal . 0

The indeterminate MFRs on @1 signify several kinds aheaning. Some of the terms
express théwelfth-century movement towards modern outlook and naturalistic depiction, which
Morris points out. For exampl.o®Sonfeexpressi ti vity
Morrisdés questi on wvhhaett hheer etxhpel ovriessisadr s aofog écryesso 1
depiction of a human figure that featueed ndi vi dual 6s characteristi c:¢
i mitation. A[ M]ore i nd¥Thispersonalind sf degictionfisipats s uc h
of thetwelfth-century movement mentioned abovedifinally, some of the terms denote
el ements whose semantic relatedness with the
For exampl e, Morris cl ai ms t hatinsigh@tymbolsi an art
posture and color. While these deas were by no means abandoned, more stress came to be
placed upon the human form and featw’@8Hi s use of t h eisnoemaichedi Ot t on i
by reference to visual forms in the imagEsms that according to Morris, were not abandoned
bythenewtle.l n compari son, Morrisdéos MFRs to the #fn
as the list of implicit rather than indeterminatdMIFRs shows. The argumentative process,
reflected in the indeteimn at e MFRs, | acks t he spropasibonsim s pect

his MFA; had this aspect been more complete and consequently clearer, the MFA would have

188 |pid., 90.
189 |pid., 91.
190 pid., 90.
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amother (Fig.3.3).

90 The Discovery of the Individual

1260, therefore, there lies a from a portrai which
concentrated on hierarchy and station, to one whu:h was keenly
aware, at least on of p
Tbetwdﬁhemmynwadnmnculuftmthcvmdm!o-
wards sensitivity to nature, and a more characteristically modern
way of seeing the human form. Ottonian art had made its impact
through insignia, symboals, posture, and colour. While these devices
were by no means abandoned, more stress came to be placed
upon the human form and features. The idea of kingliness was
conveyed through the nobility, benevolence, or severity of the
figure’s expression, as in some of the sculptures of the new Gothic
cathedrals. The figure of Eve, carved at Autun before the middle
of the century by its great sculptor Giulebcn, has been called the
first seductive female in Western art since the fall of Rome, and if
th:chxmunhtgconc.nconmmagooddnlofumh ‘This move-
ment panied by a delight
in personal gestures and in pnvw: idiosyncrasies. Scribes might
on occasion become quite skittish. About 1150 Hildebert, a lay
scribe working at Prague, sketched himself and his apprentice
Everwin in two manuscripts, in one of which they are chasing away
a mouse which is stealing their lunch.** It would be too much to
call these lmlc dnwmgt penona.l portmu, but they dnplay the

in which is a

" The bcn ﬁeld in which to look for formal portraits iw
century is in memorial- or Such pi are
vmu:ﬂy unknown before 1 but time they become
ly more In the cloi of the Abbey of

Moissac was placed a wulpnue of Abbot Durand, who had been
ible for g there. It was probably executed

alittle before 1100 and therefore some twenty years after his death,
but it is a clear and naturalistic carving. One can only guess whether
"m-unotmnnyvuywdcnythnheponmuufmpommm
of imagery, symbolic of their
mmwmmdmnxmm:dwmthumﬂy
bc«l the -ub)ecl of an mzmmz -mdy by K. Hoffman, Taq/xy-baﬁk
ittelalteriss H £ 1968). The inued vitality
:lmuuydoumte::hﬂolhwuiblhydukmreyepremnﬂ
catures.

The Search for the Self 91

it looks like the original Durand, but it is worth recording thnt the
great art critic Marcel Aubert ded it as

a personal portrait.** From this time onwards we find a series of
enamel plaques probably designed as memorials, which some-
times carry laudatory inscriptions and depict faces of great in-
dividuality, such as the formidable portrait of Geoffrey Pl

(d. 1151)® now at Le Mans, Late in the century there is apparent a
concern to record in a natural and accurate way the circumstances
of a funcral. It is likely that Henry TI (d. 1189) was the first king of
England to be carricd to burial, not under a pall, but with his face
uncovered and his body clothed in coronation robes. The - tomb
figure at Fontevrault} shows the king lying in his robes of state. The
effigy of King John (d. 1216) at Worcester!? is still more clearly a
case in point, for when the tomb was opened the skeleton was
found in almost the identical, and distinctive, position of the
sculpture, In a numbcr of ways, lhenfore. interest was demon-
strably shifting ion and the depic-
tion of individual characteristics. It i is more difficult to say how
far this had led to personal portraiture as I have defined it. It may
scem a matter of common senge that, when portraits become more
individual, the artist must be depicting the actual nppelnw of
the person concerned, but in making such an assumption we are
perhaps misled by the approach of our own age. The portrait
of Geoffrey Plantagenet is distinctive enough, but it is not clear
whether the artist intended to provide an "ideal” representation
of his forceful subject, or whether Count Gcollvy did in fact
have just such hair and features as we see in the portrait. The tomb
figure of Henry IT at Fontevrault shows him as younger than he
was at his death, and that of his consort Eleanor of Aquitaine,
who died in her cighties, is that of a middle-aged woman. If they
are personal portraits at all. lhey are romanticized ones. In other
words, a Tists listic portrait is not nccessanly
a gcnumcly personal one in the strict sense, although in many

or individ

n perhaps best be illustrated

by considering $Wwo portraits 5. The carlier is the

tomb figure of Rudolf of Suabia at Merscburg.t Rudolf had been
* Plate 2. t Plate 4. 1 Plate 1.

been more effective, demonstrating the tension imbedded in moving from one artistic style to

Fig.3.3Doublespread9091, Morri s o

Theanalysisof the double sp@d 929 3 s hows Morri sés and South
argumentative and rhetorical styles, employing sentences tuadpreferring sentences.

Focusing on page 92, we have alreadglyzed the explicit MFR to Plate(tomblab of Rudolf
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of Suabia), a# is manifested in three consecutive senteribasbegin on page 91 and cross to

page 92The MFRtoPlate 1 n A S ermainds rhe®f the eluster of MFRs on double spread

23839 in AEpic. 0 The -98enyf Siethasecomnl putafttAaree er of 9.
referring sentences of an explicit MFR, and the left top corner i¥8238n i 5 p preparing

sentence foan explicit MFR. It means that there is a relatively high number of referring poles of
implicit MFRs in the left top corner of both douldpreads. The main difference between the

two is theargumentative stylef the sentence that precedes the explicRMF | n A Sear ch, o
AThe personalization of the portrait can perh
Germanking®®l n AEpic, o0 it is: fAln Denmark, for ins
strong, the miektleventh century figuseof Christ on the Cross gave a powerful local

interpretatiorto the theme of the triumphant Prin€’l n fiSearch, 0 t e number
sources used in this argumentative move is clear, as well as what, according to Morris, the two
portraits illustratei.e.,Ai[ t ] he per sonalization of the portra
number of visual@urces on which the MFA is basecdhist conveyednor what according to

Southernthe Danishfigures of Christ on the Cross represént at her t han #Agi ve ir

too) .

Of course, th@reparing sentence \gitten in a context and we cannot igndne fact
that it follows other sentees and MFRs of varied kinds. Indeed, as the analysis of that section
in AEpicodo shows, MFAs camnybe,cwhenrtuvtered isnca

Athen slowly;o fAfrom thtits [pé]i nunt[iél][ &Jod |loemesd tt

Plpid., 91.
192 Southern;The Making of the Middle Age&38.
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one primary source to anothd? Thus, sentences that surround explicit MFRgluding the

preparing sentencemight introduce a kind of vagueness into the MFA that is inherent to the

Abl i nd s pot s &tory that thehhestoriamcbrayverimalgand visual means. A

different rhetorical style mareduce thi¥ aguenes s . For example, Morri
the two visual sources (the kingso pornldsr aits)

-in the readear yo0 emwi md t he MFAOGS next argument :
think that fvaguenesso is a rhetorical and ep

costs; it can be an inevitable stage within the argumeatatocess and, in some cases, efuls

device to attract readersodo attention. On the

to sweep problems under their fAcarpet. o

In any eventthe style of a preparing sentence for an explicit NiifiRences the
relations between the MFR @the MFRs that follow it (in a reasonable space and time), and
subsequently, their analysis. Frea mpl e, due to Morri so6s¢heown <cl ar
tomb-slabof Rudolf of Suabiagnd 3 (head of Fredek Barbarossa) demonstrake same
historical phenomenon, prido his discussiomf them, it makes sense to analyze the double
spread99 3 i n fAiSearcho by i mplementing a convent.i
which Morris discusses Plate hychonly after finishing this analysis, tarh to the space in
which he discusses Plate 3. Conversely, the analytical method we implemented in page 238 in
AEpi co was to zoom out from the referring sen

the mge by a systematic conventional readibgnplies that as we analyze different MFAs, we

193 |pid., 23839.
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approach the space between their explicit MFRs differently. The varied rhetorical styles of
Southerndés and Morrisdés MFAs, priatottheirexpligieci al | y
MFRs, require adjustménf the analytical tools. Therefore, since the third explicit MFR on the

|l eft top corner of page 92 in ASearcho has be
the main text that follows it until we enaater the fourth and last explicit MFR, timis MFA.

From there, it will onlymake sense to analyze the rest of the MFA, that ends with the whole

chapter, on page 95.

In relation to the third explicit MFR (to Plate 1), we highlight these meronyms indilue;
are on page 92: nhombponhkiovoghARudobf imemor i al
Awhose; 06 ARudol f; 6 fibronze casting; 06 Abody; o
Aface. 0 We highlight these hodeaymsfiohiedlr#f

Areactionepofndmodbke o©f mkingship; 6 and fiel even

identify as indeterminate MFRs: fdApersonal <cha
Aabstract | inear tegcomposiipiooweyr d ufinadadr anloivs ni «
Aper sonal character. o0 Let wus also highlight i

(to Plate 3) on page 93, and its referred poles on the illusprated(Fig3.4).
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Fig.3.4Doublespread 2-93, Pl ates 3 and -

Before we move on, Momrniagd @s i ssevoa ft ht lae tteett
Aimemorial 0 we have encountered is on page 90,
look for formal portraits in the twelfth century is in memor@tombscd pt ur e. 0 He poi
the sculpture of AbbotDulat as an example of such an arti st
on page 91, where Morris writes: AFrom this t
probably designed as memorials, which sometiarey laudatory inscriptions and depict faces
of great individuality, such as the formidable portrait of Geoffrey Plantagenet (d. 1151)* now at

Le Mans. o The third fimemorial o i s about Rudol

in 1080 he was garded by the Church as a martyr and receivadr@zk memorial upon his

tomb, a tribute which may well have been uniq
relation to Rudolf, and al so used ononpfage 92:
that ideal of chivalry which sawthewarrr as Godds sertheat . 0 Unl i ke

Aimemorials, o the fourth comes after a quote o
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signifying a written rather than visual expression. Although Mosrigniclear regarding the
physical context ofthenis cr i pti on, after the fourth fAmemor.i
Rudol féds tomb figure, he claims that A[i]n th
emphasis, not on the symbols of kingshig, fiather on personal characteris@it¥ What cout!

be the rhetorical and epistemological role of
both Averbal atamrd afcie® RipiRored sbift smaothly hetween

sources of different semiotic systems that sebm t h e fre. &pistemologiealty, it allows

him to presume that if the verbal memorial depicts its subject as bearing a certain style, it would

make sensetoegpct t he vi sual memorial to do the fisam

Let us now hypothesize implicit and indeterminate MFRs betwetast sentence we
analyze on page 92 and the end of ASearcho on
at the bottom of page 92. Therefargy s ent ence to Pl ate 3 writes:
should consider is the famous Cappenberg heyaicsenting the Emperor Frederick
Barbarossa.*0 The middle pole writes: APl ate
relatiorshipbetweenfte circumstances in which the artwork was given by Barbarossa to Count
Otto of Cappenbergnthe onehandgd nd Mor ri s6s approach to the a
imbeds,on the othef®> We will not analyze the content of the footnote, since this stuadglyn
focuses on the verbal componeexpressedh the main text and captions; however, we should
mentionthat this is the first case in which we see a middle pole of an explicit MFR functioning

as a NAregul arap tfioomnt nndt ePHeadidElere8eriok Barbaressa:made 3 .

194 |bid., 92.
195 |pid., 93.
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1155/ 71. Cappenberg. o0 These ar gsertém@mamier ony ms
caption: ACappenberg head; 0 AEmperor Frederic
Barbarossa. o0 The holoagpms7avbeaaldl iCappbabeanpgt
highlight Aportrait, o i n t hvR Thefeasorrwhywekeee nt e n
identifying fAportraito and related terms as i

this analysis.

Let us cotinue hypothesizing implicit and indeterminate MFRs until the chapter ends.
On page 93, we highlightinlole t hes e megiofnty;ns : i Friad er ific k; 0 A hi
AEmpepoofistand; 6 Aface; 06 Amouth; 0o Aeyebrows; o
Ahaircut; 0 ARudol f of Suabia; o Athis; o0 ABar ba
holonyns , t hat we highlight in red: #fACappenberg; @
| ordship over the imperial cifittyh;ed ti bnes tos Tdfe |
indeterminate MFRs highlighted in oramgeée ar e:
Aportraiture; 0 fAsyymmlaita;r@alficcdanwe rsttiacmmdagloi nt ; 0
Aretransformation; a; dDabhsnhdaei daatl tchaeacter sbD
Apride of birth; o Akniimgdituyiydwedle gtamaiet; ® difafdhadr

portrad3f®.o (Fig.
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0 The Discovery of the Individual

clected anti-king on behalf of the papacy against the excommuni-
cate Emperor Heary IV. On his death in battle in 1080 he was
regarded by the Church as a y and received a bronze
memorial upon his tomb, a which may well have been
unique at the time. An inscription told of his virtues:

In this tomb is buried King Rudolf, who died for the law of the
fathers, and is rightly to be mourned. No king since Charle-
magne was his equal, in counsel or battle, had he but reigned
in time of peace, Where his men triumphed, he, war's sacred
victim, fell. For him, death was life. He died for the church.

The memorial marks a stage in the definition of that ideal of
chivalry which saw the warrior as God's semmt.l also lhows the
“Yeaction of the men of the time to som
highly unusual. was not simply a ngship, for
hie had intervened in the cause of the Church against the anointed
king. In this context it would be natural to expect a visual emphasis,
not on the symbols of kingship, but rather upon personal character-
istics, Commentators have differed on whether the bronze
should be regarded as a personal portrait. While powerful,
also clumsy: the body incised flat wt, the alone given
three-dimensional treatment, the! treated as a curved
line. On the other hand, the special treatment of the head presum-
ably reveals a particular interest in the features. The artist saw the
jn: in the abstract fincar terms which naturally appealed to the
century cye, but handled it in such a way as to produce a
powerful and moung composition. It is tempting to accept the
view of Hubert Schrade,* that we have here an attempt at a
personal portrait by an artist whose vision still did not extend to a
tru]y naturalistic rendcnng He is, I think, uymg to present the
of an indi ugl h these f ; whether thcy
in any way ble the actual physical of the histori
Rudolf cannot be decided, for no other poﬂmt survives which is
of any use as a check. The very p of his si
tempts one to think that it may have been expressed by a real
approach towards a personal portrait, but to say so is to guess.

Frederick's lord:

The Search for the Self %

head representing the ‘rederick Barbarossa.*

rom Frederick to his godhther, Count Otto of

Otto, having joined the monastery there, subse-

quently gave the head to the Church to act as a reliquary, describ-
ing it in his deed of gift as “made in the likeness of the Emperor”.

The survival of a piece of treasure of this sort is unusual, and the

haduumquemthalfl:o:;peoﬁuuf ymdmbeapomumt::onc

pamcuhrpemn and these facts its importance in the history

of portraiture arises. It was nude of gilded bronze between 1155

and 1171, It has consid of the symbolic, and also of

the eonvennoml Th: stand probubly mprucms Rome, and

ip over the ir l city. The

of lhe

idered from the lists dp are i

the. o0 small, lh:eyubmn are strict semi-circles, and :hc
tight of hair are not realistic. The band or fillet is imitated
from the Roman emm and so is the distinctive
haircut, All this having been said, it is also obvious that the general
approach is naturalistic, and that the transformation of an s abstract
and linear vision into the p ion of individ
which was perhaps beginning in the portrait of Rudolf of Suabia,
has clearly made great progress. We can see here a man who com-
bines pride of birth with that knightly clegance and affability

which was increasingly valued in the society of the time. The man
who designed this portrait certainly liked to depict individual
traits of character. Can we go further and say thatthisis a genuinely
personal portrait, that Barbarossa really “looked like that''?

A comparison of the head with other portraits of Barbarossa
is inconclusive in its results. The very fine set of imperial and
royal bulls and seals, probably designed by the outstanding gold-
smith Godfrey de Huy, do not give much facial detail, and defeat

'Phu; For a full di with details of 1i see H. Grund-

Der Cappenderger Barbarousakopf und die Anfange des Stiftes
CW (Cologne 1959). Some scholars have held that the bust was &
punly penanul gift, vmhoul political or liturgical significance, and that

may be ded as an individual likeness and
more. This view seems o me mddmnble (-«. I’or example,
K. Hoff P bolik im mittel 1d (Disseldort

1968) pp. 82-8) and in the text 1 have taken the more cautious position

The second portrait which we should consider is the famous

. M‘%ndwﬂ. 1204)
of

Barbarowss

Made 1155571

3. Head of Frederick

Fig. 3.5Double spread 393,

Pl

that there is & mingling of
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Daly calculated— se disparari,
wn do you leave only man's n".mlhlhmn
Nature dalocated?

Since by principles secure  Cum per certas methodos
And Law's even reign et leges eternas
You oumb-ne the dements | dloneid soples

Gt be tha o bimaelt e, ,.m.,_..
You alone disdai ‘modo spernas,
And for his good government Pt

No eoncern retain? cura non gubernas.

This poem is a particularly interesting example of the way in
which the men of the twelfth-century Renaissance used the ideas
of the past, but reshaped them to give them a new effect. The
contrast of natural order and human anarchy comes straight from
Bocthius’ Consolation of Philosophy,® and indeed was a common-
place of both the ancient and the contemporary world. But in
Walter's hands it has gained a peculiar directness. The style,
R o S remains simple and close
the vernacular, makes the verse a direct challenge to God, and
s significant that while for Bocthius this sense of conflict was
one which he transcended with the aid of Philosophy, for Walter
it remains the truth about the world. The individual is calling God
to answer for the imperfection of the worl
Walter could make sense of this situation in only one way: by
achaolog. So gros  disrupton o right orde I the Church
must indicate the coming of Antichrist and the
.ppmdun;gndnmlmu.p It is at this point that we realize
how much this thorough-going humanist had been influenced by
the ideas of an earlier generation. He is confident, as Odo of
Cluny had been, that he can sce in the perversion of order the
signs of the end. Walter apparently died a leper, an outsider in the
erucllest sense. In one of his last pocms he was, however, con-
cerned, not with his. airtine, s with thetazoph
of false values which heralded the end of the world. Its final,
~ biting couplet was dirccted as ever against the carcerists whose
greed had destroyed the hopes of the humanists:

5

ates 3 and ¢
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Now, let ushighlight the meronyms on double spread®8 . These ar e:
ABar barossa; 6 Acurly hair; o0 fAattribute; o0 Ait;

eafbpad; 0 Aface; 0 Aeyes; 0 Anose; 0 fAdbkad d; 0 n

=]

~

ACappenberg portrait; o fAitssouliwbukeo®foaandOon |

N

Within the same space, we highlightinredtheslen y ms : A Fr edér imkéarchign
Aknight; 0 Athcenperiyoad; an dnaivenwe eighlmiy @ orangeAnd, f i
these indeterminate MFRs: fApersonal portraits
striking nose; ® fiiipee &loond;edc diedsigmpiepmiial 6 hair st
of this kind; oifaahemnoondrassital of mthis; o Am
treatment of the portrait; o fidetails of appea

(Fig. 3.6).
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Fig. 3.6 Double spread®95,Mor r i sbs
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94 The Discovery of the Individual

us by their very excellence, for they were retained in use, not only
throughout Frederick’s reign, but also, with minimal adaptation,
for the wax seal of his successor Henry VI—a fact which warns us
that, if the personal portrait was possibly in use in some forms of
art, it was not considered obligatory on official seals.*® The seals
do, however, show Barbarossa as having curly hair, an attribute
which also app on the ar liquary of Charl and on
other portraits, and which is sufficiently unusual for us to accept it
as a genuinely personal feature. Other portraits also confirm the
general facial type, and particularly the long and striking nose, but
their evidence is not firm gh to come to a secure conclusion.
More convincing is the series of literary descriptions of Frederick,
in particular that of Rahewin:

He had blond hair, curled a little way back from the forehead.
His ears were barely covered by the hair over them, because
(out of reverence for the Empire) the barber kept short the hair
of his head and face with regular cutting. He had sharp and
penetrating eyes; a fine nose, reddish beard, a small mouth with
well-shaped lips, and his whole cxprewon was happy and gay.

Rahewin was undoubtedly selecting those fi of Frederick's
appearance which were nppropna!e to his idea of him as a monarch
and a knight, and if the Cappenberg head did not exist, one might
even be sceptical enough to regard it as a purely ldul descnpuon
The sxmlhnty between this passage and the C
however, is so close that it u impossible to doubt llul both are
personal descriptions of the same individual, and it is particularly
interesting to observe that the “imperial” hairstyle shown on the
bun, whlch we might otherwise have supposed was an artist’s
iscence, was in fact affected by k

The head is unique in its kmd in that both the
work of art itself, and the name of the subject, have survived.
Were there many personal portraits originally in this period,
now lost to us? It would be incautious to assume that they were
ever very numerous, Frederick was particularly likely to inspire
a work of this kind, and there are more verbal descriptions of his
appearance, and more portraits of him (though none of them the
equal of the Cappenberg head) than of any other twelfth-century

The Search for the Self 95

figure. He also and the head was
one of the results of this. Even in Hohenstaufen circles, as we have
seen, seds dxd no( necessarily benr a personal portrait; and the
isive as to wh tomb-sculptures were yet
personal ponmu A safe conclusion, although it may err on the
side of caution, would be to say that the twelfth century saw a
marked move towards a more individual treatment of the portrait,
which began increasingly to display details of appearance and
personality. In certain circles artists arrived at a genuine personal
portraiture, and in the head the age has left us a
record of the appearance of one of its most remarkable men.

A T laaas e

Morris describes th€appenberg head throughout page®953using his own words as

[ as those of

the | ikeness

of t

contemporar.

h e

es,

Emperor, 0 asnd

Count

Otto

Rahewi

appearanc&® He dso refers to studies of the artwork by scholars H. Grundmann and K.

19 |bid., 91 and 94.
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Hoffmann.The i ntersection of Morrisdés own descript
contemporaries raises an interesting question abophtfscality ofthehead, and its abtly to

help assess tr@milarityb et ween t he head and Frederick. The
MFA made us aware that the caption of the head does not inform the r&iaciettbe artistic

techniqueby which the head was made. Irgstingly, while Moris does indicate that it is made

of gilded bronze, in the main text, the captiamhich is right under the illustrationn s fisi | ent 0
about the material aspect of the wétkBut the technical aspect is not solely about the materials

from which the artwdeis made, but also about its measurements. The analyzed MFAatoes

mention the measurements of tbar artworks it is based on, and in my opinion, this affects its
epistemol ogy. Clearly, Mor r essingiifthe Cappderg i ous o (
head is a fApersonal portrait,o a reli¥hbhle rec
his assessment, he turns to verbal sources that describe Frederick and to artworks whose

depiction of an Emperor may represhirh (without displayinghem).Morris assumes that a

comparison between the varied representations will reveal possible repetition of certain
characteristics which in turn- pointsout a common modeHowever, the head has at least one

feature that may indicatan attempt to create an artwork that imitates a human head, and that is

not revealed by comparison between different sources, namely, its measurements.

¥'For Morrisodos description of head, see ibid., 93.
198 pid., n *.
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Art historian Thomas Dale indicatestfieBar bar ossadés head is | ess
s i Z2%Since weknow that Morris has photographed the image in Plate 3 (as indicated in the
list of illustrations), we know that he observed the head directly, havirapfi@tunity to assess
i t s 0l ihkedakieginso cansideration a lfgze head. Furthermorthie measurements of
the facial details of the heaahd their proportions one with another edso attesthe ambition
to imitate a fAireal face. o0 The pdpyxhingiaffomty of
different angles and measuriitg seveal parts these will preserviss threedimensional
character. Tde sure, Morris is aware that the size of an artwork can be factor in assessing its
imitative mode, as he states that manuscriptl umi nati ons, seal i mages
toprovile a per s o %t makesisénsenodnsplemedt that principle, while examining a

threedimensional representation as well.

We reached the end of t hec hsauwh cehra $iitcgera r ficThh. ed
began our analysis with double spd 9091, let uscontinwe hypotheszing implicit and
indeterminate MFRs in double spread@Band then 8&7, where the subchapter begins. By
doing so, we areooming out from the cluster ofdHour explicit MFRs, as well as
implementing conventional aging, within the scans of the doulsiereads. Nowlet us highlight
in blue the meronyms on double spreaeB88 . The only term identified

figures. o Withimi ghlei gshatmei rs praecce ,t hvees e hol ony ms

¥pDal e, ARomanmtguéeésSoullple The head i.FeddFrdderitky it s base
Barbarossa22. | have looked at a few studies of the head; all of them convey information about its height, but not

about other measurements of its volume. Additionally, rabieimages show the head frontally. | am wondering

if those measurements and reproductions render the head from-dithessional object into a twdimensional

idea of it. The discourse seems t o fufhliteahe¢asiyaudfurthes own m:
information about it by verbal, numerical and visual means, while it uses-ditvemsional format.

200 Morris, The Discovery of the Individual 10820Q 88n*.
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88 The Discovery of the Individual

We must admit from the beginning that it is not possible to be
certain, with any portrait before 1200, that it is in our sensc a
personal study.® It is this uncertainty which accounts for the
extreme variation in views which have been expressed by modern
writers. One position is that of Harald Keller in a study with the
uncompromising title The Origin of the Portrait in the Later Middle
Ages:

The portrait, as we understand it today, is one of the new

concepts of lhc late M;ddle Agcs . The characterization of a

man by his pamculu physncal

peculiarities, cspccully his fm, and not by the insignia of hu
office or rank or by his weap thatisa pt of the

which in the second century AD. came into queluon in the

West, and which was progressively lost from the time of

Constantine onwards. Only about 1300 did the new conception

of man lead to the recovery of the old idea of the portrait.3¢

Evyen confining this description to the period from AD. 500 to
1000, it is too absolute to accept without qualification. The basic
idea that a portrait was intended to be an identifiable likeness never
dlcd nl(ogcdu:r lnd dunng lhn kmg penod therc were several

d b a life-
like rendmng of their subject.t All the ume. Keller is un-

*® The full discussion of any particular case would obviously occupy a
considerable amount of space, but the difficultics in brief are these, We
do not usually have more than a small number of portraits definitely
ascribed to a named person, in particular a king. Manuscript illuminations
are often too small to provide s personal likeness; scal images and coins
are also often too small, Mbythnrnqmmndzymwmbohd
office; they were even at times h d by a
Statues have usually lost their co!ounnx, and have worn features—the
very things by which a personal likeness is easily n:ogmxd Moreover,
similarities may be stylistic or ideological, and not indicate the individual's
real features, Whm-nmaeunun-muummmbeml it will be

iated that lusions need to be

1‘111«: are uvml in C art where, inspired by

the artist d a distinct individual likeness, al-
though we have no means of knowing whether it is a personal portrait
of the subject. An interesting case is the coinage of Offa, cast in highly
classical style and in a quality so fine that a strong individual likeness is

Fig. 37 DoublespreadB8-89,Mor r i s 6's
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LK

dly right in thinking that the i of pai during this
period was much more focused on office than on individual appear-
ance. The portraits of Otto 1 (983—|ooz) in lhe Ilmrglul manu-
scripts which he sp an g case in point,
beuuusomcofllwmgwehunm
the face of a youthful visionary. Since it is probable cnough that
Otto was known to the scribes of these imperial books, one is
tempted to regard these as p its. But the lusi
would be a hazardous one. Otto’s features are similar to those of
Christ in other compositions, and it may well be that the portraits
were mlendcd to duphy Otto as a mxmfcsuuon of Christ, not to
record his i h it of him, at
Aachen where he was pcm:mlly known, is totally dissimilar, and
it is a striking fact that when the illuminator of such a manuscript
heard of his patron's death, he modified the Emperor’s portrait
by the simple expedient of writing above it the name of his
successor, Heinrichus, in spite of the fact that Henry 11 was much
older than Otto.” Similarly, in a codex of about 983 the scribe
Anno drew himself in the act of presenting the book to Arch-
bishop Gero of Cologne. The figures are almost identical except
for their dress and size, Gero being much the larger as became
his higher rank.® About the year 1000, therefore, it is safe to say
that artists were little, if at all, concerned with the recording of
individual likenesses. At the other end of the process, before 1300
we have royal tomb figures which are unquestionably permnl
ponnm. and u:u!ptors fad begun to work from death-masks, thus
i of a very exact kind. The tomb-
ﬁgure of Louis of ance. the eldest son of Saint Louis, who pre-
deceased his father in 1260, is highly life-like, lnd my plausibly be
regarded as an early ple of this app * It is probabl
that the fine statue of Henry 111 (dwd 1272) at Westminster was
worked from his death-mask, and it is certain that the sculpture
at Cosenza of Isabel, wife of Philip 111 of France, was, for her face
is gashed and distorted from the fall which killed her on the way
back from the Tunis Crusade in 1270.% Between about 1000 and

clear in several of his coins. It has in fact been called the “'portrait coin-
age”, but whether the features are those of Offa, or of the coiners' classical
model, is a sheer matter of guesswork.

o vy




While we were highlighting the terms on double sprea8®8a certain issue has become
apparent. When we analyzed double spreafll9@ve were both zooming out from the explicit
references to Plates 2, 4 and 1, aB asreadinghe passage conventionalln that process, we
did not highlight terms in the first sentence on page 90, that begins on page 89. The part on page
89 writes: fABetween about 1000 and. 0 The part
movenent from a portraiture which concengdton hierarchy and station to one which was
keenly aware, at | east on occasions, of perso
page 90 begins with the phraseitisBd®@®losiondafher ef o
an argument, whee beginning we cannot see (if we zoom out). As we continued our analysis of
the subchapter, we realized that this sentence is about the movement towards a portraiture that is
more aware of A p e rawoottheaiiningaoftimtarevremeantc Bothednatare o
this movement and its timing are fundamental questions which this subchapter explores; their
complexity mainly results from, on the one ha
take place in thewvelfth century, and on the other, tisgering skepticism about how much the
primary sources truly show that movement. We have not hypothédizBd of any kind in that
sentence, at the initial stage of the analytical process, because of the stifutteiseeatence and
complexity of the MR in that subchapter. Nevertheless, when we will display all the analyzed
scans side by sideat the very last part of this chaptat will be done only after we hypothesize

MFRs in the first sentence of page 90t(without discussing them).

The cdbuble spread 88 6 o pens t he s ub téluspypahesizinglitite Por t
and indeterminat®FRs in it tohave an idea of how Morris begins his MFA. We highlight in

bl ue these mer onyms:erforre;coo radn;do fispyi nebsoul yse poof T Ai ENgp

184



are the holonyms we highlight in red: fAgreat

=]

centuries after the fallofoft hteh et iRnmemadandiEanrpti roef

=]

centur i &sD.af th@lightedindeemmeate MFRsardipor traits; o Aind

=]

personal |l ikenessféafippesrai iudeapofiffdirsbohnat
fimagg opictira, 0 fApi cture; 0 fAiper sonal idneotagarticdar 6 At hi
personnaliperso ait; o Al ooks |ike the subject;
Asteady transformation of vision.o0 Morris wuse
cases, we highlighted the term as an indeteaitei MFR, although it could havedreconsidered

as a holonym, since the figures shown in the images and their names in the captions and main

text could- on the surfacehave represented the concept or ph
thiswouldseemt hei r fAexpect eedro firTohlee ,Seianr cthh ef ocrh atphte Se
was identified twice as an indeterminate MFR, since its meaning, in this phase of thesMFA,

obscured bo r r i s O distingdishbeert weoen t he conepeesprals Aportrai

portrait¢?°*

Morri s68i hdrsi dual 06 i s us édthdwhole; lomweaer,i on t o
we are now more interested in the portrait as a record of the individual. We hope to find in it
personal likenesand, in the work of a percepéipainter, some expression of himacte??
The second use of Aindividual 6 relates to the
hi storians, and medieval terminology: fAThe di

as it does aipture intended to convey an idea, of (fortarsce) Christ or the Emperor, from one

201pid., 87.
2021hid., 86-87.
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which represents the individual in his distinctive characteristics, but it does not correspond with
anything in medieval usage, for such contemporary wordeagoandpicturado not carry this
connotatiom?*Mor si s@wareness of the historical cont e
fipicturab) and fpimagwrn aiar@ @eredih hel ps him recogni ze
the historiographical discourse, whichattrib e s a fimoder no perception &
medieval mind®*l nst ead of wusing fApicturedo and Aportra
artificial bi narism on medi eval art., Morris o
representatonad parti cul ar per sotnod saingdn iofpye ras ofinpad r tproari
|l i ke the subject. o This terminological distin
personalization of the portrait: not an abrupt adoption of a new way of painiing skeady

transformation of visiod?°°

WhileMor ri s historicizes the terms Apictureo
illusion they introduce into theodern discourse about the Middle Agesseems indifferent to

the historydofvitdhua | to&Pdarsxariipeevhen enintstout the

2031bid., 87.

204 Morris neither defines thedit or i ogr aphi cal di scourse as fimodern, o nor
indeed, used in the Middle Ages in relation to seeing,
seems appropriate to me. Itaased on the understandingtohi s phase of Morrisdéds MFA as
historical- verbal and visualpr ocesses i n the Middle Ages, assessed by
al so note that Morris, twho,n fhien dvs i ttleesturly shwlahdsiindtatdid rfrtch u s «
in the visual arts towards sensitivity to nature, and

See, ibid., 90. To be sure, | do not think that ascribing the twelfth cenfuma d er n way oUdsfraneei ngo b
seeing the truth about the past.

2051bid., 87.

2Martin surveys the history of the term fAindividualism
Renai s s an c eMyths o Renaissadce ladivaiem 8-12. Biow discusses éhmeaning of the word

findividuob i n the | talian Renaissance, but he claims that f
pervasively used in a period in order for it to serve as a placeholder for sc¢aliizug about a concept that

oo her wise possessed meani ng i ©OntsedmpertanmoechBeing ae Indiviualipe op | e

Renaissance Itajy-5.
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anachronism that the terms fApictureo and fApor
projection of the art i scéenturypainteradearly thdugthatithey s u b e
depicting the Emperor, eveniftneye r e i mpressed by (or in a sens
imperial majesty rather than the physical features of the youngy®ttaccording to Morris,

medi eval (rather than mod e rcfeaturel,ibenausedhs istioove s n o
contemporariegenuinely saw and projected things; however, when Morris clarifies what was

|l ess i mpressive in contemporariesod eye, he po
overindividualization that Morrismplements here helps him evade the need tagea
conceptual f riannmdeiwoirdku aflo,ro tihne tihe Mi ddl e Ages.
perspective on the meaning of tencepiatthetime of producing théistoricalevidencethe

denot at divaualom this EAstaysvague (Fig3.8).

207 Morris, The Discovery of the Individual 108(20Q 87.
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86 The Discovery of the Individual The Search for the Self 8

ineffectively in a circle, trundling along without direction, ' of the individual, We hope 1o find in it & personal likeness and,
and could not arrive at any conclusion, let alone be understood. . in the work of a perceptive painter, some expression of his charac-
For he was so ill-instructed that he remembered incorrectly ter. Such, at least, has been the tradition of portraiture until the
whn‘ he l'f:d, as I explained wh.ex. le.nmt badly late in h_fe, ptcsenl umury, but it has not been universal inl the past, and in
an.d if he inadvertently let something slip out, he would main- ’ art in the ies after the fall of the Roman
tain and defend it with blows, regarding all his own opinions Empuemmo:econecmcd with rank and status than with record-
as certainly true.3¢ ? ing personal features.
As to Abelard, no one ever managed to prevent him from sa Art historians have . hed this_question by
what he thought, and his :‘- Ry s Bttt dldy::ﬁ ? making a distinction between a pann and a portrait, or more
make him charitable to the faults of others. His account of Master » stricly, wince 'fhc Great mn.,omy of discumsioos are i Germin,
Anselm of Laon, so revered throughout France, is startling: between Bildnis and Portrat, The dl'snncm.m fhey. soony o vace
sensible one, separating as it docs a picture intended to convey an
I came therefore to this old man, who owed his reputation to ' idea, of (for instance) Christ or the Emperor, from one which
long habit rather than intelligence or memory. If anybody came represents the individual in his distinctive characteristics, but it
knocking at his door in perplexity about some problem, he would ’ does not correspond with anything in medieval vsage, for such
go away still more perplexed. He was wonderful in the eyes of contemporary words as imago and pictura do not carry this conno-
his admirers, but in the sight of those who asked questions he ' tation. More seriously, to separate absolutely pictures from por-
was no one. He had a marvellous flow of words, but its meaning traits is to misunderstand what the artists of the time probably
was trivial and its reasoning empty. When he lit his fire, he * thought they were doing. In all portraiture there is a projection of
filled his house with smoke, but produced no light.* the artist’s image of his subject, and tenth-century painters clearly
S ’ thought that they were depicting the even if they were
The whole of the Letter of C has a sweet taste. imprised by (oryinlsenue'nwg) the ! rhE imperial l:ljtﬂ!
Abelard was g to ove that arrogant brilliance which . rather than the physical features of the young Otto. To insist
had won him so many enemics, but its glitter can be seen in almost that they must have been painting either a picture or a portrait
every P‘W{"Ph- _Whﬂ-"f“ he is ascribing his k“f“ intellect to the > forces upon the art of the time a doctrinaire division which did not
climate of his native Britanny, or explaining to his readers that his exist in reality, The process which took place in the centuries
fame and beauty were such that no woman could have refused him. ’ after A.D, 1000 was the inclusion of more and more personal details
Guibert's Autobiography and Abelard’s Letter of Consolation are in a portrait, and our present task is to assess the speed and extent
vivid self-portraits in an age which had come to value individuality. » of this process. It is therefore essential to avoid a terminology
which prevents us from secing this as a continuing process, and at
THE PORTRAIT » the risk of some artificiality 1 therefore intend to use the word
2 it” to describe any ion of a partic-
Most ages have made representations of their great men, for » ular person, and the term penon;l ponnu * with the narrower
varying purposcs and in different media: in stone or on canvas, meaning of a portrait which in our everyday sense looks like the
on scals or coins. S“""JP‘"_"‘"“ have b"’:h a private and 2 P“t’llc » subject. In a personal portrait you would know the subject if you
aspect. Men are still today g their i of saw him in his bath. Thus defined, we have to study the personal-
public status, in academic gown or mayoral dmn. On the 3 whole, » ization of the portrait: not an abrupt adoption of a new way of
however, we are now more interested in the portrait as a record painting, but a steady transformation of vision.
.
.
L]
»

Fig. 3.8 Doublespread36-87,Mor r i s 6s

Theahi st oricization of the terms Aindividual
when we consider Morriso6s emph apsoirst?#thhett.hoe gr a
artistic changes that Morrisd ent i fi es ought to show contempor
singularity that characterizes each human bei

exclusive outl ook on afiogabeuathe development.of tBreapth aps i n

28/ | ndi vi dual 0 naimdbxedipDscoverynd ar e
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i ndi vidual , 0 during the Middle Agvswmlandcoul d ha
verbalsources that MorrisuseBhr oughout AThe Portrait, o0 Morri s
methodologically, it is hard to assertether the tomifigures that he explores lodke the

persons they represent. He explains this challenge by the scarcity of adequate sources, with

which the tombfigures could have been compared and subsequently yield a more decisive

insight. Unlike Southe, Morris does not compare earlier anddatear t wor ks t o show
towards different modes of perception and representation; his comparison is mainly between

verbal and visual sources that seem to depict the same person, as happens with Rudadf of Suab

and Frederick Barbarossa, as he alsasafesecondary sourc&$.Thus,in this MFA,

histaae i zati on of the concepts Aindividual 6 and A

The methodological challengleat Morris points ouseems to leavieim unconvinced of
what the evidence really shgwn lightofhs own def i ni tion of HAperson
beginning of the subchapter. During our hypothesis of MFRs, we kept identifying terms that
relate to modes of representation as indeterminate MFRs, since theysg@moto have clear
semantic relatednes®ither as meronyms or holonymwith the referring and referred poles of
the explicit MFRs. Imagining the readers shifting their attention from those indeterminate MFRs
to theimages, for example, barely ascslibe impetusor that shift to the terms amages (Fig.
39.Thel ast sentence of MAAutobiography, 0 the sub.

A Gu i bAatobiographya n d A b keettea afGbrisslationare vivid selfportraits in an age

2091pid., 92 and 94.

189



which had come to value individualiéy*°Thecommon use of the term fAport

verbal and visuadources alludesswwh at we wil |l expl ore in Martino

The Individual and Socity 6y

Duly alosuted— e dispareri;
Why do you lesve ooly man's e permitis homsem
Neture dilocated? e draaturan?

Since by prieciples secuse  Cum pr erias bt

about 1360 and 1190, Walte had been in the service of Heary I1, Avd Law's crenveign ot lges teran
eft i,

‘ut had eft it, probubly because of the dispute with Becket, over
which he biterly attacked Heary. Although a promioent man of
lettces, Waler had his own employment problerns, and he showed et
4 dep nd ol bty ot the ncw prfemiom b
vy o o iy e of e ‘mkh-'wdprm-uc—m-—w
No concern reain? v puberns.
This poem is & partcularly interesting example of the way in
which the men of the twelfth-century Renaissance wied the dens
of the pust, but reshaped them 10 give them & new effect. The
a0 human anarchy comes straight from

“Frir, o te covns b,
And from you,j ne prewd vien,  coie wichi o e pos,
For you come 1w from Fraoee, wam fu s de Francia

the ancient and cmportry world. But in
lautlon o el w, i s o et Walter's hands it ed 4 peculia directoess. The sty
And you bandsomely reined . ot b ot which i language s cloc
“\-- -mH-kk-r- l'-t--—nﬂ ¥ to the vernacular, makes the verse a direct challenge 1o God, and

Noati i, vttt it v ignificart that while for Boethius this sense of confbict was
'rom..(-u-m- Sancrmancte seds buins

o o e L0t B i 410
H
H
2
B
A
§

o special sensed  spwialefli”

Walter’s verse had moch that is individual in both style and
content, for he saw himself s & lone voice, defending valucs
which were o longer exteemed. Beneath his scathing attacks on

one which he transcended with the aid of Philosophy, for Walter

to answer for the imperfection of the workl
Walter

‘Gratian's beirs” thre by » decper sadacss, a conviction that e and society and the
time is out of i, alman asif God did pot o hing end of al things. I is a this point that we rea
of his poems he powerfully contrased the bow m +goung huranit had been iofloenced by

. fdence of rationality, men observed in the physical the e of n e gracrao, He Is cookdent, 1w O of
wriverse, with the disacder which prevailed among humanity Cluny had been, that he can see in of onder the

ool LA outsids i the

God, who by a fourfold rule n,-f;.aq,y.m. ;:M N ey b gritegromizidyobrd

nequa cqu o g dipres cormed, na with his uncs, bot with the triomph

AR e ot i e (b the end af the world. Trs fina,
Al ierrelaiandips compares, i et =

couplet was dirceted an ever against the careerss wheoe
{7eed had Getrupe the bopes o e pumanin

219 bid., 86.
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Fig. 3.9Doublespread 86-87, 88-89 and 9091, Plates 1, 2, 3 and 4, double spread9®and 94995,Mo r r i
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Chapter 4 The Relational Self: Multiform ArgumentinJ ohn Jef f r'iTees Mar t i no:

Inquisitors' Questions"

AThe I nquisitorsd Questi onsMBlyths Atitstctre s econd
standMar t i nés ori gi nal mo d el offaméwbrk thaRadfersaai s s anc e
perspective on the fifteenthnd sixteentitentuy, espeially North Italian, psyche in changing
circumstancedMartinar gues t hat whil e contemporariesd se
to given, mainly social, surroundinghe constant element theirexperience of their identity
was the varied ways iwhich they thoughabout the relation of the internal to the external
self?* Through the nineteen pages of the chapter, Martin conceptualizes the Renaissance self as
Al ayer ed, 0 s u priogrbyekamigingprimary souncdsesucls ds dorenzotlat 6 s
portrait of Bartolome Carpan, testimonies fromal$riconducted by the Venetian Inquisition,
inquisitorial manuals, and etiquette bodk&The following analysis examines how Martin
juxtaposes primaryand secondaryerbal sources with the sole primangual source in the
chapterthe portrait of Venetian jeweler, Bartolomeo Carpéme aim of theanalysiss to
understand bettérow these juxtapositions uppor t Mar t Al Gyselio@lde | of t h
analytical methodhat we will use here is diffent rom that weused while studying the MFAs
in APerfecting, 06 AEpi c0do an dThiéngw analytidalméthod ut i t

wi || be further developed in the analysis of

Why is there any need to chartge nethod that we have already used? What is new in

it? And in what way does iontinue the previous method? The need to implement a different

211 Martin, Myths of Renaissance Individualis88.
2121bid., 21-40.
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analytical method, at this point of the study
approach to theuwgston about the Renaissance individual. Until now, we have used similar

principles to analyze three different MFAs that look at the same historical phenomenon; it

allowed ugboth topractice those principles, atmlrecognize instances in which their ptition

benefits the analysis. Ferx ampl e, the move from APerfectingo
required us to find an alternativeuse of the chaptes the analyzed space, because of the

different structure each of these chapters has. We also Yeaysto hypothesize implicit and

indeterminate MFRs in MFAs that may or may not contain explicit MFRsleanmdedthat

explicit MFRs maybediverse in theirown form&ds t he MFAs 6 | i teral styl
may be constructed in varied forms, we tesh hat our analytical approach, to succeed, must be
flexible?*Mar ti n6s MFA, as mentioned above, offers
self. Consequently, his historiographical approach does not continue the debate about when and
whereindividuals hawe discovered themselvesagkshow t o define Aindividu
awareness and experience of themselvesegpldres howhesemechanisms operated in

Renaissance ltaly.

The decision to examine the foundational elements of the RenaissarleadseMartin
in two theoretical directions that Burckhardt, Southern and Morris had not taken in their studies.
First, helays outhis own methodological approach by analogizingitti ant hr opol ogy, O
at the past from a more detached stance asifwe r e f a .0%d This apgroachefleditst u r e

Marti nds emph as ofstudyimgRendissande peppberand dheircicentities through

2’We noticed diverse rhetorical and argumentative style
241bid., 19.
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At heir owrhisingsstemes hat ahds study is not a figenea
of his (or our) moderfpostmodern experience? Interestingly, in parallel to the attempt to

minimize hisself-projection upon the study of the past, Martin briefly mentions his own

experiene of witnessing the loss or disappearance of human inwardness. Thaitytdre

claims, is a bodily experience.®Mardt itrhfuss diwmr t
selfawareness, while exploring and writing about the Renaissance self, risaaitbSerent

approach to and style of studying the pase that we hae not encountered in the three previous
studies. This approach affects the discourse omaeern individualism andonsequently our

analysis of its multiformity; the way it does so will be clarified shortly.

Ma r t decoridkeoretical direction is hisonceptualization of the Renaissance self as
Arel ati onal kbloo&srhath tdihe depateratmodt thé period in which indivalism
had emerged artd psychoanalytic ideas about the structure of the self and about the social
determinants of thersicture of the seff!’ Thus, in his discussion, Martin shifts between
guestions regarding: historical periodization; psychic and lstigreamism; and ideas that

combine both real ms. Martinbs references to o

2150bid., x. Like Martin, Morrisiswar e of a possible bias in his assumptio
we saw), but he does not offer a solution for it. His awareness is expressed in his disduksidfedieval shift

towards naturalistic degtion of the human figure. Hemarks that the expectation to see in portrdith at @A b e c o me
more individual, 06 the fact uani gahptp ebaer aannc deddmsthentphtei opne rfisnoi ns
approach of The Discoveryfithe ladivielud050120Q 91.

216 Martin, Mythsof Renaissance Individualisrh8.

2"Sout hernoés historicization of t he ghedelfandhainterrélatiahi vi dual
between its varied sections. For example, his comparison between tha@edrgtemedieval psychefnds

different balances between the emotional imellectual capacities’he Making of the Middle Age234.
Burckhardt, onthe otherhdn i denti fi es the development of the indiuvi
human c¢ ons c bhjeatisentieastierns outwiarbse and subjective, that turns inwahaésCivilization of the

Renaissance in ItaJyl: 143. In the MFAs we angte here, neither Southern nor Burckhardt turn explicitly to

concepts that have developed in fields on human psygjo
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and synthesizes historiography, psychology and
Amodern indivi dual latter(wahborn in theRewoaisshnice) 3 one whose h e
subjectivity acts as an autonomous,-selfiscious, and opportunistigent in the external

world.?'8 He also indicates that anthropologist Clifford Geertz held a similar view on the

iwester no®®Ton dhiivsitdourailc.i ze the fAwestern dendi vi du
Toc gqu e v i-rlineteedtleentary whderstandingaht Ai ndi vi dual i sm, 06 i n
the French Revolution, that shifted European
privileges and rights through their membership in communities and cooperatives to a system that
directly endows the indidual with rights and liberties in the economic, political and personal

realms?2°

Regarding the experience of the Renaissance indiliMartin quotes historian Ronald
F. E. Weissman, who holds that the Renaissance indiVigiadlin and was committed to
overlapping and diverse groums)d did not experiencdecline of traditionasocial solidarities,
as Burckhardt claimed when exgatingRenaissance individualisfd* Martin also shows how
latetwentietkcenturypostmodern redefinitions of the self unaéne the Romantic
Burckhardtian notion of the individual, as they emphasize its rather fragmented and illusory
nature??For i nstance, Martin writes that to Steph

individual but rather a cultural artifact whiamuch like a painting or a book is a product of a

218 Martin, Myths of Renaissance Individualisfr.
2191pid., 39.

2201pid., 10.

221 pid., 27.

2221pid., 5.
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social, economic and political forcé® Nevertheless, according to Mia, the postmodern

understanding of the self, just like its mod&amantic one, identifies the origins of its own

experience of the Han the Renaissance, as if there was a moment in history when a certain type

of self had been created; asifthedal®® sel f finds its prototype ir
inquiry?*As Martin indicates, Nat al ceself@porouss 6s per c
offersanot her alternative to Burckhardtds confi ne
contemporai es 6 prevailing notion and experi®nce of
the permeable nature of their sel¢&Finally, Mattin turns to the earlywentiethcentury

concepts of id, ego and superego, as offered by Freud, to emphasize hdiwtindcdies an

ongoing, dynamic relation between the internal and external waPlHe also takegleas from
neurosciencayhich addresghe intricate relation between the body and nifid. i ke Fr eud o s
model of the psyche orseMa r t i n 6oftherRende ks ance self wunderlines
between the external and internal dimension of experjénceas t hi s sel f i s nei't

autonomousself-contained entity nor a product that is completely dominated by social féfces.

Martinds r el a ty)shifts bdtweenand tombirees fiva ddferent |
modalities. The first modality is the social or conforming self, which, according toriylasds
the most widespread. I n it, identityltwas main

manifested littld e n si on b édlieisans attituales andire'srole in society. The second

223 |bid., 6. The question how rtiform arguments and argumentation can explain the self or identity and vice versa

is one of the issuesthecuten st udy exami nes. We will address it in the
2241bid., 11.

2251bid., 37.

226 bid., 15.

227bid., 19.

228|bid., 38.
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is the prudential self, which was particularly spraatbng heretics. It emphasizes the need to

C 0 n c e albelielsamecorwictionsvhere theyconflict with the dominant dogma. The third is

the performative self, which consciously and theatrically enacted itself in circumstances that

required a certain penfmance or representation. The fourth is the porous self, which underlines

t h e peamnedblénatureespecially in light olemonicpossessions. The fifth is the sincere

self, which developed in the second half of the sixteenth century and made thé reve g of one
inwardness an ethical imperati¥€.The constantelational self is the mechanism thatfthi

between these overlapping, layered modalitidsch are all defined by the interactiaf the

individuals experiences wittheenvironmentTheam | ysi s of Martinds MFA v
his juxtaposing of verbal and visual souraeesl meansuppors his model of the Renaissance

self, as he locates it in contemporary circumstances.

Martinds writing on the Re rmtadids\ad existaveens el f r
Burckhardt wroteCivilization (1860), and that were perhaps less popthan nowamong
historians of the Middle Ages, when Southern widaking (1953 and Morris wroteéDiscovery
(1972).While analyzing and comparing MFAs, we haseemember that their focuses vaag,
dothe particular times and places in which they were creatddhanthese factors are
interrelated. The way historians pose and approach their questions has a fashion, which is
influenced by the diverseand, ingted, overlappingdiscourses in and outside of their field, as
well as technologicalevelopmentsThisst udy f ocuses primarily on Ml

functions in the creation and communication of historical knowledge; thus, while posing

2291pid., 30-38.
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questionsabout he i nfl uence of fAexternal o facahdor s on
readershipit suspendghe undertaking of a thorough research into those quesfibasy rate,
ouranalysiso f Martinbés MFA returns to mteernalytcad ance |
process after analyzing two MFAs on Western E
MFA is the first MFA, in this study, that focuses on Renaissance Italy and that was also

illustrated by the author himself.

The sources that Martirsas: a portrait of a jeweler; inquisitoriaktrrecords; and
contemporary literature, allow his reasléo obtain a perspective on both elite and ordinary
people. Such an outl ook was not available in
aristacracy and Florentine merchants and state n a s-sidedraemy Sout hern and N
on the other handase their overailinderstanding of medieval people mainly on religious and
political experienceo f fgr eat men; 0 howev eyuseartwarksfhBpi c 0 an
may have been createdbyrert i t e contemporaries. Martinbs br
Renaissance people, elaboratiegloretical background, explicit dialogue with historians who
have addressed preodern individualism, and conceptualipatiof the relational selgll require
adaptation of our own analytical tools, with which we explore his multiform argumentason.
ss ated above, Martinds emphasis is not on wher
rather on how we definenfi i ni ddi uvand ondhow weecognize the signs of its experience in
primary sources typicalf the Italian Renaissance. Thus, changingshisu dy 6 s appr oach
analyzing MFAs is timely; after we have gained experience in identifyingréiemelatedness
in three different MFAs, and its connection to characterizing and periodizingnpdern

individualism, we are ready to try something new.
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The question we are asking in this analysis is: how does Martin juxtapose verbal and
visual sources and meansstgpport the model of the layered self? To answer this question, |
suggest bringing the MFAOGOs Vv botheradnthadocument s u a |
of this analysis, as if the pages of the book and their content do not keep them apart.\& selecti
condensationft he MFAGO6s body i mitates a conversation
him in front oiteniGgeowha heGssseeingin ittamdzow this supports his
model ofthe layered self. Although the following analy/gmitates a conversation in front of an
artwork, it lacks the simtdneousprocessing of the verbal and visual inputs that the ceatien
allows, since the analysis still requires minimal shifts of attention between the verbal and visual
components. Athe sameaime, the following analysis draws on two complementary impressions:
first, that while historians write about an image, tlomk at that image; and second, that when
they write about an image, they heldt least for momentsthat their reader®ok at that image.

These two impressions imagine written multifecommunication as a verbal conversation about
visual input on whib the interlocutors focus in real time. It seems as if we all sense something
that we do not and cannot really experiemzamely simultaneity between the words that we
either write or read and the image that we loolNatertheless, this illusory impression of
parallelism- or split attention is what constitutes MFAs; what renders verbal and visual
premises that followach other in space and time into a unified logical process that ends with a

conclusion.

The mecharsim that enables thistegrationis theworking memorythat keeps processing

either the verbal or visual input while processing its consecutive verbauzivput. From an
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epistemological point of view, we can consider these verbal and visual ingusse<>° In
illustrated historiography, the integration or synthesis of the verbal and visuaissigrsed on

factors such the physicality and visibyliof the book (or other formats); rhetorical devices that

the historian implementéinguisticcone nt i ons; and the readersod tas
positioning of the MFAOGOs ver bal -amomgalMheseual co
factors-t he r hetorical devices that seem to be wuno

possibledue tonarrowing thespace between the verbal and visual signscandequentlyo the
shorttime that elapses between the individual processing of thaheand visual components.

This condensation reduces the cognitive load tl@torkingmemory wouldutilize to minimize

the spatiotemporal gaps between the verbal and visual components of the MFA, manifested in
the original format. Thus, the new analytiogethod offers conditions in which our attention can
turn to rhetorical devices that evoke a feglaf immediacy or parallelism. These rhetorical
devices are MFRs that allow the historian to create a hybrid notion about the past while

maintaining the caésiveness and coherence of their MFA.

230\Working memory, according to the 1970s tripartite model, offered by British cognitive psycholdgist® A

Baddel ey and Graham J. Herrh mantenance and mamiputatiom af infermmatidnor A s h o r
necessaryfoper f or mi ng compl ex cognitive tasks such as | earni
two components; both arerespdnsie f or t emporarily mani pul aohoiogical of and
| oopd that pasedinboeat®m nsip ¢ deaslp@vi alosket chpadpatiat hat proce
information.An additionalcomponent, that supervises the two othec o mponent s, i s the fAcentr
limited in capacity and responsible for distribution of attention and ccatidinof the ongoing processes. See

AWorking Memory.o In 2000, the fdAepi sodi hoplodichl bop, 0 was

andvisues pati al sketchpad, as it provides fAa |imited capac
representational codes. 0 As such, the episodic buffer i
processed simultanasly, and to be deposited in their integrated form in the-tomgr m me mory. See HAEpi

Buf fer. o We ¢ anofEKApbysis model bf the workingcnema@y, as the process starts with
l'imited distribution of visual toeponentsand ends withhetegm Mhénfodesthat er bal
serve as fAknowledge. 0
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What is new irthe following analytical methddAndhow doest continue thanethod
with which we anal yzed i#Hretheffobowihg anatysispwewiEpi c 0 a
position scans of specific paragrapfesin A Questi onsd next to a scan
Carpands portrait. algrcahposse stion ceen alhyezye ctoma sae np
ABartol omeo. 0 There are six paragr aherefere,i n A Qu
we will analyze six pairs of verbal and visual components that relate to Carpan. In addition to
bringing the vepal and visual components physically closer, there are three more new practices
that the following methodological approach entails. First, in the pringeg @dMyths three out
of the six analyzed paragraphs are divided into two parts, since they beggitedtain page and
continue on the consecutive one. The paragraphs that we will analyze, however, look as if they
are printed on the same page, sincedchied their distinctive parts together. | kept the space
between those parts a bit wider than ail@gspace that is found between printed lines, to signal
where the attachment takes place. The second new practice is the marking of details or areas in
the image that correspona certain terms in the analyzed paragraptthe previous analyses,
we highlighted illustrations in green as referred poles of explicit MFRs, and we also
acknowledged that they or details in them could have been highlighteckiadiuell, since they
correspond to referring poles of implicit E. Since the current analytical method shortens the
time that passes between the verbal and visual components and lessens the cognitive load, it
increases our capability to process MFR¢ thigct the attention to specific visual details in the

reproducon.

Martin uses the portrait as an illustration of his model for the Renaissance psyche. He

does so by equating Carpandés appearance in th
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Renaisance self, while ignoring Ithae equallgrefleded | i t y

t hat model by expressing Lottods self. Martin
Lotto could have possessed a layesetf at the same time, andthah e fAis&@yeresd of t h
two could have been reflectedinthea me ar t i st iapproach tokhevisvbhr t i n o6 s
component is, therefore, different from those that we have explored thus far, which focus on

visual representations as indicators of angfirag attitude among the makers of the

representations, and ther time, in general. Thus, as Martin uses MFRsat refer the attention

to details in the portraithe establishes the evidential virtue of the visual component on the

surface of the patimg.

From a material point of view, both the printed words diggr usthe portrait as
hi storical evidence and the details in the pr
the same surface: the plane of the page of the book. The thirgraetice, in the following
analysis, is the presentation of th@tian as a separate body from both the scanned page and
illustration. As suchl have positioned itinder the scanned illustration, maintaining their
originaktspatial relation, angdlacing t nearthe scanned paragraph. Compacting the spatial
relation betveen the caption and paragraph raises questions about the multiformity of the
argument as articulatebove (Fig4.1). A method that we have used in the previous analyses,
but we will not inplement in the following one, is the display of all the analyzathsas a
group atthe end of the analysis. Since the spaces of the following analysis are selective and do

not compose a continuous text, | do not see the beneditosiing them together.
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In 1529 or 1530 Lorenzo Lotto, one of the most engaging and prolific
artists of the Renaissance, completed a portrait of the jeweler
Bartolomeo Carpan, a successful man who had a shop in the Ruga
degli Orefici not far from the Rialto Bridge and who would become a
major figure in the evangelical movement in Venice for over thirty
years.! On one level, it is precisely such vivid and strikingly realistic
portraits as this one that have led many scholars to see in them
evidence of the Renaissance discovery of the individual. And, to be
sure, such portraits were intended as likenesses of particular persons.
Bartolomeo’s family members, friends, and acquaintances would have
recognized him in the painting. Moreover, the artist Lotto had used his
craft to point to a sense of psychological depth. Bartolomeo’s eyes,
wide open, do not meet our own, but it is difficult not to read them as
external reflections of some interior trait; though what that trait is -
sadness or thoughtfulness, arrogance or intelligence - we simply do
not know.

Portrait of a Goldsmith in three Views, 1530-1535. Lotto, Lorenzo. Courtesy of
Erich Lessing/Art Resource, NY,

Fig.4.1Paragraph {p. 21)a n d L o r e nPortrait &f @ Gadldenditls in Three Views Mar t i nd s

How does the new method continue the previmeshod with which we analyzed
APerfecting, 6 ASearcho and AEpi co0? | mak@sQue st i
it similar to APerfecting, 06 t hatothafacelmtbottot use
chapters explore the Italian Renaissance. Let us compare the main methods with which we
anal yzed fAPerfecti ngo an dclavfytheldifferenced bgtween tfieQu e s t
MFAs in the two chapters, amkploreour abiity to adapt analytical principles according to
possi ble variations in analyzed texts. We sta
identi ficat i on thetitle chthebagwork and saintextras a mechanism that
merges t hei d eamd fifAH ibed ti mage into a multiform
phenomenon. Thttbe name drel imdgahe lsubject dr core of the MFA. In
iQuensst,ico t he t it | eppeafsadPditrap af a Goddsnptioim three &ivst O

As we can see, the name of the person depicte
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but it i's written in the maitmonsxt t oWhate an@adc m

name of thgersondepicted in the portrait is netritten in vicinity to the image?

Wit hout an explicit MFR in the MFA, and wi
look for other identical signs both the main texand caption. Let us read the whole caption:
fiPortrait of a Goldsmith in three View$530-1535. Lotto, Lorenzo. Courtesy of Erich
Lessing/ Art Resource, NY. 0 When we tried to d
technical anal ysestiwasoobiegedst wat hiQhe i ndi
Lorenzo Lotto, one ofte most engaging and prolific artists of the Renaissance, completed a
portrait of the | ewé&¥ khe Btagrtmd :0o mel5 &,r P amlL d rédr
A p or t radwritteh in dathethe first sentence of the chapter and caption; therefore, as
identical signs in both elements, tHiek between the verbal and visual components of the
MFA. Additionally, the term Aj ewetheeaptiodg, i n t he

have a high semantic si mi | aicitlytdgscribes Bartalone f i r st

Carpan; its high semanti c s i minduathaiindiyecttwi t h A go
describes Bartolomeo Carpan, in taption. The semantic identity and similarity between terms

in the first sentence of the chapéerd caption enable Martin to signify the figure in the portrait

as Carpan, without wusing an explicit MFR, and

consider the terms fiBartol omeoo and ACarpano a
componehof the MFA. The terms that refer to the genre of the artwiortiea r t i st 6 s and

mo d e | 0 sto thegeareofsthie artistic production; amalthe professio of the model function

231 Martin, Myths of Renaissance Individualisgi.
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as implicit MFRs from the main text to the caption and image. These &owsus to identify
their own pronouns and holonyms, that have looser semantic relatedness with terms in the
caption and imag&? Pronouns and holonynase, bo, referring poles of implicit MFRs that

contribute to the cohesiveness and coherence of the MFA

As in the previous analyses, in the analys
that are based on semantic similarity and thenouns in blue. Ashwe highlight the groups,
identities and abstract phenometieat thefii b | tarne (and image)epresenin red. Unlike
withi Per fecting, 6 however, we wil!/| not highligh
attention to the details in it, to whichdvtin clearly refers from the main tefositioningeach
of those six paragraphs and the imagde ®yside- and marking details in thenage according
to terms in the paragraphss to take a step furth@mto understanding MFG. The physical
vicintyof t he MFAGO6s verbal and visual components ¢
signs fromthe two semiotic systems allow us to see how hybrid utterances consolidate hybrid
notions in a single sequence. tthei pomodra@aoitnais
evidenceo of the Renai ssance s dlkek, thbattobstiors t he
of the Renaissance self to Carpan while negatimgLiotto locates the evidential virtue of the
portrait on its surface, and consequently on the surface of its reproduction in the book. This

epistemological approach unifies thetmar i a | pl ane on which Martino

2| nterestingly, as we have already noticed, the captio
the factthat it is a sekportrait, which could have added another aspect to the individualism that the chapter

explores. The captiom f A | b eportrait daes neténtlidate the year of the artistic production either, while the

location of the artwork that indicates was irrelevant already at time of publication. Martin does not refer to the

l ocati on of Ca rnghe mdnstextmocaption ftis unsthistorisehes Museum, Vienndjorris,

who uses explicit MFRs, indicates the locationsheffour artworks we have examined in both the main text and

captions.
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guotes, and siGefynpeaamd sn gisma ¢gSeh i f t i rverbaleand vifuall i di ngo
signs on t he pl(enserigmdl forM)es tike gliding throudlr skquence of
words, in a sentee which is grammatically correct. You do not stop unless the idea that is

developing in your mind doubts its own sense.

Let us now start the analysis of the six paragraphs and the portrait, when they are
positioned side by side. The first paragraph mhiices the painter Lorenzo Lotto, model and
jeweler Bartolomeo Carpan,andfhe r t r ai t 6s real i stic nature anc
The paragraph is from page 21, flist page of the chapter. These are the terms in it that we

hypothesize asimglii t MFRs and highlight in blue: HALore

ot

Balrcmeo Carpan; 06 fiman; 06 fimajor figure; o At hi s
ABartol omeofiad th mai; ot iflkgp;td o; 06 Ahis; 0 Acraft; o

and Athem. o In the caption we heghVigtWws; dDnahbt

5t

Lotto, Lor enz o tetms #geholdmymg in ted, gintd thetintpleis MFRs that we

have highlighted in blue can represent them (by being a membaett of ggem):fi mo s t

engagingang r ol i fic artists oifcahem®Reamests ainceyéniic
ARenai ssance discovery of the individual .o
|l nterestingly, although fA15300 is written

we do not hghlight it as a holonym in red, as we did with the other periods of timein th
previous analyses. Theeason i s that the sentence writes t
1529 or 1theclption indichtesthat Lotto had worked onthe@artt bet ween Al

1535. 0 Obviously, if Lot touldiaihayelstegdwokingohe port
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it in the same year. Therefore, we highlight the temporal frame@fdhe artistic production in
orange, as an indeterminate MFR, a term wlsEmantic relatedness to the image is vague. In

this case, we cannot know wilihe years in the main text and captsignify in relation to the

~

i mage. Further, we identify Alikeness; 0 fipsyc
interiortrat 0 as i ndeterminate MFRs as well. These t
according to Martin, was meantto be actualktey pai nti ng portraits such
Martinds own interpretation of t heinalyywege, t ha
mark the details in the image to which Martin refers by an elligae, line. The terms that

signify these details are: fjeweler, o fABartol

person; 0 AiBartol omeods eyteeromsi wi pdoer torpaeint; ;00 afntdr
fevidence; 0 Apai nt i nhe pobtraittas alwhdie; rathef thad detais init;s i g n i

therefore, although they have semantic similarity with either the caption, title of the artwork,

illustration or image, we doot circle their visual counterpart., everything that is seen within

theframe of the illustratiorfFig. 4.2).

In 1529 or 1530 Lorenzo Lotto, one of the most engaging and prolific
artists of the Renaissance, completed a portrait of the jeweler
Bartolomeo Carpan, a successful man who had a shop in the Ruga
degli Orefici not far from the Rialto Bridge and who would become a
major figure in the evangelical movement in Venice for over thirty
years.! On one level, it is precisely such vivid and strikingly realistic
portraits as' this one that have led many scholars to see in them
evidence of the Renaissance discovery of the individual. And, to be
sure, such portraits were intended as likenesses of particular persons.
Bartolomeo’s family members, friends, and acquaintances would have
recognized him in the painting. Moreover, the artist Lotto had used his
craft to point to a sense of psychological depth. Bartolomeo's eyes,
wide open, do not meet our own, but it is difficult not to read them as
external reflections of some intérior trait; though what that trait is -
sadness or thoughtfulness, arrogance or intelligence - we simply do
not know.

Portrait of a Goldsmith in three Views, 1530-1535. Lotto, Lorenzo. Courtesy of
Erich Lessing/Art Resource, NY.

Fig.4.2 Paragraph {p. 21)a n d L o r e nPortait bf a Gdldenditls in Three Views Mar t i no6 s
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The next paragraph locates the portrait in a social context, demonstrating how its details

signify Carpano6s b dktatea thenbgttorh af pagea2il ane acbntiguesmm p s .

page22 I n it, we highlight these implicit MFRs
Ait; 0 Asocial dimensionsfibi 8tbi @&heeprébéentpdr
Aits; 0 Asmall box of rings; o0 Acenter foregrou
Athree views; 0o fAthree figurestewisifidone of ; 0 fApr
ABartol omeo@asndo iiibbhtabodand . 0 tWeMmRg hiln grhe d:t hfe
context; o fisocial framework; o Acraft; o Aj ewel
Afamily; 0 Acity; 0 ABartol omeobs family; o6 fAthr

S
A
@
-
o

society; o i s s ancye ou nidReernsati asnsdainncge ocfi tiyd eonrt
overl apping groupings. o We highlight these in
Adel icate silk; 0 Aidentity,; 0 ilaordreadiisthbeci al sel f
illTustratibox a@ferifmgmalol Ahi gh coll ar; 0 At hree

faces. 0 We add these markings to the markings

that we have made in the analysis of the graah from page 21.

Maintaining markingsrom the previous analysis in the current analysis allows us to get a
sense ofhohepr ocessing of the sequence of Martinos
about the Renaissance self. The nature oéliigsedelineation is schematic;might exclude
sone of the margins of the details that Martin refers to from the main text; on #rehatfnd, it
might contain details and areas that Mades not refer tbut are part of the visual input of his
MFA. In fact, hevisual datahatarediscussed in the Mk have varied spatial and semantic

relations with detailshat are not discussed lare, albeit, processeBor exampl e, t he |
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box of ringso siithddbntédhse @®amxp amias gleandire; Carp
signifies some of thebackgpund i n the painting; and the HAhi

signifies thdace that is tied around his ne€R The spatial vicinityof the details in the painting

all ows Martin to direct reader so néistasent i on t o
implicit MFRs functionmuch likeexplicit MFRs, as they direct the atteon to their

surroundings. At any rate, we inevitably processvaried degrees of consciousnetise

Anei ghboring detail so to tihpoosessinfluerxesos sed i n t

cognition, while we are consolidating a notion about @&.prherefore, the reference from the

main text to details in the image, to process their neighboring details, is a rhetorical device (Fig.

4.3.

The fismall box of andgsroi md swn shtiigmnidii elksy Cfairmpger ;
portrait. The fAbox of raéringisthat@arpanwetrd By twmsemantictsimibarities. s
First, there is semanti c s immintexd,m@ardgany pamted riwgirete pdrtraie t
Second, there is visual similarity between the rings in the box and theonegn&a 6 s f i nger ; i n
imagesvisualhbs i gni fy the same thing. Fr om t drderofsgrefidadionds poi nt
starts from the Abox of ringsodo written i n parfhwearsnai n t e x|
since it would be a preceddot detecting and tracking further possibilities of signification from the mairtoext

details in the painting, and between different details in the painting. These significations are based on varied

semantic denations and cultural connotations, which make their tracking a complex task. | think that this task

could be better accomplishd i f we track r eader stdanamextestsemamtent s, t hat
relatedness among t hcempdhents6s verbal and visual
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Fig. 4.3Paragrapl2 (pp. 2:22)a nd L o r e nPprtrait of @ Gdldenditls in Three iies Ma r t i n dig n 9

The idea thathe popinquity ofdetails in a painting allows them to signify each other

suggests thattheeseil gr a mmat i cal 06 rel ations between thos
vicinity between t hehelaadjimtheeahterfiobegraundpehnalthess ngs 0 a
el ements to signify one another by d@&dmmgi ng t
while attributing a meaning to it. The box at
and the hand attri but es sdehsehoweges thattheye afeothest | | 0 t
details in the painting that can attribute the meafirgma |l | 6 t o t he box, i f w
to that of the box; for instance, the hands t
yet, the hand that @s hold the box has priority over other details in the painting, in attributing

t he mesama Inlgo fit o t-$patial bidnky;to the bbex and spectdid anatomical
modification-ma kes it the prime signif.itgitsdegreesande b o X

linguistic modifications play a semantic role in grammatical and seéaitstructures as well. For
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