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ABSTRACT 

This dissertation argues that we can have a better, more effective illustrated 

historiography; that we can construct and communicate historical arguments that combine 

words and images, considering clear nomenclature, conventions and standards; and that we can 

develop an analytical and critical discourse about verbal-visual or ñmultiformò arguments and 

knowledge.    

We can do so because this dissertation offers a new analytical approach to 

historiography that combines words and images. This approach conceptualizes illustrated 

historiography and arguments as ñmultiform,ò to emphasize their hybrid nature, and enhance the 

awareness of the various forms this hybridity takes. My investigation of this hybridity provides 

terminology to describe nuances of textual multiformity; analytical methods to explore the 

structure and function of ñmultiform argumentsò (MFAs); and, finally, directions for future 

empirical research that will help scholars construct MFAs more effectively, and deepen our 

understanding of ñmultiform grammar.ò 

This dissertation analyzes five MFAs from five different publications that explore pre-

modern individualism in Europe (ca. 1050-1600). Their debate is on where and when 

individualism developed; what its catalysts, and cultural and social features were; and how to 

define ñindividual.ò These illustrated publications range from 1958 to 2015. While the first 

publication was illustrated after the historianôs death, the other four were illustrated by the 

historians themselves. Therefore, the analysis 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 notions by juxtaposing words and images in printed books.  
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Analyzing MFAs from a discourse that historicizes the self, and that addresses the 

methodological and epistemological problematic of the historianôs self doing so, promotes self-

awareness, and analogy between selves and MFAs. Drawing on studies from historiography, 

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 the same devices that have enabled institutions and individuals to construct ñidentitiesò for 

ñindividuals.ò Thus, awareness of multiformity in the past and its representation increases the 

effectiveness of using MFAs, as it illuminates the ideologies and playfulness that prevail 

between words and images. 
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Conceptual Introduction 

Can we have a better, more effective illustrated historiography? Can we construct and 

communicate historical arguments that combine verbal and visual means, considering clear 

nomenclature, conventions and standards? Can we develop an analytical and critical discourse 

about verbal-visual or ñmultiformò arguments and knowledge?     

This study answers these questions positively by offering a new analytical approach to 

historiography that combines words and images. I suggest conceptualizing illustrated 

historiography and arguments as ñmultiform,ò to emphasize their hybrid nature, and enhance the 

awareness of the various forms this hybridity can take. The new framework attempts to provide: 

new terminology to describe textual multiformity and its nuances; new analytical methods to 

explore the structure and function of ñmultiform argumentsò (hereafter MFAs); and, finally, 

directions for future empirical research that will help scholars construct MFAs more creatively 

and effectively. My motivation to offer a new approach to illustrated historiography grew from 

the realization that this genre manifests diverse textual forms that have not been analyzed and 

termed thus far. I argue here that once these forms will be studied systematically and 

conceptualized, we will have a powerful tool to create and communicate historical knowledge 

that is drawn from verbal and visual sources and is expressed by verbal and visual means. 

Moreover, since this study explores word and image relation in the context of historical 

knowledge, it raises fundamental questions about our capacity to coordinate varied kinds of input 

into a unified meaning that is meant to stir a conversation and, ultimately, to convince. The 

implications of this study are far-reaching, since word and image relation is a rhetorical device 

that is commonly used in media such as newspapers, journals, brochures, posters, television, 

films, video-clips, websites, various digital applications, in spaces such as museums and 
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galleries, and on objects such as coins, machines, clothing, and more. Therefore, the 

terminology, analytical methods and future research that this study presents may enrich cultural 

realms which are not strictly considered as òknowledge.ò 

My awareness of the need of a new conceptual framework to illustrated historiography 

developed from reading publications in cultural history. When I wanted to discuss how cultural 

historians use visual evidence in their publications with my peers, I found myself lacking terms 

to describe what I read and observed. While it was easy to recognize and point out textual units 

such as "words,ò ñimages,ò ñsentences,ò ñcaptionsò and òlist of illustrationsò in those 

publications, it was challenging to point out combinations of words and images in the same 

argumentative environment. The lack of terms that describe multiform components in 

historiography, I believe, results from the little attention they have been given by the historical 

and other scholarly communities. To be sure, the history of using visual - and material - evidence 

in historiography and its socio-cultural and epistemological contexts and implications have been 

addressed by scholars, especially in the theoretical framework of cultural and art history.1 The 

problem of verbalizing non-verbal evidence; the possible conflict between an aesthetic, 

compelling narrative, on the one hand, and a cohesive and convincing argument, on the other; 

and historiansô effort to judge the imagesô rhetoric and trust them in comparison to verbal 

sources, have all drawn scholarsô attention.2 Scholars have also shown how technological 

advances in print and the invention of the camera and film in the nineteenth-century, which 

increased the accessibility of images, altered historiographical methods. The parallel 

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

                                                 
1 Burke, Eyewitnessing; Haskell, History and its Images; Holly, Past Looking; Jordanova, The Look of the Past; 

Prown, Art as Evidence.        
2 Rabb and Brown, ñThe Evidence of Art.ò 
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nineteenth-century literate public, who became consumers of published material; and new 

historical interest in ñordinary peopleò all paved the way to a new illustrated historiography. 

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

and visual representation with entertainment and senses, that has especially characterized 

Western culture, has gradually collapsed.3 W. J. T. Mitchell termed the new status of visual 

representations or pictures in intellectual inquiries, especially in the Humanities, as a ñpictorial 

turn;ò an emerging central topic of discussion, ñunsolved problem, perhaps even the object of its 

own óscienceô.ò4 My aim is to investigate as thoroughly as possible combinations of words and 

images in a single argumentative sequence, in printed historiography.      

Hayden White argues that verbal and visual representations of the past are equally factual 

and equally fictional, because both are based on communicative, constructed conventions; 

however, they differ in their lexicon, grammar and syntax.5 Therefore, according to White, the 

truthfulness of representations of events results from the adequacy of the syntax that historians 

use to represent sequences of cause and effect that occurred in a certain time and place. In other 

words, the type of event and the type of its representation by historians should have similar 

syntax to allow a claim of veracity for the historical account.6 The historiographical discourse 

has found terms to examine and better understand the question about representing the past 

through verbal or visual means, and about what each of the semiotic systems entails in relation to 

creating, communicating and consuming notions about the past. Nevertheless, since events and 

                                                 
3 Gossman, Figuring History. Rosenstone, ñHistory in Images/ History in Words.ò 
4 Mitchell, Picture Theory, 13. 
5 Whiteôs use of ñgrammarò and ñsyntaxò aside, in this study the term òsyntaxò focuses on sentential structures or 

relations between words and images within a single sentence, and ñgrammarò focuses on linguistic and aesthetic 

structures and patterns, such as paragraphs, the layout of the illustrated pages, the way MFAs expand in the space of 

the book, and so on. It follows that grammar may include syntax. See ñGrammarò and ñSyntax.ò 
6 White, ñHistoriography and Historiophoty.ò 
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their representations cannot truly be classified by their either ñverbalityò or ñvisibility,ò it would 

make sense to have a verbal-visual syntax and grammar; a multiform principle that crosses 

through past reality, and an adequate tool to represent it. Such a tool will allow us to explore 

further how multiform sequences occur, and how we ought to identify and classify them and 

their components at the perceptual, cognitional and representational levels.  

Throughout the intellectual history of the Western world, thinkers from the Humanities 

and the Arts examined the relation and interaction between the verbal and the visual realms, and 

the possibility (or impossibility) to integrate the two. Some of them have ascribed not only 

rhetorical and cultural meanings to the verbal-visual question, but also social and political ones. 

For example, Leonardo da Vinci stressed the differences between poetry and painting, claiming 

the superiority of the latter. Taking part in the combative comparison between the arts, the 

paragone, Leonardo defined painting as a ñscientificò practice that, based on optical and 

mathematical laws, allows accurate representation of nature that none of the other arts can 

provide.7 Following a similar line, Enlightenment thinker G. E. Lessing pointed out that verbal 

and visual representations are governed by ñnatural laws,ò according to which signs arranged 

side by side can only represent objects existing side by side, whereas consecutive signs can only 

represent objects which succeed each other in time.8 Lessingôs division between aural and visual 

experiences indicates his perception of the body itself as limited in integrating different sensorial 

inputs. Philosopher Susanne Langer also emphasizes the distinction between the ñgreat orders of 

arts,ò as each work of art - plastic, musical or literary - has its exclusive ñprimary apparition,ò 

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

                                                 
7 Farago, Leonardo da Vinciôs Paragone. 
8 Lessing, Laocoon. 
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painting and time to music, explains her findings by first treating the arts in their ñown terms,ò 

and then concluding her observations in general ones.9 Although Langer discusses theories of 

unity in the Arts, and points out cases of their ñassimilation,ò I do not know what she thinks 

regarding printed words and images in the same format. Philosopher Nelson Goodman 

distinguishes between non-linguistic systems (including painting) and languages by focusing on 

possible physical and semantic gaps embedded in their expressions. He argues that non-linguistic 

(or analogue) systems are characterized by continuation or density, while languages (or digital 

systems) are characterized by differentiation, in which those gaps have no meaning.10 Finally, art 

historian Norman Bryson emphasizes the resistance of paintings to ñintertextuality,ò or flow of 

information between individual paintings, on the basis of their materiality or ñembodiment,ò 

which verbal texts do not have.11  

On the other hand, Leon Batista Alberti claimed that knowledge in diverse disciplines 

enables both poets and painters to invent compositions in their work.12 This view suggests that 

broad knowledge nurtures inventions of compositions, based on commonalities between verbal 

and visual creativity, and consequently permits the analysis of verbal and visual works. Linguist 

Ferdinand de Saussureôs dual model of the sign offers an interdependent relation of (mainly 

spoken) words and visual representations. In his model, the verbal elements (ñsound patternò or 

ñsignifierò) and the visual elements (ñconcept,ò ñimageò or ñsignifiedò) jointly compose the 

linguistic sign; psychologically associated in the brain, by an arbitrary connection that is 

accepted and institutionalized by society, the two kinds of elements trigger one another to form a 

                                                 
9 Langer, Problems of Art, 80-89. 
10 Goodman, Language of Art, 159-64 and 225-32. 
11 Bryson, ñIntertextuality and Visual Poetics.ò 
12 Alberti, On Painting, 53. 
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whole sign.13 Ludwig Wittgenstein reflected on the possibility of manipulating the psychological 

and compulsive mechanism that brings an image to our mind when we hear a certain word and 

vice versa.14 Michel Foucaultôs consideration of the integration between (especially written) 

words and images oscillates between possibility and impossibility; one the one hand, he sees it as 

an opportunity for a playful and subversive expression, and on the other, as a space of reciprocal 

hostility. He claimed that in the empty space between words and images on the page of an 

illustrated book ñare established all the relations of designation, nomination, description, 

classification.ò Once this space is shattered by rhetorical means, it becomes ñan uncertain, foggy 

region;ò an ñabsence of space.ò15 Roland Barthes argues that text can ñanchorò the meaning of an 

image by a selective elucidation of it; this anchorage, he says, may be a reflection of an ideology. 

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

in which the meaning ñrelaysò between the two as between fragments of a shared, general 

syntagm and unified message. According to Barthes, those two modes - the anchorage and relay 

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

economy of the overall message.16  

Further, studies from the late-twentieth century have drawn our attention to the social and 

political aspects embedded in word and image relation. Mieke Bal, for instance, finds 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 relation becomes a powerful rhetorical and 

ideological tool. In Reading Rembrandt, she goes beyond the word-image opposition, opening 

                                                 
13 de Saussure, Course in General Linguistics, 15 and 66-68. 
14 Wittgenstein, Philosophical Investigations, PPF 6, 139-141 and 239. 
15 Foucault, This Is Not a Pipe, 28-29. 
16 Barthes, Image, Music, Text, 40-41.  
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space for possible subjective interpretations and new theories.17 Responding to Lessingôs 

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

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

independent and antithetical categories is, practically, inaccurate.18 Like Bal, he ascribes values, 

interests and systems of power to word and image relation or ñproblem.ò19 The binary division 

between the verbal and visual realms, he claims, emphasizes a binary ideology in classifying 

culture, society and politics. His concept ñimagetextò - that manifests and highlights diversity, 

interconnectedness, integration and openness to new forms of media, society and culture - comes 

to eliminate that division.20 According to Mitchell, there is great potential in the dissolution of 

the traditionally distinct sensory-semantic categories; hybrid concepts such as ñthirdsò and 

ñimagetextò enable us to transgress binary divisions, and open multiple options of expression and 

experience.21 

As mentioned above, while reading illustrated books in cultural history, the challenge 

was to describe intersections of words and images in the same argumentative sequence or space. 

Further, even if these hybrid instances are kinds of ñthirdsò in those sequences and spaces, they 

are more specific than ñimagetext,ò since they have a particular rhetorical and epistemological 

role in their argument.22 The lack of terms that denote multiform components in historiography, I 

                                                 
17 Bal, Reading ñRembrandt.ò 
18 Mitchell, ñThe Politics of Genre,ò 100. 
19 Mitchell, ñWord and Image,ò 47-57. 
20 Mitchell, ñThe Politics of Genre.ò 
21 Mitchell, Picture Theory, 417-25; Image Science, 38-47. 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 traits, see Rensselaer, Ut Pictura Poesis. For modern theories that compare painting and literature, see 

Steiner, The Colors of Rhetoric.   
22 Additionally, ñthirdsò implies that these hybrid forms are between two binary oppositions. Mitchell is aware of the 

possibility that additional media can manifest between verbal and visual signs, which enables ñthirdsò to be a 

colligation rather than intermediator. Image Science, 38-47. I hold that the phonological aspect of the verbal and 

visual components of MFAs is a meaningful factor and intend to examine this in the future.     
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believe, has deterred authors and readers from exploring these hybrid forms, and subsequently 

constructing them more sophisticatedly, creatively and effectively. Moreover, since studies have 

shown that language shapes thinking, it would be reasonable to assume that, without copious 

nomenclature, not only the language of illustrated arguments might stay limited but also the 

notions that this language is meant to convey would be stunted.23 Furthermore, without adequate 

nomenclature it is impossible to establish a critical discourse about using multiformity in 

historical argumentation, nor to teach them by employing clear standards. The concept ñMFAò 

seems to be a proper beginning of a solution, since it sets forth the multiplicity of the semiotic 

systems and their combination within an argument, as well as the argumentative context in which 

these combinations function.24 Moreover, the concept ñMFAò allows us to investigate the 

semantic, temporospatial and epistemological aspects of verbal-visual utterances; their 

cohesiveness, focusing on the way they expand in space, as well as the time that it takes to 

consume their body; and their coherence, paying attention to their logical consistency. Thus, the 

concept ñMFAò promotes the creation and communication of historical knowledge through 

diverse and hybrid forms of thought and expression. It cultivates an experimental, theoretical and 

critical approach to textual multiformity, and another perspective on life from the past and right 

now.  

                                                 
23 Benjamin Lee Whorfôs concept ñlinguistic relativityò underlines how various languages condition various kinds of 

thinking, as well as the relation to the physical world. According to Whorf, imposed and unconscious patterns in 

language and culture control their usersô thinking like a òpuppet,ò capturing them in a specific and unbreakable 

perspective on reality. ñLanguage, Mind and Reality,ò 256. These patterns lead language-users to notice and neglect 

certain relations and phenomena by summing up every possible linguistic combination and bar out others. Ibid., 252 

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

Ibid., 253 and 269. Interestingly, he does not refer to the visibility of grammatical patterns nor to the possibility that 

ñvisual languageò may influence peopleôs thinking, and their verbal language as well. I discuss the identification of 

words versus images as causes in history in the òEpilogue.ò 
24 In this study, the term ñsemioticò relates to signs ñor anything else that in the broadest sense óhas meaningô.ò The 

term òsemanticò relates to the meaning of the sign at the lexical level, as well as in relation to contexts such as 

syntax or grammar. See ñSemioticsò and ñSemantic.ò Both ñsemioticò and ñsemanticò are used here to discuss 

verbal and visual expressions.  
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The concept ñmultiformityò resonates with the concept ñmultimodality,ò not only in the 

way it looks and sounds, but also the broad social and cultural contexts from which it develops 

and to which it is addressed. Both concepts allow us to explore 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 and so on. Both concepts ponder the great 

influence new technologies have on human interaction, and their implications in the arts and 

education, especially in the digital era. Therefore, it is important to clarify the main difference 

between the ñmultiformityò that I offer here and Gunther Kressôs ñmultimodality.ò25 The 

difference between the two concepts or approaches lies in the weight the two ascribe to social 

versus biological factors in human communication, and consequently the approachesô use of the 

concepts ñmodeò versus ñform.ò ñMode,ò according to Kress, is a semiotic resource for making 

meaning; its potential is in the affordance of the material it is made of (i.e., sound in speech or 

graphic stuff in writing), while its realization is the practical use of materialistic potentials by 

members of a given society. Further, modes differ in their underlying ñsemiotic logic;ò the 

organizing principle under which they are conveyed. Kress claims, for example, that the logic of 

words is to follow each other in temporal sequence, and the logic of images is to display their 

elements simultaneously in space.26  

Kressôs approach to multimodality is social; it sees the sign-makersô use of signs as the 

mechanism that generates potential semantic meanings, rather than grammar, that can be thought 

of as an abstract and fixed system of rules originating in the brain. According to the social 

approach, the process that refashions lingual resources and practices is humansô motivation to 

                                                 
25 Kress, Multimodality. 
26 Ibid., 81-82. 
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frame meanings in social context; this enables lingual interactions to reflect the present, with its 

instability: its social and technological transformations.27 ñForm,ò on the other hand, relates to 

the most fundamental level that one can explore in relation to verbal and visual, or any other type 

of communication, while the level itself is defined according to the 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 paragraph, etc. Forms in spoken language can be a 

phoneme, a word, a whole speech, and even a sound in the background of the speech. Forms in 

visual (non-verbal) communication can be a brush stroke, an artwork, a garden or building, but 

also a graphic element within a letter or a gesture of a speaker, during their speech. Thus, the use 

of the concepts ñformò and ñmultiformò attempts to open a theoretical framework to immediate 

and direct semiotic phenomena of any type and scale, so that they can shape and convey 

meanings synergistically, before any established logic interferes between them. It implies that 

ñformsò function in high velocity; they do not have time to distinguish between temporal 

sequence, on the one hand, and simultaneous display in space, on the other, nor between òtimeò 

and ñspace.ò The reason why they are fast is that they function on both the social and biological 

levels. The bodyôs reaction to any kind of stimuli and processing them into meanings, given 

probable social conditioning and contexts, cannot rule out survival mechanisms.      

Over the last several years, I have analyzed MFAs from the historiographical discourse 

on the discovery of the individual or the development of individualism in the late Middle Ages 

and the early modern era in Europe (ca. 1050-1600). In this study, I present my examination of 

one chapter or MFA from each of the five following books. The first chapter I explore is ñThe 

                                                 
27 Ibid.; Kress and van Leeuwen, Reading Images.   
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Perfecting of the Individualò in Jacob Burckhardtôs The Civilization of the Renaissance in Italy.28  

Civilization was written by Burckhardt as a non-illustrated text. Entitled Die Kultur der 

Renaissance in Italien, it was first published in Basel in 1860, by Schweighauser'sche 

Verlagsbuchhandlung. The first illustrations appeared in the fifteenth edition, published in 

Leipzig in 1926, three decades after the authorôs death. Johannes Jahn, who at the time was an art 

assistant in the Art Historical Institute at the University of Leipzig, collected the illustrations. 

These illustrations also accompanied the new 1929 edition of S. G. C. Middlemoreôs English 

translation from 1878, published by Harper & Brothers in New York.29 My study uses the Harper 

& Row 1958 edition, published in New York and edited by Benjamin Nelson and Charles 

Trinkaus. On the front matter of the 1958 edition, in the ñTranslator's Note,ò Middlemore writes 

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

The second chapter that I analyze here is ñFrom Epic to Romance,ò in R. W. Southernôs 

The Making of the Middle Ages. Making was first published in 1953 by Yale University Press, 

New Haven, and Hutchinson & Co., London (in the series Hutchinson University Library: Senior 

Series). This study uses the 1965 reprint of the 1953 Yale edition.30 The third chapter is ñThe 

Search for the Self,ò in Colin Morrisô The Discovery of the Individual 1050-1200. The first 

edition of Discovery was published by The Society for Promoting Christian Knowledge in 

London in 1972. This study uses the edition that was published by University of Toronto Press in 

association with the Medieval Academy of America in 1987. The layout is identical in both 

editions.31 The fourth chapter that is analyzed here is ñThe Inquisitorsô Questions,ò in John 

Jeffries Martinôs Myths of Renaissance Individualism. The book was published in Basingstoke 

                                                 
28 Burckhardt, ñThe Perfecting of the Individual,ò 1: 147-50. 
29 Holly, Past Looking, 34. 
30 Southern, ñFrom Epic to Romance,ò 217-59. 
31 Morris, ñThe Search for the Self,ò 64-95. 
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by Palgrave Macmillan in 2004, in the series ñEarly Modern History: Society and Culture,ò 

edited by Rab Houston and Edward Muir.32 The fifth chapter is ñFacing the Day: Reflections on 

a Sudden Change in Fashion and the Magisterial Beard,ò in Douglas Biowôs On the Importance 

of Being an Individual in Renaissance Italy: Men, Their Profession and Their Beards. The book 

was published in Philadelphia by University of Pennsylvania Press in 2015, in the Haney 

Foundation Series.33  

I chose to focus on these chapters because they discuss, more or less, the same historical 

phenomenon, assuming that the study of MFAs will benefit from making the historiographical 

topic the ñindependent variable,ò and the different combinations of words and images within it 

the ñdependentò one. Furthermore, the discourse on individualism in pre-modern Europe is still 

in progress; I hypothesized that this will allow me to discern several issues: first, whether the 

historians mentioned above refer to each otherôs work, and more specifically, to the use of visual 

evidence or MFAs (without applying this concept); second, whether with the course of time, 

factors such as technology and theories from other fields and disciplines affect this discourse, 

and its use of MFAs, in particular.  

I approach the discourse on pre-modern individualism in Europe as a case study through 

which I attempt to develop new terminology, methodological tools and directions for future 

research, regardless of the discourseôs subject matter, its era, and the historical discipline. It is 

important to note, however, that historiansô endeavor to shed light on what happened in the past, 

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

                                                 
32 Martin, ñThe Inquisitorsô Questions,ò 21-40. 
33 Biow, ñFacing the Day,ò 181-206. The sizes of the books, measuring a single page from each book (height x 

width, in cm) are: Civilization: 19.5 x 13; Making: 20.4 x 12.4; Discovery: 22.3 x 4.7; Myths: 21.7 x 13.7; 

Importance: 25.4 x 18.      



 

  
13 

historiography - that is, illustrated historiography - an ideal material 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 process that occurs over time. Even an 

abstract utterance such as mathematical equation narrates a process that begins and ends in a 

certain way. Our assessment of its success looks at how its author maintains a coherent narrative 

over time. Therefore, any statement about the world is, in fact, a historical argument. 

Furthermore, any such statement is built on previous work done by others, whether on the 

phenomenon examined or on other phenomena. Thus, any such statement is a historical element 

within a broader historical narrative. This nature of the historical knowledge, its being 

fundamental - almost a synonym to ñknowledgeò - allows me to develop the framework that I 

introduce here further, making it relevant to other disciplines. 

I chose to analyze historiography on pre-modern Europe since it is one of my fields of 

expertise; nevertheless, I have analyzed the materials while focusing on features that are relevant 

to any illustrated-scholarly text, and to do so systematically. The analysis of MFAs in the 

illustrated historiography of pre-modern individualism has exposed 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 self too, raises questions about our ability 

to explore this aspect of the past without making it a ñself-exploration;ò a process that might 

suffer from various biases, and that some of the publications analyzed here have addressed. 

Obviously, I have asked myself if analyzing MFAs within that discourse implies that I might 

study myself under the disguise of studying hybrid epistemology. I will return to this question in 

the ñEpilogue.ò 
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The probable weaknesses of the historiography of pre-modern individualism and the 

analysis of its MFAs are their strengths. There are two noticeable advantages of studying MFAs 

in this particular discourse. The first results from the fact that the history of individualism or the 

self touches upon issues such as the possibility of possessing a self; its spiritual and corporeal 

qualities; its interaction and relationship with what we identify as ñinternalò and ñexternalò 

environments; the processes involved with it; and the nature of its presence and duration. These - 

allegedly ña-historicalò - issues nurture questions about 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 and historicize it (developing in a 

chapter or publication) is a challenging task. To track an MFAôs ñbodyò and evolvement, we 

have to a have sense of what words, images and their possible relations are, as well as what 

argument is, and what word and image relation could be and do within it, as within a chapter, 

publication and, finally, a discourse.    

Another advantage in studying MFAs in the historiography of individualism results from 

the examination of historiansô awareness of their own self as a tool to study the historical self, 

and their expression of this awareness in their writing. The acknowledgment of the inherent 

complexity of historicizing the self is a recent tendency in this discourse. Among the five 

historians whose work I analyze here, only the last two, John Jeffries Martin and Douglas Biow, 

reflect upon this intricate matter. Both historians express sensitivity to two central 

methodological and epistemological challenges that arise in this context; the first relates to the 

conceptualization of the historical self, and the second to the motivation to explore it. When 

historians conceptualize the historical self by using terms from their own era, their discussion 

may lead to anachronism that distances the historical account from the past it tries to reconstruct. 



 

  
15 

A possible solution for this problem, as historians often suggest, is to use contemporary terms, 

drawn from primary sources, that can indicate past notions and emotions.34  

The problem with the motivation to explore the historical self manifests in historiansô 

projection of their own and their contemporariesô psychology onto the historical self. This 

psychological projection is another kind of anachronism, slightly different from the conceptual 

one as it is based on an emotional need, that can be found, for example, in adopting or rejecting a 

certain type of ñancestors.ò The motivation to explore the historical self to better understand the 

historianôs own self might render the historical account an autobiographical or genealogical 

inquiry, subtly harnessing the readership to the historianôs needs, rather than to the psychology of 

the past.35 Given the conceptual and motivational aspects of researching the historical self, this 

subject matter fosters historiansô consciousness of themselves and of the methodological and 

epistemological challenges their research entails. This study benefits from the historiansô 

accounts of possible pitfalls and solutions in exploring the historical self, as they increase my 

awareness of two issues: the first is the possibility that there might be multiform - conceptual and 

motivational - anachronism in illustrated historiography; the second is the possibility that study 

of the use of MFAs in illustrated historiography might, too, suffer from varied biases.    

                                                 
34 In his analysis of twelfth-century portraits, Colin Morris comments that the expectation to see in portraits that 

depict individuals ñthe actual appearance of the person concernedò might be based on an assumption that 

characterizes ñour own age.ò The Discovery of the Individual, 91. He does not, however, develop a full discussion 

on this possible bias as Martin and Biow do.  
35 Martin, for example, blames Burckhardt and Stephen Greenblatt, in Renaissance Self Fashioning, for searching 

for ancestors, thus producing genealogy or ñmyths,ò rather than history. He elaborates on Burckhardtôs nineteenth-

century Basel, 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 created. Myths, 124-26. For the 

Hegelianism reflected in Burckhardtôs cultural history and its biases, see Gombrich, In Search of Cultural History. 

For the political and social circumstances under which Burckhardt wrote Civilization, see Gossman, ñCultural 

History and Crisis.ò  
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 The question about the development of the individual or rise of individualism is central 

in the field of pre-modern Europe. Historians of late medieval and early modern Europe have 

identified changes in the way contemporaries saw, addressed and represented their and othersô 

selves, and have related those changes to contemporary developments such as: political turmoil 

on the international and local levels; courtly culture; religious reformations; changes in social 

organizations and movements such despotism, monasticism, urbanism and mercantilism; 

technological advances that improved peopleôs mobility and the dissemination of ideas; the 

humanistic movement and revival of the classic tradition; and new literary and artistic forms. I 

would like to argue that one of the reasons why ñpre-modern individualismò has become a 

prominent historiographical subject in the pre-modern field is that its core, the self, is an abstract, 

invisible concept, and as such it enables ñindividualismò to manifest in many, varied forms, and 

subsequently to be easily associated with other phenomena, especially through cause and effect 

relation. Historians, thus, have managed to establish a broad historiographical nexus between 

ñindividualismò and other developments, which, in turn, has allowed them to continue 

suggesting where and when pre-modern individualism started, how it functioned as a catalyst or 

outcome in different contexts, and how it has evolved into later periods. Thus, historians can 

easily adapt existing arguments that link between ñindividualismò and other historical 

phenomena to an earlier or later point in time, or to a different geographical location, generating 

a new insight about the subject. It follows that the modern and postmodern historiography on 

pre-modern individualism has a potential to linger for a long time. If scholars of historiography 

will , too, return to this subject, the effect would be the same. How, then, have the historians 

whose MFAs I analyze here positioned the pre-modern self and its tendency to individualization 
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in specific historical contexts? And how have they done so, using verbal and visual evidence and 

means?     

Jacob Burckhardt wrote Civilization in Basel, in 1860. As mentioned above, the 

illustrated edition of Civilization that I use here was published in two volumes by Harper & Row 

in New York, in 1958. In this famous ñessay,ò Burckhardt argues that fifteenth-century Italians 

became conscious of themselves, others, the world and history in quite a revolutionary way. It 

was the discovery of subjectivity, on the one hand, and the capacity to approach things 

objectively, on the other, that allowed them to strive to be ñall-sided menò (lôuomo universal); 

individuals who are familiar with and creative in various fields of knowledge and the arts.36 

According to Burckhardt, the reason for that change is that during the late thirteenth and 

fourteenth-centuries, the despotic and republican states utilized individualsô knowledge and 

inwardness as a resource for the statesô and their leadershipsô advantage, and cultivated 

enjoyment of life nourished by power and influence. The frequent political changes, along with 

the governmental structure and operation, enhanced individuality by creating opportunities for 

leaders and statemen to seize and enjoy power.37 Although this mental ñbreakthroughò was new, 

according to Burckhardt, it renewed the ancient-Greek mind-set, and thus marked the medieval 

mentality as interim, childish and illusion-ridden, in which people identified themselves as part 

of a group or community more than as independent, self-contained units.38 Interestingly, this 

awakening, which brought forth ñthe first-born among the sons of modern Europe,ò demonstrates 

                                                 
36 Burckhardt, The Civilization of the Renaissance in Italy, 1: 143.  
37 Ibid., 144-45. 
38 Ibid., 143-45. 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 Western narrative, see Patterson, ñOn the 

Margin.ò For the misleading story about the Renaissance as the ñrebirthò of ancient humanism, its false image as a 

break from the Middle Ages and as the foundation of secular, modern liberalism in Europe, see Larry Siedentop, 

ñDispensing with the Renaissance.ò  
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that the ñRenaissance mindò is superior over the modern one as well; an example is the 

Renaissance humanist who learned philology, rhetoric, geography and history for practical 

reasons, while the nineteenth-century scholar acquired such knowledge for theoretical purposes 

alone.39 At any rate, Burckhardt points out that in daily life, Renaissance individualism 

manifested in peopleôs unique dress and fashion, lack of fear of singularity, abandonment of false 

modesty and hypocrisy, and adoption of cosmopolitanism.40   

There are seven plates and 234 illustrations in both volumes of Civilization. The chapter 

ñThe Perfecting of the Individualò includes two reproductions of fifteenth-century-Italian 

portraits; one of Andrea Mantegna, and the other of Leon Battista Alberti. We know that 

Albertiôs work is a self-portrait and assume that this is also the case regarding Mantegnaôs 

portrait. Both artworks will be addressed in more detail in the ñTechnical Introduction.ò The 

analyzed MFA focuses on the development of the individual into ñmanyò or ñall-sided man,ò 

using Leon Battista Alberti as an example. Since Burckhardt did not write Civilization as an 

illustrated book, the 1958 Harper & Row edition is a hybrid creation by several authors: First is 

Burckhardt (1817-1897), who wrote the text; second is Middlemore (1848-1890) who translated 

the text from German into English; and third is Jahn (1892-1976), who chose the illustrations, 

according to the text in German. The captions were probably provided - at least in their initial 

form - by Jahn as well, since the information they convey addresses the images directly. In 

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

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

The editors, nevertheless, do not address the illustrations or the captions in their introduction.41 

                                                 
39 Burckhardt, The Civilization of the Renaissance in Italy, 1: 143 and 148. 
40 Ibid., 145. 
41 Ibid., 3-19. 
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And, finally, there had to be someone who designed the layout of the book, bringing the words 

and the images together into the printed space. In this case, as in relation to the other books I 

analyze here, I do not know who this was, and how exactly to conceptualize their influence on 

and contribution to the ñcontentò of the book. I leave this question open for future inquiry taken 

either by me or someone else. At any rate, the individuals who were working on the book had 

particular responsibilities and privileges, based on their profession and the stage in which they 

participated in its creation. Throughout my analysis, I use different approaches to the multiple 

and layered authorship of the illustrated Civilization. On the one hand, I address the MFA from 

the chapter ñThe Perfecting of the Individualò as if it were composed by a single author; this 

allows us to focus on the structure of the given-illustrated text, and subsequently its possible 

consumption by the readers. On the other hand, I look at Jahnôs work as a later stage in the 

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 

without the historianôs permission.  

R. W. Southern addressed the question about the pre-modern individual as well. 

According to him, the eleventh and twelfth centuries were the ñperiod of discovery,ò when 

individualsô quest for salvation, security and love, in religious and secular contexts, drew their 

attention towards their inner world and private psychology; this inward movement resulted in the 

emergence of individuals from their ñcommon background.ò42 The Christianization of Europe 

and the extension and elaboration of corporate-monastic organizations created new opportunities 

for individuals to express emotional and spiritual impulses in varied new ways that spread among 

the larger society. For example, Southern argues, between the sixth and the eleventh centuries 

                                                 
42 Southern, The Making of the Middle Ages, 221. 
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the predominant view of life in Europe was mostly heroic, emphasizing individualsô struggle 

against greater forces and fate, leaving a personal and intimate tie with God out.43 Within that 

framework, the Rule of St. Benedict created a static and disciplined routine for individuals to live 

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

However, within that severe lifestyle, there came also to be room for freedom and individual 

growth that was expressed forcefully in the eleventh and twelfth centuries.44 In the writings of 

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

knowledge and disclosure of oneôs own mind as tools for reaching spiritual ascendance and 

union with God.45 During the late eleventh and twelfth centuries, the Cistercian school, which 

strove for a greater and more acute spiritual life, had consciously made self-love and knowledge 

a condition for the knowledge of God.46 According to Southern, this doctrine introduced warmth 

and intimacy, which the twelfth-century audience looked for.47 Comparison between twelfth-

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

In the late-eleventh or early-twelfth-century epic, the Song of Roland, knights are represented as 

obliged to their lord, fellow barons, and ancient holy places in France, more than to their private 

beloveds.48 In the late-twelfth century romantic work of Chrétien of Troyes, on the other hand, 

the knight is preoccupied by love and aspires to unite with his desired object. His sentiments 

draw him to his inner world, moving his community to the background of his mind. Thus, we 

move from epic's group with ña common action against a common enemyò to romance's knights 

who ñseek the enemy in solitude,ò who, alas, might be one of their fellows.49 The shift from epic 

                                                 
43 Ibid., 224. 
44 Ibid., 223. 
45 Ibid., 222 and 227. 
46 Ibid., 230. 
47 Ibid., 228. 
48 Ibid., 242. 
49 Ibid., 244. 
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to romance indicates individualization in the knights' psychology of combat and etiquette; unlike 

the knight of the preceding century, the knight of the late-twelfth century endures his pain on his 

own.  

There are seven illustrations in Making, five of which are discussed in the chapter ñFrom 

Epic to Romance.ò Among them only four are displayed in the chapter itself and one is the 

frontispiece of the book. Southernôs comparison between the visual and verbal sources, and 

between the different visual sources, posits that the social and cultural developments he 

recognizes in the eleventh and twelfth centuries are foundational, and that as such they continue 

into later centuries. For example, he points out that in both contemporary verbal and visual 

depictions of Christ on the Cross, the emphasis shifted from his divinity to his humanity. Until 

the eleventh century, the convention was to portray the dying figure of Christ as remote and 

majestic; however, from then on, the theme was treated with ñmoving realism,ò stressing Christôs 

corporality and extreme pain and suffering.50 According to Southern, this compassionate and 

empathetic approach to Christ kept developing, and was exploited by artists in the fifteenth and 

sixteenth centuries.51 The MFA I analyze from ñEpic to Romanceò discusses those changes in 

the representations of the figure of Christ on the Cross. My own analysis examines how Southern 

juxtaposes verbal and visual sources, especially Anselmôs eleventh-century Cur Deus Homo, the 

contemporary English illustration Crucifixion from the Gospel of Countess Judith, and two 

Danish artworks: the eleventh-century The Aaby Crucifix, and the twelfth-century Tristrup 

Crucifix.   

                                                 
50 Ibid., 237-38. 
51 Ibid., 238. 
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In The Discovery of the Individual: 1050-1200, Colin Morris, like Southern, detects ñthe 

discoveryò in Western Europe of the eleventh and twelfth centuries. According to him, the 

recovery of Latinity, by the expanding humanistic movement, enabled medieval writers to 

express observations ñfrom life,ò and share immediate and subtle reflections on the self and the 

universe. The growth of self-awareness enhanced the appreciation of the freedom to voice and 

represent oneself, the belief in the individualôs potential to reach glory, and the delight in 

mankind.52 With the expansion of the Church in the mid-eleventh century, the system of 

discipline evolved from communal forgiveness of individualsô sins to individualsô self-

examination through private confession and priestly absolution. Bernard of Clairvaux and Peter 

Abelard emphasized the importance of intentions and ñtrue inner sorrow,ò instead of external 

acts and penance, basing these new rituals on ideals of self-examination and sincerity, which 

spread widely in Western Europe.53 Furthermore, Abelard and his school conceptualized the 

meaning of the Cross as the individualôs response to it in love and compassion; this, according to 

Morris, ñtook contemporary individualism to an extreme.ò54 In preaching, Bernard and Guibert 

of Nogent turned to their personal, spiritual experiences as a tool by which they interpreted the 

gospels to their audience, exemplifying how self-knowledge is ñthe path to God.ò55 In literature, 

poets used new lyrical forms of expression that are close to the vernacular, and adequate for 

simple, direct and sincere self-declaration.56 In addition, the popularity of autobiographies and 

letter-collection grew rapidly during the late-eleventh century, as both genres allowed individuals 

to present themselves, their lives and opinions.57 Finally, Morris points out a paradox within the 

                                                 
52 Morris, The Discovery of the Individual: 1050-1200, 7-9. 
53 Ibid., 73-75 
54 Ibid., 143-44. 
55 Ibid., 66-67. 
56 Ibid., 68. 
57 Ibid., 79. 
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feudalistic system that 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 

highly personal. Since feudalism built itself on personal loyalty, individualsô character stood out 

and stirred emotions.58 

Morris uses eight illustrations in Discovery; four of them in the chapter ñThe Search for 

the Self.ò While his discussion about the artworks is in that chapter, the illustrations themselves 

are clustered between pages 126-127, in the following chapter, ñThe Self and Other Selves.ò  

After the beginning of the eleventh century, Morris argues, artists introduced a new style of 

representation that draws its content and appearance ñfrom life,ò making the artistic work an 

imitation of its model. For instance, representation of individuals shifted from displaying their 

symbols of rank and status to recording of their personal, unique look. This effect could only be 

achieved through careful observation and attention to particular, especially facial, details. Indeed, 

Morris distinguishes between ñportraitò and ñpersonal portrait;ò the former had prevailed since 

antiquity, while the latter expresses the new-medieval interest in the specificity of the 

individual.59 Thus, he argues, in the eleventh and twelfth centuries, both writing and the fine arts 

were applied to capture and convey personal - mental and physical - characteristics. This new 

ñnaturalism,ò according to Morris, resulted from a transformation in contemporariesô vision, that 

started to display a ñmodern way of seeing the human form.ò60 Like Southern, Morris equates 

                                                 
58 Ibid., 33-34. 
59 Ibid., 87-88. 
60 Ibid., 87-90. According to Lynn White in the mid-twelfth century, the art of Western Europe showed interest in 

ñconcrete experienceò and ñphysical actualities.ò White argues that these new tendencies were ñthe symptom and 

expression of the forces then remolding European culture and laying the foundations of modern science.ò ñNatural 

Science and Naturalistic Art in the Middle Ages,ò 425-26. For the convergence of the histories of science, vision and 

the perception of the self, between the seventeenth and the twentieth centuries, see Daston and Galison, Objectivity. 

Baxandallôs concept of ñthe period-eyeò emphasizes the social and cultural contexts of the visual experience. See 

Painting and Experience in Fifteenth Century Italy. 
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this development with the new Christian spirit, that attempted to strengthen individualsô belief 

through their identification with Christ and his personal experience. To be sure, until the late-

tenth century, artists depicted the figure of Christ on the Cross as an alive man to symbolize his 

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

through signs of pain, suffering and mortality.61 The MFA from ñThe Search for the Selfò 

explores those ñnaturalisticò developments in four artworks from the eleventh and twelfth 

centuries: the tomb-slab of Rudolf of Suabia (Merseburg Cathedral); enamel plaque of Count 

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

the tombs of Henri II and Eleanor of Aquitaine (Abbey Church of Fontevrault). This MFA, 

presented in the subchapter ñThe Portrait,ò juxtaposes some of those artworks with verbal 

sources, such as memorials and descriptions of the physical appearances of the depicted figures. 

In my analysis, I focus on Morrisôs rhetoric; his use of and shifts between verbal and visual 

sources and means to support his observation of twelfth-century ñnaturalism.ò 

Throughout Myths of Renaissance Individualism, John Jeffries Martin states that his goal 

is to understand the Renaissance self ñon its own terms,ò as an attempt to avoid approaching the 

historical self or identities as if they were ñmirrors to ourselves,ò which may result in a view that 

ñdepends almost entirely on where we stand.ò62 Focusing on North Italy in the fifteenth and 

sixteenth centuries, and using sources such as records of inquisitorsô interrogations and manuals, 

literature and the fine arts, Martin argues that the constant element in contemporariesô experience 

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 1050-1200, 23 and 140. 
62 Martin, Myths of Renaissance Individualism, 7. 
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the external self.63 Martin constitutes this understanding on two main assumptions: first, that the 

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

and second, that there are multiple, overlapping modalities of identity that enable dynamism and 

complexity within the self. Martin offers five different modalities of the Renaissance-layered 

self: the social or conforming self; prudential self; performative self; porous self; and sincere 

self.64 The contexts in which these selves operated were individualsô social roles and specific 

circumstances. For example, under Counter-Reformative oppression, Catholics typically 

experienced the conforming self, while heretics the prudent self. The latter could also partake in 

courtly culture, among courtiers and artists, while overlapping with the performative self. The 

different selves operated in places such as courtrooms, streets, public squares, churches and 

private spaces. The conceptualization of the Renaissance-self as porous, Martin suggests, can 

free historians who explore it and individualism from projecting their own self and era onto their 

subject of inquiry. The account of contemporariesô experience would be better if we saw the 

historical self in relation to and with its historical context, than search for the ñbirthò of later 

kinds of self.65 

Martin uses five illustrations in Myths, one of which is in the chapter ñThe Inquisitorsô 

Questions.ò Like Southern and Morris, he implements a comparative study between verbal and 

                                                 
63 Martin stresses, however, that the dichotomy between ñinternalò and ñexternalò self is provisional, signifying the 

perceived differences between emotions, beliefs, thoughts, etc., versus society, culture, politics, and so forth. Myth, 

7.   
64 For the five modalities of the Renaissance self, and contemporary cases that demonstrate each, see ibid., 30-39. 

Martin points out Freudôs conceptualization of the ego, id and superego as ñmost influential formulation of the 

relational self,ò as well as the work of psychoanalytical theories on object relations. Ibid., 15 and 137n36. In the 

context of the historiography of early modern Europe, Martin points out Natalie Davisôs examination of the 

perception of the self as porous, in sixteenth century popular culture. Ibid., 37. Indeed, Davis claims that ñthe line 

drawn around the self was not firmly closed,ò physically and mentally open to others, within a relational field. This 

perception of the self is different from the nineteenth-century one, which halted Burckhardt, according to Davis, to 

see the true nature of the Renaissance self. ñBoundaries and the Sense of Self in Sixteenth Century-France,ò 53-56.   
65 Martin, Myths of Renaissance Individualism, 7. 
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visual sources and conveys his understanding through both media. For example, in ñThe 

Inquisitorsô Questions,ò Martin interprets Lorenzo Lottoôs 1530s portrait of the Venetian jeweler 

Bartolomeo Carpan as a representation of at once the social, prudent and performative selves. To 

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

as compares the portrait with the records of Carpanôs late 1560s trial for heresy, and the ñverbal 

portraitò they produced. Unlike Southern and Morris, Martin offers a meaning for the portrait 

without comparing it with other artworks that depict neither Carpan himself nor other people, 

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

artistic theme or technique over time, and that development's possible meaning regarding the 

pre-modern self.66 The methodological difference between Southernôs and Morrisôs approach, on 

the one hand, and Martinôs approach, on the other, helps us realize several factors that influence 

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 culture; the numerous 

versions of its verbal and visual depictions allow a comparative study of that theme over time, in 

various places, and in different media. Since the number of visual and verbal depictions of the 

jeweler Carpan is much smaller, their use as historical evidence has to draw on their non-

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

The representations of Christ and Carpan, however, reflect contemporary psychological and 

social issues, as both, Christ and Carpan, relate to the concept ñindividual.ò In my analysis, I 

explore how Martin uses Carpanôs portrait and the records of his trial, to support the model of the 

                                                 
66 Martin does, however, comment on Lottoôs work, beyond Carpanôs portrait: ñBut this painting is not a portrait of 

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 this representation, to overlook the social framework into which the artist went out of his way, 

as he always did in his portraits, to place his subject.ò Ibid., 21.  
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Renaissance self that Martin offers in ñQuestions.ò This analysis also elucidates how varied 

sources about an ordinary man can tell us about his individual, nevertheless common, 

experience.   

In On the Importance of Being an Individual in Renaissance Italy, Douglas Biow defines 

ñindividualò as ñsomeone with a mysterious, inimitable quality, a signature style, and/or a 

particular, identifying mode of addressing the world.ò67 Focusing on sixteenth century Italy, and 

using sources such as literature, treatises, painting and fashion, he explores this notion of the 

individual and its role among elite men. The contexts in which Biow sees an intense use of this 

notion are: the rise of courtly culture and increased concern with etiquette; a new patronage 

system and educational programs; new work opportunities and professionalism; technological 

developments; the changing status of artisans; and new dominant fashion among men.68 In the 

professional context, he finds that elite men deliberately mystified their success to create an 

impression that their skills and mastery resulted, first and foremost, from an innate, inimitable 

quality possessed by a privileged group. They achieved this effect by practicing an ñaggressive, 

personalized voice,ò that stood out within professional and urban collectives, signaling its 

admirable nature, and utilizing fashion and the male body to highlight their particularity.69 In the 

chapter ñFacing the Day: Reflections on a Sudden Change in Fashion and the Magisterial 

Beard,ò Biow discusses a large-scale shift in fashion, in which sixteenth-century Italian men 

started to cultivate beards. According to Biow, this new practice resulted from socio-political 

conditions, in which Italian elite men were expected to subordinate themselves to their lords, 

following the late-fifteenth century invasion of Italy by France, and the 1527 invasion by 

                                                 
67 Biow, On the Importance of Being an Individual, ix. 
68 Ibid. 
69 Ibid., 3-4. 
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German and Spanish imperial forces, as well as from the courtly culture and its restricting 

etiquette.70 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. Paradoxically, wearing beards also signified their adoption of new French 

and Spanish codes of fashion, which aligned them with the dominant, authoritative new power.71 

Furthermore, while beards signified their collective identity, they also enabled them to point out 

and promote their individuality.  

Biow uses fifty-five illustrations in Importance, of which twenty-four illustrations are 

discussed in ñFacing the Day.ò Sixteen of the twenty-four illustrations are printed in the chapter 

and eight are displayed in other chapters, though discussed in ñFacing the Day.ò Biow, like his 

predecessors in the illustrated discourse on the pre-modern self, juxtaposes verbal and visual 

sources as an argumentative strategy. Interestingly, in ñFacing the Day,ò Biow uses visual 

representations of the authors whose texts he uses as verbal sources. This method evolves 

through several stages: first, Biow compares visual representations of men before and after 1500, 

showing how after the first few decades of the sixteenth century, beards were ñsuddenly all over 

the place;ò72 second, narrowing the scope, he compares different styles of beards as seen in 

sixteenth-century portraits, demonstrating that once Italian elite men stared to wear beards, this 

fashion became an obsession;73 third, he uses advice from Castiglioneôs The Courtier and 

Giovanni della Casaôs Galateo, in conjunction with the portraits of the two authors, showing 

them wearing beards. This method allows Biow to foster Castiglioneôs and della Casaôs authority 

on fashion and civilized behavior, as if both ñpractice what they preach.ò In addition, the 

                                                 
70 Ibid., 189. 
71 Ibid., 190-91. 
72 Ibid., 181. 
73 Ibid., 194. 
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conjunction of the authorsô words and visual representations enables Biow to shift the discussion 

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

(Castiglioneôs portrait is on page 95; della Casaôs on page 195; the discussion on both portraits is 

between pages 194-95). In the context of courtly and civic self fashioning, both Renaissance 

authors emphasize the importance of adhering to local norms, and balancing between the 

different elements of oneôs attire, including their beard;74 however, their visual depictions show 

two individuals who have a unique, bearded look. This juxtaposition of words and images serves 

to illustrate the fine line between the social and individual aspects of wearing a beard in 

sixteenth-century Italy. My analysis of this MFA concentrates on using authoritative figures; 

their words and appearance as an indicator of a broad, yet personal, phenomenon among elite 

men. 

Noticeably, the five historians whose work I examine here are all men. My decision to 

analyze illustrated books on a particular subject somehow led to this. In ñBoundaries and the 

Sense of Self in Sixteenth-Century France,ò Natalie Davis wrote about the self in relation to both 

collective institutions and strategies of women for self-expression and autonomy. Her text, 

however, is not illustrated, and it is an article in the edited book, Reconstructing Individualism, 

rather than a monograph. Neither did Caroline Bynum illustrate her article ñDid the Twelfth 

Century Discover the Individual?ò that was first published in the Journal of Ecclesiastical 

History and was reprinted and expanded in a collection of her articles Jesus as Mother.75 

Obviously, gender is not only an identity of the authors whose work I examine here, but also an 

identity of the people whose experiences the five historians explore. In this sense, gender is an 

                                                 
74 Ibid., 191-94. 
75 Davis, ñBoundaries and the Sense of Self in Sixteenth Century-France.ò Bynum, ñDid the Twelfth Century 

Discover the Individual?ò   
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identity in which the five historians and their subjects of inquiry meet. My study does not 

examine how gender and womenôs experiences of their and othersô selves are approached by the 

five historians, although I have explored this issue thoroughly. In fact, I wrote about this matter 

quite extensively and decided to leave my insights out of this study, and perhaps to return to 

them in the future. This decision is based on my desire to focus on the conceptual framework 

offered here first. As you will see, gender will be addressed in my analysis of Biowôs MFA, 

since Biow himself uses ñgenderò as a category through which he understands the notion of the 

individual in sixteenth-century Italy. Finally, I have not addressed the fact that I am a woman 

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

prefer to discuss on a different occasion, if at all.                   

As mentioned above, the exploration of MFAs through the study of the illustrated 

discourse on pre-modern individualism benefits from two main aspects. The first is the 

discourseôs continuity, evident in: references to earlier publications 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 historiansô awareness of their selves examining the 

historical self, and the epistemological and ethical challenges this situation entails, including its 

implications for MFAs. I claim that among the five historians whose work I examine here only 

Martin and Biow acknowledge and cope with the second aspect, the problematic of the self-

historicizing the self. However, as we will see, the methods that both develop to solve the 

problem - while they are debating against their predecessors - do not touch upon the multiformity 

of their and the earlier publications, subsequently making the continuity of the discourse overtly 

verbal. This implies a cause and effect relation between both aspects of the illustrated discourse: 

the self-awareness that historians develop through historicizing the self (verbal) determines the 
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nature of the continuity of the discourse (verbal), and vice versa; the nature of the discourseôs 

continuity (verbal) determines the kind of self-awareness historians develop, while historicizing 

the self (verbal). Still, I would like to argue, the continuity of the illustrated discourse is not 

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

Historiansô awareness of the problematic of the self historicizing the self, nevertheless, has not 

yet developed through multiform, hybrid communication. While this study does not attempt to 

answer why multiform self-awareness develops in a certain pace, and how advanced is its current 

potentiality, it does explore how an illustrated discourse develops a multiform continuity, and 

offers ways to increase multiform self-awareness.76 

Discursive continuity thrives through the survival of its tangible aspect, and the longevity 

and volume of its readership and authorship. The practical mechanisms that maintain its 

continuity over time and space are the references within, to and from the discourse. For instance, 

looking retrospectively, in Importance, the most recent publication analyzed here, there are 

refences to Myths, Discovery and Civilization. In Myth, there are references to Discovery, 

Making and Civilization, as well as a reference to Biowôs Doctors, Ambassadors, Secretaries: 

Humanism and Professions in Renaissance Italy (2002) that discusses the Renaissance self.77 In 

Discovery, there is no reference to Making, but rather to Southernôs Medieval Humanism and 

Other Studies (1970) that discusses twelfth-century humanism, and there is no reference to 

                                                 
76 Mieke Bal discusses how self-awareness develops through the interpretation of signs whose meaning is 

indecisive. She claims that this process is compulsive, and that it illuminates the ñsense of ótextôò and its ability to 

contain ña plurality of possible meanings.ò Reading ñRembrandt,ò 223. I hope that the concept ñmultiformityò will 

raise awareness to signs that are open to multiple meanings and to the self, at the same time.        
77 In 2006, two years after the publication of Myths, Martin published an article about his experience of reading The 

Making of the Middle Ages as a young man, as well as his personal meetings with Southern. Interestingly, Martin 

pays special attention to the last chapter in Making, ñFrom Epic to Romance,ò that is examined here. While this 

study analyzes Southernôs juxtaposition of words and images in that chapter, Martin does not relate to Southernôs 

use of art as visual evidence in it. See Martin, ñObscure, Significant Events: R. W. Southern and the Meaning of 

Scholarship.ò        
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Civilization. Finally, in Making, there is no reference to Civilization. Another mechanism that 

maintains discursive continuity are references from several publications to the same publication. 

For example, both Importance and Discovery refer to Walter Ullmanôs The Individual and 

Society in the Middle Ages (1966); in both, Importance and Myths, there are references to 

Civilization, Caroline Bynumôs ñDid the Twelfth Century Discover the Individual,ò from 

Importance it is to the publication of the article in Journal of Ecclesiastical History (1980) and 

from Myths it is to its publication in her book Jesus as Mother (1982); and both refer to Stephen 

Greenblattôs Renaissance Self Fashioning (1983); these references are in addition to the 

reference from Importance to Myths. When references to other publications are done explicitly it 

is easy to track them, especially when one can use devices such 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 

not mentioned explicitly; 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 

cannot assume that all the readers are able to identify implicit references in any given moment, 

since their identification depends on the readersô experience and task in hand. As well, we cannot 

assume that the authors are always conscious of all the other publications that have expressed the 

same or similar ideas as their own publication does.  

Both Making and Discovery do not refer explicitly to Civilization, yet they give the 

impression that they refer to Burckhardtôs argument according which the ñindividualò was 

ñdiscoveredò in the Italian Renaissance. In Civilization, in the chapter ñThe Discovery of Man ï 

Spiritual Description in Poetry,ò Burckhardt writes: ñOn the discovery of the outward world the 
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Renaissance added a still greater achievement by first discerning and bringing to light the full, 

whole nature of man. This period, [é] first gave the highest development to individuality, and 

then led the individual to the most zealous and thorough study of himself in all forms and under 

all conditions.ò78 In Making, Southern claims that to grasp the great changes that took place 

during the Middle Ages, we should see them ñfrom within, in their effects on individuals;ò79 

when we do so ñwe find less talk of life as an exercise in endurance, and of death in a hopeless 

cause; and we hear more of life as a seeking and journeying,ò adding that while the main locus of 

those spiritual journeys was monasteries, ñ[t]he critical period of discovery was the century from 

about 1050 to 1150.ò80 As we can see, both Burckhardt and Southern link - within a few steps - 

the terms ñindividualò and ñdiscoveryò to describe a major new development, which according to 

both authors, happened in different places and times.  

As mentioned above, there is no explicit reference from Discovery to either Making nor 

Civilization; however, when Morris discusses the main characteristics and development of pre-

modern individualism, he seems to debate with Burckhardt. According to Morris, if we focus ñon 

the development of self-awareness and self-expression, on 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 the twelfth century was in this respect a peculiarly creative age.ò Citing R. 

R. Bolgar, he claims that in the twelfth century we discern ñfor the first time the lineaments of 

modern man.ò81 Moreover, Morris argues that ñ[t]he very idea of the óRenaissanceô itself was a 

late medieval one, rooted [é] long before 1500. The idea of a sudden rebirth of humanism in the 

                                                 
78 Burckhardt, Civilization of the Renaissance in Italy, 1: 303. At the end of the first sentence in the quote above, 

Burckhardt refers to the ñIntroductionò of the seventh volume of Micheletôs Historie de France, published in 1855, 

as the source of these ñstriking expressions.ò Ibid., 303n1.  
79 Southern, Making of the Middle Ages, 219. 
80 Ibid., 222. 
81 Morris, The Discovery of the Individual 1050-1200, 7. 
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last fifteenth century rested, moreover, on a very simple-minded view of the Middle Ages. In 

practice it was certainly not a pure óage of faithô, free from the challenge of a secular view of 

man and uncomplicated by the use of human reason.ò82 Finally, the title of Morrisôs book, The 

Discovery of the Individual: 1050-1200, brings the combination of the terms ñdiscoveryò and 

ñindividualò to the front, echoing Burckhardtôs use of ñThe Discovery of Manò in the title of 

aforementioned chapter.  

Although there are no explicit references from both Making and Discovery to Civilization 

or Burckhardt, we may assume that the two later publications continue a discussion that takes 

place in the earlier one. Moreover, without explicit references from Discovery to Civilization, we 

may assume that this discussion is polemic not only regarding where and when Western 

individualism developed, but also where, in the historiographical discourse, the umbrella-concept 

ñRenaissanceò can be adequately used; as long as it signifies an era that encourages ñindividualsò 

to ñdiscoverò themselves through civilized - sometimes retrospective and yet ñmodernò - 

methods. The assumption that Southern and Morris debate with Burckhardt is based on the 

varied terms and concepts that all three publications use, especially the conjunction of the two 

terms ñdiscoveryò and ñindividual,ò and their positioning in local-argumentative sequences.83 

Therefore, since Making and Discovery juxtapose two terms, which have already been 

juxtaposed in Civilization, they implicitly refer to it, whether Southern and Morris intended to do 

                                                 
82 Ibid., 5-6. 
83 Clearly, Bynumôs article ñDid the Twelfth Century Discover the Individual?ò juxtaposes the terms ñindividualò 

and ñdiscovery,ò as well as Martinôs article ñInventing Sincerity, Refashioning Prudence: The Discovery of the 

Individual in Renaissance Europe.ò Both articles do so already in their titles. What we see here is a group of studies 

in which each study signifies itself as part of that group, that ongoing discourse. The signification of belonging to 

that discourse is made by the repetition of a specific intersection of ñkey terms.ò In the digital era, when search for 

data is mainly done through terms, and the results of such search are given so fast, it is relatively easy to grasp ñthe 

discourse.ò From a terminological point of view, my study seems to join the discourse about the ñdiscoveryò of the 

ñindividual,ò although it focuses on the discourseôs use of MFAs.  
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so or not. From the readersô point of view, once the meanings of the terms ñdiscoveryò and 

ñindividualò have been used in a single argumentative sequence, the two terms enclose a 

concept, idea or subject matter; something that the readers can visualize as a process that 

embodies movement within stages, rather than a still image. This argumentative sequence also 

signifies space, since its utterances expand in the space of the book. Therefore, the conjunction 

of ñindividualò and ñdiscoveryò is a core of a conceptual as well as physical body, that can be 

explored, interpreted and debated. The repetition of juxtaposing a certain group of terms 

generates subtle references to the earlier cases in which this juxtaposition has taken a 

metaphorical and literal place. These references are implicit, and along with the explicit ones, 

they allow the discourse to continue.          

How does an illustrated discourse develop and maintain a multiform 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 

ñdiscoveryò and ñindividualò). We also saw that both explicit references between various 

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 discourse, there are similar explicit and implicit referential mechanisms which are a 

necessary device to shift readersô attention between various publications through their own 

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 ñmultiform referencesò (hereafter MFRs); their integration of the 

verbal and visual components of an MFA into a cohesive utterance and coherent idea and various 

MFAs into a discourse is possible 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 meaningfulness 

can very well exist while the other medium is in the same condition or has the same properties.84 

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; however, there is nothing intrinsic in MFRs that 

guarantees a change in readersô behavior. Thus, when we discuss MFRs, we relate to a rhetorical 

device that has a potential to change readersô mode of reading and observing the text. The actual 

power of MFRs to change readersô behavior will be clearer after we track readersô eye 

movements while they consume MFAs.85 Tracking readersô eye movements will help us reveal 

the varied patterns involved in reading illustrated texts, among them the elements that drive 

readers to shift their attention between the verbal and visual components; the velocity of readersô 

reaction to visual and semantic stimuli (that is manifested in rapid eye movements, i.e., saccades, 

that are measured in milliseconds); and the duration in which their gaze rests upon the different 

components. Until we conduct such experiments, the question of multiformity would benefit 

from hypothesizing and conceptualizing the nature of MFRs. Finally, tracking readersô eye 

                                                 
84 Peter Burke argues that when historians use images in 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 evoke. Eyewitnessing, 10. This problem, he claims, 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 documents. Ibid., 14. In similar spirit, Jacques Derrida criticizes 

the perception of the written word as secondary to the spoken one, especially in Saussureôs semiology. Derrida 

writes: ñEither writing was never a simple ósupplement,ô or it is urgently necessary to construct a new logic of the 

ósupplementô.ò On Grammatology, 7. Both Burke and Derrida point out ñlegitimate signifiers,ò in discourses that 

have institutionalized hierarchies among forms of expression, as well as the need to change this condition. In this 

study, the concepts ñMFAò and ñMFRò refer to the semantic meaning and visibility of words and images; however, 

I 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 movements are commonly held 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 conclusions. A classic study in the field of eye movements is Yarbus, Eye Movements and 

Vision. For a neurocognitive study of language and reading, see Deheane, Reading in the Brain. For approaching art 

history, employing methods and insights from brain studies, see Onians Neuroarthistory: From Aristotle to Pliny to 

Baxandall and Zeki. 
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movements will also allow us to understand better the ñcompellingò element that thinkers have 

ascribed to word and image relation. 

Saussure, Wittgenstein and Bal have pointed out the power embedded in word and image 

relation to forcefully evoke thoughts in oneôs mind, and Charles Sanders Peirceôs classification 

of signs into three modes: symbolic, iconic and indexical, may be considered as a framework to 

think about the compelling or involuntary effect word and image relation has upon readers. 

According to Peirce, indexical signs are connected with the things or objects they represent by a 

physical, organic connection.86 Therefore, the direct and contiguous connection between 

indexical signs and the things they represent enables indices to ñdirect the attention to their 

objects by blind compulsion.ò87 Peirce also argues that indices can be thought of ñas a fragment 

torn away from the object, the two in their existence being one whole or a part of such whole.ñ88 

If words and images have pushing and pulling forces between them, that can shift individualsô 

attention from the words to the images and vice versa, across the MFAôs space, it implies that 

words and images may be physical parts of a whole. This conceptual framework suits well my 

understanding of MFAs and especially MFRs, that might be a whole whose verbal and visual 

poles are ñtornò from its body.  

On the semantic level, MFRs associate the MFAôs verbal and visual components through 

semantic relations such as synonymy, antonymy, meronymy (part or a member in relation to a 

whole), holonymy (whole in relation to a part or member), and so on. These kinds of semantic 

relations traditionally describe affiliations between terms, but we can use them to characterize 

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

                                                 
86 Peirce, Collected Papers, 2.229.  
87 Ibid., 2.306. 
88 Ibid., 2.230. 
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a similar meaning, that is, represent - each in its own way - a similar thing, or that maintain a 

meronym-holonym relatedness. For example, an MFR can link the word ñdogò and an image of 

ña dog,ò when both are printed on the same page, based on the similar meaning both 

representations denote. An MFR can also link the term ñtailò with an image of a ñdog,ò since 

they maintain a meronym-holonym relatedness. MFRsô own semiotic and semantic qualities are 

ñmultiform,ò since they combine what the verbal and visual components 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 each other and their shared 

visual surrounding, as well as the readersô experience and task in hand. MFRs own visual quality 

is ñmultiform,ò since - as happens with their semiotic and semantic qualities - they are composed 

of the words and images which they associate. Since both MFRsô ñverbalò and ñvisualò qualities 

are multiform, MFRs embody ñpure multiformityò or ñtotal hybridity;ò they are neither ñverbalò 

nor ñvisual,ò but both. As we can see, the number of factors that determine if and how MFRs 
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operate is relatively high; they include the semantic and visual features of the MFAôs verbal and 

visual components, and the readersô background and goals, and even, perhaps, personality.89  

MFRs are classified into three main types: explicit, implicit and indeterminate. Within an 

MFA, an explicit MFR announces its own juxtaposition of the verbal and visual components, 

usually through brackets in the main text, and at the beginning of the caption of the illustration.90 

In the brackets, the term òfig. n.ò - ñfig.ò for ñfigureò and ñn.ò for ñnumber,ò that are usually 

written in Arabic or Roman numerals - comes to signify that these are ñthe rightò time and place, 

along the consumption of the illustrated text, to direct attention to the illustration, that is 

displayed above its corresponding caption. It is important to note that ñfig. n.ò is a hybrid sign, as 

it starts with a verbal anacronym and ends with a number; the ñfig.ò represents the kind of 

representation to which the author directs the readers (i.e., figure, plate or illustration), while the 

ñn.ò is the number of the cases in which that kind of representation has been used so far within 

                                                 
89 Since human beings have limited capacity to pay attention to things in their environment, studies in the field 

attempt to point out the factors 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, repetition and intensity; however, it can also be directed voluntarily during a certain task. 

Interestingly, attention is influenced by individuals' past experience, which modifies their perceptual experience. See 

ñAttention.ò It should be noted that semantic relations between words, and their use as a method to taxonomize 

images is currently developed. ImageNet 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 2009, uses semantic groupings 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 mid-1980s. While analyzing MFAs, I would like to 

consider not only the lexical and contextualized meanings of both words and images, but also their visibility (and, 

thus, visual attention), mutual-physical relations, and the varied factors that readers add to the overall experience of 

processing MFAs. Combining these factors would produce the algorithm of the verbal-visual or ñmultiform 

grammarò (MFG). ImageNet website introduces the project in a historical context: ñEver since the birth of the 

digital era and the availability of web-scale data exchanges, researches in these fields have been working hard to 

design more and more sophisticated algorithms to index, retrieve, organize and annotate multimedia data.ò Stanford 

Vision Lab, ñImageNet: About.ò Indeed, technological developments change our ability to extract, organize and 

synthesize 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. 
90 Hereafter, we use ñmain textò for the substantial written part of the publication. ñVerbal component,ò on the other 

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 different role from that 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 have with the ñvisual component,ò either as individual elements or as the ñverbal 

component.ò 
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the publication. The presence of two identical-hybrid signs, one embedded in the main text and 

one at the beginning of the caption, establishes an explicit MFR that can generate shifts of 

attention in a bidirectional way: from words to images and vice versa. When readers encounter 

ñfig. n.,ò that is, an explicit MFR, they have the freedom to cooperate with the author and shift 

their attention from the main text to the caption and the illustration or ignore the conventional 

sign. Explicit MFRs operate between different MFAs within a single publication and between 

various publications as they operate between words and images within an MFA; their direction 

of readersô attention somewhere else is done consciously and clearly. Among the five 

publications this study analyzes, Making, Discovery and Importance use explicit MFRs. As we 

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

style of using them.  

Implicit MFRs generate shifts of attention through semantic relatedness between the 

MFAôs verbal and visual components and their visual features, without announcing its operation. 

For example, the presence of the word ñdogò and an image of a ñdogò on the same page 

establishes a point or moment within the consumption of the illustrated text, in which it would 

make sense to shift the attention between the two. After all, what could be the reason to embed 

both kinds of representations in proximity if not to discuss the same phenomenon? In Myths, for 

instance, we read on page 21: ña portrait of the jeweler Bartolome Carpanò in the main text, on 

page 23: ñPortrait of a Goldsmith in three Viewsò in the caption, and in the illustration, above 

the caption, we see a figure of a man in three angles. Since ñportraitò in both the main text and 

caption denotes the same meaning, ñjewelerò and ñGoldsmithò denote similar meanings, and 

there is a figure of a man in the illustration, all three elements: the phrase in the main text, 

caption and image establish a nexus of implicit MFRs, that make the corresponding MFA 
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cohesive and coherent. The semantic relatedness between the term ñdogò and an image of a 

ñdogò is similarity, as well as between the terms ñjewelerò and ñgoldsmith.ò As mentioned 

above, in addition to similarity, terms and images within an MFA can relate to each other by 

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

of whole and therefore can represent it. For example, ñtailò and ñdog,ò or ñCarpanò and 

ñVenetian men.ò Holonym is the opposite of meronym; it signifies the whole in relation to its 

part or member. In addition to linking verbal and visual components of a specific MFA, implicit 

and indeterminate MFRs may operate between different MFAs within a single publication, as 

well as between various publications. Their function is always based on the same principles; 

their direction of readersô attention depends on the semantic and visual features of both the 

verbal and visual components, and the readers. 

The main difference between explicit, implicit and indeterminate MFRs is that while we 

recognize the first through a well-known convention, we can only hypothesize the last two. 

Hypothesizing implicit MFRs demonstrates that they can come in varied degrees of semantic 

similarity. For example, the word ñwolfò and an image of a ñdogò on the same page may 

establish an MFR that is perhaps more implicit (or less explicit) than the one between the word 

ñdogò and an image of a ñdog,ò within the same field of vision. When a meronym-holonym 

relation is considered, the distance between the term ñtailò and an image of ñdogò (with or 

without a tail) is arguably shorter than the distance between the terms ñpetò or ñanimalò and an 

image of a ñdog.ò Throughout the analyses, I use ñsemantic relatednessò to denote either 

meronym-holonym relation or both, the latter and semantic similarity. This is possible since 
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semantic similarity is a kind of semantic relatedness. 91 At any rate, the gradation in implicit 

MFRs suggests that there could be multiple implicit MFRs within an MFA. It also implies that 

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 that when we hypothesize implicit and indeterminate MFRs, we 

should be aware of the shifts we may encounter or generate between the linguistic level and the 

epistemological or ontological level of our hypothesis. We may assume that the relation between 

certain phenomena in the past resembles the semantic relation between the terms and images that 

we use in historiography, to signify those phenomena (especially through depicting cause and 

effect relation). In other words, we may hold, in different degrees of consciousness, that the 

verbal and visual representations that we use in historiography imitate the structure and 

occurrences of the past. I think that those cognitive shifts between what we ascribe to 

representations and what we ascribe to the reality those representations 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 first method counts ñdistancesò (or edges) between concepts (or nodes) in a hierarchical 

semantic net. The shorter the path from one concept to another, the more similar they are. Rada et al. ñDevelopment 

and Application of a Metric on Semantic Nets.ò The second method examines semantic similarity between words 

through their ñsubstitutabilityò in representation of context. The study shows that ñthe more often two words can be 

substituted into the same context the more similar in meaning they are judged to be.ò Miller and Charles, 

ñContextual Corelates of Semantic Similarity.ò The third method uses ñinformation content;ò it examines the extent 

to which two concepts share the same information. Reznik, ñUsing Information Content to Evaluate Semantic 

Similarity in a Taxonomy.ò In addition to semantic similarity between terms, scholars have also explored the 

computation of semantic similarity between sentences, paragraphs, documents and texts, as well as between 

different kinds of textual units (such as between a sentence and paragraph). Rus et al. ñSEMILAR: The Semantic 

Similarity Toolkit.ò For a study that offers a method to measure semantic relatedness, including semantic similarity 

and other possible semantic relationships, see Gracia and Mena, ñWeb-Based Measure of Semantic Relatedness.ò 
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constitutes our ability to relate to reality, and that this mechanism is where the real interest and 

play are.92  

Indeterminate MFRs are terms whose semantic relatedness with 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 semantic, spatial and 

epistemological 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 become and therefore 

cannot entirely represent that phenomenon (i.e., that is represented by the 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 the MFA itself, that might change perspectives on the historical 

phenomenon. In both cases, our attempt to hypothesize MFRs encounters a moment - and point 

in the space of the MFA - that manifests a ñtwistò or ñgapò in multiform representation. We may 

hypothesize an indeterminate MFR when we read, for example, the term ñoutdoorsò in the main 

text and see an image of a ñdogò in vicinity to it. What is the semantic relatedness between 

ñoutdoorsò and ñdogò? It can only be determined by the context in which both are used; the way 

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

authorôs outlook over the relation between ñoutdoorsò and ñdogò may change as the MFA 

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

describe coherently or logically the course of events without using figures of speech, which are always ñexternalò to 

the discourse (and thus disturb the ñpureò description of reality). He also argues that ñmetadiscourse,ò namely, the 

classification of linguistic modes that predominate discourses, rather than relating to the discoursesô ñcontent,ò is, in 

fact, a typology of modes of understanding. See Tropics of Discourse. Thus, 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 entails a shift of attention between what the MFAs argue (that is, how reality was) 

and how they do so.            
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progresses.93 Clearly, in some cases, the context plays a central role in clarifying the semantic 

relatedness between the MFAôs verbal and visual components; this raises our sensitivity to how 

authors use MFRs as rhetorical devices. It also makes us aware of the possibility that authors use 

implicit and indeterminate MFRs in varied degrees of consciousness, and that MFAs are not 

fully under their control.  

The multiplicity of MFRs of any kind manifests the multiformity of the text, pointing out 

the various ways in which we can associate words and images in an argumentative environment. 

Additionally, the gradation in implicit MFRs and 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 list and index implicitly refer to the captions and images, which 

makes the two lists and the index part of the argument. Thinking about it a bit further, the world 

outside of the book is full of implicit and indeterminate MFRs to MFAs in books, and vice versa, 

expanding the body of MFAs in a way that is hard to predict and define.94 This nebular MFA and 

a group of such MFAs is nothing else but an illustrated discourse, that has explicit, implicit and 

indeterminate ways to maintain its continuity. The question how to narrow 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 individualism in pre-modern Europe as a 

                                                 
93 I would like to thank Professor Elizabeth S. Cohen for her helpful suggestion to use the term ñindeterminateò to 

describe this kind of MFRs. 
94 This image of implicit and indeterminate MFRs filling the world echoes G®rard Genetteôs vision of the paratext, 

i.e., the elements that surround the main text in books, expanding boundlessly. He writes: ñ[O]ne of the 

methodological hazards attended on a subject multiform and tentacular 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 

it.ò Paratext, 407. However, when it comes to multiformity, we might think about it as a more ñinclusiveò 

framework rather than ñimperialist.ò At any rate, if Genette feels that he might lose control over his own conceptual 

framework and its methods, this feeling resonates with me.   
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case study, this study asks: Can we have a more effective illustrated historiography? Can we 

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

visual evidence and means? And can we establish a critical discourse on illustrated, multiform 

scholarship? I argue that all these options are possible, if we approach illustrated historiography 

afresh. The concept ñmultiformò stands at the core of the new approach that I offer here, since it 

signifies the hybridity of illustrated texts, allowing us to delve into their complex nature. 

ñMultiform argumentsò and explicit, implicit and indeterminate ñmultiform referencesò can 

enhance our understanding of how combinations of words and images develop and maintain 

continuity of verbal-visual ideas and discourse, as well as historiansô self-awareness, being 

engaged in such scholarly endeavor.  

The next section of this study is the ñTechnical Introduction;ò a second Introduction 

which is also an analysis; it asks how the five analyzed publications ñmanageò the visual 

materials in them, and consequently their own intertextuality. The presumption of the ñTechnical 

Introductionò is that the technical aspects of the book and the practices involved in them by both, 

the makers and readers of the book, are part and parcel of the bookôs epistemology. To exemplify 

this presumption, the ñTechnical Introductionò begins with presenting those aspects and their 

importance and continues by analyzing them in the five publications. Further, the ñTechnical 

Introductionò is organized according to the chronology of the five publications, with five tables, 

each focusing on an MFA, its chapter and book. Each table is divided into thirteen rubrics or 

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

approached from a technical perspective. The 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. Each table is also followed by a short essay that draws on the 
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findings presented in the table, and discusses cases that exemplify how technical aspects of 

illustrated historiography embed patterns of creation and communication of historical 

knowledge. Finally, the approach I employ in the ñTechnical Introductionò resembles some of 

G®rard Genetteôs postulations in Paratext. In this Introduction, I address those postulations and 

explain the difference between the ñparatextò and ñtechnicalò perspectives on books.         

Chapter 1, ñl'Uomo Univesale: Multiform Argument in Jacob Burckhardtôs "The 

Perfecting of the Individualô,ò hypothesizes implicit and indeterminate MFRs, using scans of 

double spreads, that compile ñPerfecting.ò In this chapter, I introduce the method by which we 

hypothesize MFRs, using color coding to highlight terms 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 require a thorough analysis of the illustrated text, therefore, I use 

ñhypothesisò and ñanalysisò interchangeably. Additionally, the hypothesis of MFRs, which is a 

semantic analysis, in fact, reveals the spatial aspect of the analyzed MFA; along the analyses, I 

often use the terms ñspatial analysis.ò The use of color coding allows us to see how different 

terms throughout the analyzed text maintain their semantic relatedness with the image and other 

terms from different distances across the MFA. Ultimately, this analysis demonstrates the 

visibility and physicality of the MFA; the topography of historical knowledge. The analysis of 

ñPerfectingò is an exploration of Burckhardtôs understanding of the Renaissance ñall-sided man,ò 

and his elaboration on this concept by telling about Leon Battista Albertiôs talents and 

achievements. The fact that Jahn illustrated this edition of Civilization, and that by doing so 

transformed Burckhardtôs argument into an MFA, hovers over its analysis and is addressed, as 

well as the implications of Jahnôs decision to plant Albertiôs self-portrait at the center of 

Burckhardtôs discussion about him.  
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Chapter 2, ñTender Compassion: Multiform Argument in R. W. Southernôs óFrom Epic to 

Romanceô,ò employs the same analytical method that is introduced in the first chapter. Since 

ñEpic,ò unlike ñPerfecting,ò uses explicit MFRs, the second chapter examines how the presence 

of all three kinds of MFRs: explicit, implicit and indeterminate influences the MFAôs 

epistemology. Southernôs use of explicit MFRs without the convention ñfig. n.,ò utilizing the 

continuity of the body of the book to consolidate the MFA, as well as his harnessing of terms 

that ñneighborò the referring poles of the explicit MFRs, are examined as well. Additionally, 

ñEpicò is much longer than ñPerfectingò and thus requires adaptation of the definition of the 

analyzed space from ñchapterò to ñMFA.ò Subsequently, the second chapter develops principles 

to identify the body of the MFA, focusing on the use of regular or ñconventionalò reading of an 

illustrated text versus zooming out from the referring poles of its explicit MFRs. In ñEpic,ò 

Southern discusses changes in the sentiments eleventh and twelfth century people had for the 

suffering Christ, basing his observation on verbal and visual representations of Christ on the 

Cross, that gradually emphasized his humanity rather than divinity. Thus, the analysis of 

Southernôs MFA brings forth questions about verbal and visual means in the service of specific 

topics, especially those that touch upon theological and metaphysical issues; all this while 

considering his contribution to the discourse about pre-modern 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. From an analytical point of 

view, this is an opportunity to explore how multiformity can merge with other major 

historiographical categories into sophisticated rhetorical devices.       
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Chapter 3, ñPersonal Portrait: Multiform Argument in Colin Morrisôs óThe Search for the 

Selfô,ò explores the subchapter ñThe Portrait,ò in which Morris develops the concept ñpersonal 

portrait,ò to show the twelfth-centuryôs growing interest in individualsô personal traits and their 

representations. Hypothesizing and highlighting MFRs reveals Morrisôs attempt to validate his 

observation of a move towards ñnaturalismò by intersecting verbal and visual sources, and the 

challenge this attempt entails due to the scarcity of both verbal and visual sources. The third 

chapter also examines Morrisôs division of explicit MFRs into two-stage sequence, as he refers 

the readers from the main text to a footnote and from there to the image. Terming these footnotes 

as ñmiddle poles,ò the chapter looks into how they, along the MFRsô referring and referred poles, 

push and pull readersô attention across the MFA. Other techno-rhetorical issues such as the effect 

of locating captions beside the illustrations rather than beneath them, and conveying information 

about the artworks in the main text, captions and the òChronological Tableò are examined as 

well.  

Chapter 4, ñThe Relational Self: Multiform Argument in John Jeffries Martinôs óThe 

Inquisitors' Questionsô,ò explores how Martinôs juxtaposition of verbal and visual sources and 

means supports the model of the Renaissance self that he offers in ñQuestions.ò The fourth 

chapter continues hypothesizing and highlighting implicit and indeterminate MFRs, in a chapter 

without explicit MFRs; however, it also introduces a new method to analyze MFAs, in which six 

of the paragraphs in ñQuestionsò and its visual component, namely, Lorenzo Lottosô portrait of 

Carpan from 1530-1535, are positioned side by side. The physical proximity of each of the 

paragraphs and the image allows us to hypothesize MFRs while spending minimal time on 

processing its referring verbal or visual poles while looking for their referred counterparts across 

the MFA. This method imitates a conversation we could have had with Martin, standing in front 
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of Carpanôs portrait and hearing what he is seeing in it that supports his understanding of the 

Renaissance self. The new method, that is built upon the method employed in the first three 

analyses, also pays more attention to the details in the illustration. Martin has a different 

historiographical approach to the question of pre-modern individualism, focusing on the 

definition and experience of the fifteenth and sixteenth century individual rather than on where 

and when pre-modern individualism had developed; his detailed analysis of Carpanôs portrait and 

use of inquisitorial records require different emphases and adaptations of the analysis of his 

MFA.          

Chapter 5, ñKnowing What to Wear: Multiform Argument in Douglas Biowôs óFacing the 

Day: A Reflection on a Sudden Change in Fashion and the Magisterial Beardô,ò looks into how 

Biowôs intersection of two quotations from Castiglioneôs The Courtier (written between 1508-

1527) with his portrait by Raphael from 1514-1515, and two quotations from Giovanni della 

Casaôs Galateo (written between 1552-1555) with his portrait by Pontormo from 1541-1544, 

supports his understanding of the sixteenth-century growth of beards among Italian-elite men. 

Biow, like Martin, focuses not on the question where and when pre-modern individualism had 

developed but on how contemporary men thought 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 hypothesizes implicit and indeterminate MFRs, while positioning Biowôs 

quotations of the two Renaissance authors next to their portraits, leaving Biowôs own explicit 

MFRs outside of the analytical scope. This method imitates a situation in which we could 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 happened in the analysis of ñQuestions,ò a change in the 

historiographical approach within an MFA entails an adaptation of its analysis.  

I conclude this study with an Epilogue, ñBeing Effective.ò In it, I review the analytical 

methods and concepts that this study offers and how they relate to the five MFAs it explores. I 

also suggest several directions to continue this study, using those new terminology and analytical 

methods, as well as methods from neurocognitive science. Some of those directions address the 

use of multiformity in pedagogy. I hope that the insights I have gained from analyzing MFAs 

about pre-modern individualism 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, I believe that a thorough research of MFAs and other 

products that are composed of different semiotic systems will foster new ideas about the essence 

of agency and freedom. I base this belief on the attempt to answer the question whether my 

motivation to conceptualize and analyze MFAs in the illustrated discourse on pre-modern 

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 phenomena: their presence is noticeable; their boundaries are elusive; 

they involve mental and physical processes (which are one and the same in this study); they 

maintain dynamic relations with the ñinternalò and ñexternalò realms; coordinate varied kinds of 

input into a unified meaning; and their duration can be thought of in terms of their success in 

conversing with and convincing others. 

This study offers a systematic approach to illustrated books, and a systematic method to 

classify possible shifts of attention between words and images within an MFA; consequently, it 

illuminates possible ways in which readersô cognition integrates different kinds of signs into a 
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unified meaning. This approach considers perceptual and cognitive processes that are involved in 

the consumption of MFAs as independent of a specific language, layout or reader. Therefore, the 

scope of this project seems ñuniversalò and its approach ñscientific.ò This impression is 

enhanced by the studyôs emphasis on the ñeffectivenessò of MFAs and on our ability to learn 

how to increase that effectiveness once we approach multiform argumentation systematically. It 

should be noted, however, that my understanding of the production and consumption of MFAs as 

measurable and improvable takes into account political, social and cultural factors in ñscienceò 

and its promise. As we will see, the paradigm that develops throughout this study contains 

pragmatic principles based on the realization that the MFAôs content, structure and rhetorical 

style cannot be understood without the adjustments of the analytical tools. It means that the 

authors and publishers who construct MFAs play a role in the way we study their MFAs, and 

consequently in how we develop critical tools to approach that consumption. If we add to that 

role factors such as the experience and the tasks-in hand that individual readers bring into their 

consumption of MFAs, we are left with ñflexible science.ò My hope is that the terminology and 

analytical methods that this study offers will increase authorsô and readersô sensitivity to 

invariable elements in multiform argumentation, on the one hand, and the diversity and 

dynamism that characterize that argumentation, on the other. Methodological flexibility makes 

the analysis of MFAs a creative endeavor, which like the construction of MFAs, illuminates how 

a rigorous and pragmatic points of view can work well together.      

The main contribution of this study is the new terminology it offers to create, consume 

and analyze illustrated historiography and scholarship, more broadly. At the core of this 

terminology, ñMFAsò and ñMFRsò that enable us to understand better word and image relation 

in the creation and communication of knowledge. These concepts, that allow the analyses of the 
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semantical, spatial and epistemological levels of multiform argumentation, are also relevant to 

cultural and pedagogical settings that use verbal and visual evidence and means. Focusing on the 

pedagogical context, MFAs and MFRs and ultimately MFG can describe how an arrangement of 

words and images in the classroom or lecture hall constitutes a certain epistemology. The 

semantic, spatial and temporal relations between words and images influence learnersô 

understanding of the materials presented to them during the class, and their ability to use them in 

their own work. For instance, in the classroom, it would be better to discuss cause and effect 

relation between events while avoiding a visual representation of the earlier event in color and 

the later event in black and white, either as two consecutive images or by showing the earlier 

event on the left side 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 technology that historically 

precedes photography in color might hinder the apprehension of the ñcolorful eventò as the 

earlier one. In this case, the semantic level of the words, the aesthetic level of the images and the 

spatiotemporal relations between both levels - within the teacherôs MFA - foster a ñself-

contradiction.ò Thus, higher awareness of possible semantic and spatial relations between the 

MFAsô verbal and visual components while constructing and transmitting knowledge might 

increase the effectiveness of MFAs as a pedagogical tool. Of course, the concepts ñMFAsò and 

ñMFRsò can serve students in their creation of illustrated texts and their teachersô assessment of 

those texts. Higher consciousness of the mechanisms that integrate signs from different semiotic 

systems can increase the cohesiveness and coherence of their hybrid utterances.          

The multiform approach to illustrated historiography is helpful and far-reaching, if we 

relinquish the division between mind and body, and time and space. These categorical 

distinctions limit our perception of ourselves as complicated beings, and reality just as much. It 



 

  
53 

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, and as such it finds tools 

and inspiration in multiple 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 chain evolves around and crosses through the 

illustrated discourse on pre-modern individualism, it puts forth another opportunity to think 

about Western civilization: the way it has been historicized, the issues that are still debated, the 

technologies and discourses that change the way we look at the past, 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.  



 

  
54 

Technical Introduction 

The ñTechnical Introductionò aims to point out what MFAs are composed of, holding that 

there is a positive correlation between the awareness of the MFAsô components and the ability to 

construct MFAs sophisticatedly, creatively and effectively, as well as to approach them 

critically. The awareness that this ñIntroductionò aspires to raise is among the various 

professionals involved in creating scholarly-illustrated books, and among their consumers. The 

focus on the bookôs ñtechnicalò properties and practices, such as the layout, list of illustrations, 

captions and index, resembles G®rard Genetteôs exploration of the paratext; the zone or threshold 

that presents the text to the public or ñenables a text to become a book.ò95 Both approaches value 

apparatuses in books that we tend 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 

effectiveness (emphasizing the authorôs purpose and responsibility), and assume that 

ñeffectivenessò often occurs in the readersô subconscious, which is why it would be beneficial 

for all parties involved in books to raise their awareness of textual devices. At the same time, 

while Genette consciously leaves apparatuses around visual materials out of his analysis, this 

study - and especially the ñTechnical Introductionò - delves into them. This examinationôs focus 

on the multiform aspects of illustrated texts, on the one hand, and Genetteôs work on verbal 

materials, on the other, have convinced me that it makes more sense to term the following 

analysis as ñtechnicalò rather than ñparatextual.ò Lastly, terming an ñIntroductionò and analysis 

as ñtechnicalò recalls the term ñartistic technique,ò which is used in captions of illustrations and 

                                                 
95 Genette, Paratext, 1. 
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labels of artworks. It suggests and calls for a perception of illustrated books as artworks, just like 

those that illustrated books show us.               

To identify MFAsô components, we ask: How do the illustrated books ñmanageò the 

visual evidence and means displayed in them? ñManaging,ò in this context, means the way in 

which the images are arranged in the book, the information that is conveyed about them, and 

other practices that influence how they function in the book.96 These arranging practices will  be 

inferred by analyzing the bookôs structure, since this structure results from these practices, and it 

is the only material we have access to. The decision to focus primarily on the management of the 

bookôs ñvisualò rather than its ñverbalò or ñmultiformò component is merely an analytical 

strategy that serves the analysis by providing it with a starting point; we could equally have 

analyzed how the ñverbalò component is structured and how it functions and reach the same 

insights regarding the ñvisualò and ñmultiformò components, since any systematic analysis of 

either ñverbalò or ñvisualò in an illustrated book would lead to the analysis of the other 

component, and ultimately to the multiformity of the book. Additionally, focusing on the 

management of the visual material is more convenient since, in illustrated books, there are 

usually fewer illustrations than words. Lastly, we know that the way images ñfunctionò results 

from processes that are not completely under the authorôs control, and that it depends not only on 

how they are ñmanaged,ò but also on factors such as the readersô experience and task. Therefore, 

in this context, I prefer to ascribe the management of the visual material in the book to the book 

itself rather than to its creators, namely, the author, editor and publisher; the category ñbookò 

                                                 
96 The ñTechnical Introduction,ò at least in this study, does not examine 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 ultimately in the way the images function.97  

The central presumption of the ñTechnical Introductionò is that the technical aspects of 

the illustrated book and the practices involved in them are inherent to the bookôs epistemology; 

that techne and episteme are almost if not totally the same. To exemplify this presumption, the 

ñTechnical Introductionò details those practices and their importance for multiform 

argumentation in printed historiography. It then analyzes those practices in five tables; each table 

concentrates on one of the five publications. Each table is also followed by a discussion about 

the findings of the analysis, focusing on one or two practices, which are written in red to 

facilitate their identification within the table. The practices that we discuss, after each table, 

stand out among other practices that are implemented in the analyzed publication; the practices 

that we do not discuss could have equally begun an investigation into the creation and 

communication of historical knowledge by verbal and visual means. The tables and the 

discussions are 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 means that are used in them? In 

illustrated books, we identify three main categories of management; each category defines a 

group of practices in relation to the visual material: first, the arrangement of the illustrations in 

                                                 
97 Barthes describes the authorôs authorship of their text as ñmyth,ò and ñthe authorò as a fictitious-modern 

phenomenon that attempts to confine and explain the text by an ñorigin,ò a ñhuman person.ò According to Barthes, 

this modern, positivist view on literature reflects a capitalist ideology, which attaches ñthe great importance to the 

ôpersonô of the author,ò making their combination a commodity in the cultural and historical market. However, he 

claims, once the act of narrating is performed, the ñbirth of the readerò and the ñdeath of the authorò begin. Further, 

not the author but the reader - who is ñwithout historyò and whose ñidentity is lostò - is where language and its 

multiple, overlapping levels create the text, in the ñhere and now.ò See The Death of the Author. I share this view 

with Barthes, thus leaving the management of the visual material to the ñbook.ò At the same time, like Genette, I 

acknowledge the authorôs responsibility for the paratextual elements of their work. See Paratext, 408-409.  
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the book; second, the information the book conveys about the illustrations, and the artworks 

reproduced in them; and, third, additional patterns.98 The three categories consist of thirteen 

practices all together, which we organize in a table that implements the technical analysis on 

diverse textual units: the book; the chapter; the captions in the chapter and in the analyzed MFA; 

the MFA itself; and the illustration and artwork in the analyzed MFA. The from-left-to-right 

order of the columns reflects the division of the practices into the three main categories only 

partially, since it also attempts to follow the ñidealò order of consuming a book, namely, from its 

beginning to its end. The relatively high number of practices that are examined in a single table, 

their diversity, and their interconnectedness make the impression that the order that the columns 

manifests moves within and between the analyzed units, making shifts between verbal and visual 

signs, forward and backward, and zoom-in and zoom-out. As you will see, in addition to the 

columns, the tables are also divided horizontally: the row at the top describes the practices 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 on the practice in question. The conjunction of the vertical practices (described in the 

columns) and the horizontal analyzed units (described in the rows) indicates whether the 

examined practice is implemented on those units, and in some cases, shows how this 

implementation in done.  

The first category of practices that we examine is the arrangement of the visual material 

in the book, which relates to the design or layout of the MFAs. The examination is based on the 

                                                 
98 ñArtworksò here is a generic term for any object, view or scene that can be reproduced through photography and 

print in books. Since this study analyzes the use of visual evidence typical to the pre-modern era, I prefer to relate to 

the reproduced material as ñartwork,ò although, methodologically, the analysis can serve a broader range of visual 

materials. For the historical and technological contexts, and consequences of reproducing artworks in the modern 

era, see Benjamin, The Work of Art in the Age of Its Technological Reproducibility. 
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presumption that there is no distinction between the look and the content of MFAs on the one 

hand, and the sensorial and cognitive processes involved in consuming them on the other. Thus, 

the design of MFAs, chapters and books, is a rhetorical and argumentative device that can 

emphasize certain points that the arguments set forth. The arrangement of the visual material in 

illustrated historiography is a mechanism for creating and communicating historical knowledge; 

the awareness and understanding of how it works in time of reading - and the impact it creates 

thereafter - can only benefit the effectiveness of our MFAs. In the following tables, two columns 

explore this category: column 2 (arrangement of ills. in book) asks whether 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 size of the page, defined as ñsmall,ò ñmediumò or 

ñlarge;ò whether their orientation is vertical or horizontal; as well as what their location on the 

page is, defined as ñaligned to the right,ñ ñaligned to the leftò or ñcentered.ò Column 11 (CLR./ 

B&W print) asks whether the illustrations are printed in color or black and white, throughout the 

book and in the analyzed MFAs. Exploring the arrangement of the visual material, in the book, is 

important, since it is a crucial factor in readersô engagement with the text and the meaning they 

obtain from it. A thoughtful design of MFAs can encourage readers to shift their attention 

between the MFAôs verbal and visual components, flip pages, and turn the book to find relevant 

information. 

The second category is the information the book conveys about the illustrations and the 

artworks that are reproduced in them. This information is conveyed through the list of 

illustrations, numbers of illustrated pages, numbers of illustrations, and index. The list of 

illustrations, numbers of illustrated pages and numbers of illustrations are complementary 

devices which help readers navigate to the illustrations in the book. The list of illustrations 
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indicates the location of the illustrations 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 the number of images in the book, their 

sequence and frequency and 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 when information such as artistsô names, time of the artistic 

production and the artworksô location are indicated as well. Column 1 (list of ills.) points out 

whether there is a list of illustrations in the book; if there is, it cites the items on the list.  

Numbers of illustrated pages are helpful 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 illustration and the 

number of the illustrated page can ease the search for the illustration or MFA. Column 3 (p. of 

ills. numbered) indicates if pages that display illustrations are numbered; if yes, it specifies the 

page-numbers. Numbering illustrations at the beginning of the captions is the most common 

convention to shift readersô attention from the main text to the illustration. Interestingly, the 

convention ñfig. n.ò is a hybrid sign in its own right, since it is composed of signs from two 

semiotic systems; a verbal abbreviation and a number. The presence of the same ñfig. n.,ò in the 

main text and the caption under the image, establishes a ñbridgeò between the main text and the 

image: a classic, explicit MFR. Since numbering illustrations also counts the illustrations in the 

book, each number indicates where and when each illustration (or visual evidence) is situated 

within the overall visual aspect of the book. Column 4 (ills. numbered) indicates whether the 

illustrations in the book are numbered; if so, it specifies their numbers.  
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Indexation, like the list of illustrations, is a method that directs readers to artists, artworks 

and related terms in the book; it makes these data accessible, searchable and consequently more 

available for further study and discussion. When entries in the index point out conjunction of 

terms, the index provides the readers with historical contexts, since associations between terms 

reflect historical connections between different phenomena. These indexed conjunctions have the 

ability not only to indicate but also to 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 

their intersection with other terms is a representation of their representation in the book, and an 

invitation to continue looking for multiformity in the historical discourse. Column 12 (indexed 

artist and artwork) points out whether artists and artworks that are written in the main text and 

captions are indexed; if so, it quotes their appearance in the index.  

Captioning illustrations plays a key role in informing the readers about the illustrations 

and reproduced artworks. The captionôs vicinity to the illustration, the convention to begin it 

with ñfig. n.ò and, in many cases, its description of the image (through the title of the artwork), 

on the one hand, and its detachment from any paragraph, smaller font, and different style of 

prose, on the other, makes it the verbal counterpart of the illustration and artwork. As such, it 

helps readers find the visual material in the book, using devices that the book provides, which are 

mostly verbal and numerical. For example, the list of illustrations refers to titles of artworks, 

illustration-numbers and numbers of illustrated pages. The duplication of the title 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 also positions the visual material in a historical context, by the 

information it provides on both the illustration and the artwork. Such information can be the 

name of the artist who produced the artwork and the year of the artistic production. Column 6 
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(photo credit in caption) has two functions in relation to captioning: first, it examines whether 

photographers and photo-archives receive credit in the caption, at the chapter level; and second, 

it cites full captions at the specific-MFA level.  

Tracking photo crediting in captions helps us study the relation between the artwork and 

its reproduction in illustrated historiography, as photo crediting in captions allows us to think 

about the connection between artistic, recording, preserving and disseminating techniques, as 

well as about the practitioners who are engaged in culture and its heritage. The inclusion of this 

ñindustrialò aspect of the visual evidence, in captions, reflects - to some degree - the complex 

relation between the historical evidence and the ownership of its images, or rather between 

historians and the owners of those images, in the context of publishing. This aspect is inherent to 

creating and communicating historical knowledge by using MFAs.99 Column 6 fully cites 

captions; this is meant to examine different styles and conventions of captioning. It enables us to 

compare the captions with the entries in the list of illustrations (column 1), and the index 

(column 12), and ask if and how these devices affect the discourse.100                   

Captions that indicate who created the artwork acknowledge the intimate connection 

between artists and their art, and their retroactive contribution to the illustrated-historiographical 

discourse. Artistsô names in captions associate the visual evidence to a real-human experience: 

an individualôs life, artistic development, career, milieu and reaction to and participation in 

                                                 
99 In their analysis of erroneous modern captions of 14th-15th century images of diseases, Lori Jones and Richard 

Nevell draw attention to the effect of mislabeling visual evidence. They track two series of images that represent 

different diseases that were captioned and catalogued as showing ñthe plagueò although this is not the case. The 

discrepancy between what the images show and what the captions say they show results from cropping and stripping 

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

demonstrate that in the digital era, it is impossible to turn the wheel back; their attempt to convince the 

disseminators of these images to relabel them only met with partial success. Inaccurate captions, the authors claim, 

become and would probably stay the imagesô identity. See ñPlagued by Doubt and Viral Misinformation.ò 
100 Jordanova discusses the importance of the information included (or omitted) in captions and titles, and the 

ñtechnical languageò that is used in them, to describe artworks. See The Look of the Past, 24-30.    
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cultural and intellectual trends. Since artists' names 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. Since in most books the illustrations are scattered, we see artistsô names 

sporadically; however, if the illustrations are clustered, and the list of illustrations displays 

artistsô names, we can see the artists as a group (as if we look at an invitation for a group 

exhibition). The list of artists inspires us to think about them as a group of individuals who had 

the ability to express themselves artistically, and whose work has been found interesting or 

useful by historians. Column 7 (name of artist in caption) points out whether artists' names are 

included in the analyzed captions at the chapter and the specific-MFA levels. 

Indicating the time of artistic production in captions situates the artwork in history, as it 

connects between the artwork and the occurrences that took place before, at time of, and after its 

creation. Furthermore, 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 psychological aspect in the biography of the artist and the history of emotions. 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 pours meaning into its era and 

its diverse aspects, making them a prism through which the artwork itself can be explored. But 

this reciprocal nourishment, and utilization, between artworks and their eras, do not stop at the 

ñcontemporaryò level; when we see the year of artistic production in captions, we immediately 

see the time that 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 visual evidence and all the people who have been involved in the illustrated 

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 caption) points out if the analyzed captions 

indicate the time of artistic production at both the chapter and MFA levels, 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 this information is conveyed, we 

can infer, to a certain extent, the operations 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 of specific tools and media, collaboration 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 artwork.101 Therefore, captions that communicate the 

artistic technique foster additional directions for analyzing the artwork and its function as visual 

evidence; they allow the image to testify not only what is seen on the printed page, but also the 

varied processes without which the artwork could not have been created. Thus, rich data about 

artworks supports rich MFAs. Column 9 (technique in caption) indicates whether the analyzed 

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

Captions that specify the location of artworks emphasize their physicality; their existence 

beyond the printed image, somewhere in the world. From the readersô point of view, identifying 

a name of a place or site in vicinity to the image, in addition to the date of production, is to 

perceive the visual evidence as part of a cultural and social momentum that lingers throughout 

history through the body of the work. Whether the artwork has changed places since it was 

                                                 
101 Panofsky argues that "[a] really exhaustive interpretation of the intrinsic content might even show that the 

technical procedures characteristic of a certain country, period, or artists [é], are symptomatic of the same basic 

attitude that is discernible in all the other specific qualities of his style.ò ñIconology and Iconography,ò 30.  
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produced or not, its physical body continues accumulating experiences that have happened to and 

around it; therefore, as long as it survives, we can have a direct dialogue with it regarding past 

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

time through which it has survived, 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 such, it builds connections between 

the artists, their audience, the creators of the book and their readership. Finally, the artworkôs 

location in captions implicitly invites readers to visit both the artwork and its location, 

consequently leading the readersô own body into a historical exploration, and thus encouraging 

further development of a discourse that uses visual evidence. Column 10 (location of artwork in 

caption) points out whether the analyzed captions include locations of artworks, as well as 

variations in those indications.  

The third category of practices is the additional patterns; it includes the kind of MFRs 

used in the analyzed chapters and MFAs, and any other noticeable patterns that are not addressed 

in the other twelve columns. In the ñConceptual Introduction,ò we argued that even if there is an 

explicit MFR in an MFA, there might be multiple implicit MFRs within that MFA. Column 5 

(MFR verbal to visual) indicates if there is an explicit MFR from the MFAôs verbal to the visual 

component, in the analyzed chapters and MFAs. If there is, it indicates the page from which the 

explicit MFR is made. In this examination, once we find an explicit MFR, we do not continue 

searching for implicit (or indeterminate) MFRs, although we assume, by default, that they are 

there - to maintain the cohesiveness and coherence of the MFA. In case there is no explicit MFR 

in the analyzed units, column 5 indicates that there is an implicit MFR there, instead. Since 

column 5 indicates the page number from which the explicit MFR is made, it allows us to see the 

number of pages between that page and the page on which the illustration is printed (shown in 
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column 3), and to know whether the illustration is printed before or after the referring pole of the 

explicit MFR. The distance and order of the referring and referred poles reflect the spatial 

relation between the MFAsô verbal and visual components. It implies that the spatial or physical 

aspect of the MFA bears epistemological meaning, since it determines how we process the 

different components of the MFA in spacetime. Our assumption is that the order and time that 

are embedded in MFAs are part of their epistemology, since the cohesiveness and coherence of 

arguments of any kind depend on the order of their postulations and their vicinity in time.102   

Finally, the category of additional patterns investigates patterns that are neither addressed 

nor fully processed in the twelve columns that we have described thus far. These patterns can 

become apparent from: further research that is conducted on specific artworks, following the data 

accumulated by the analysis; questions that arise from the data; and the comparison between 

different elements within a single table and between the five tables. Column 13 (Other) provides 

some room for brief comments and questions that emerge shortly after the implementation of the 

technical analysis.

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

and indeterminate MFRs, as ñtwo dimensionalò and ñthree dimensional.ò If an MFR associates words and images 

that are printed on a single page or double spread and the consumption of the whole MFR can be completed by gaze-

shifting only, it is a two-dimensional or 2D-MFR. If, on the other hand, this process requires flipping pages, opening 

another book, searching the internet, or any physical action that is not solely gaze-shifting, it is a three-dimensional 

or 3D-MFR. As I argued in the ñConceptual Introduction,ò the new approach that this study offers can benefit the 

analysis and construction of multiform utterances in various contexts. The concepts of 2D- and 3D-MFR 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 2D- and 3D-MFRs. Some of my initial insights on this subject have been presented in the Sixteenth 

Century Society and Conference 2016 Annual Meeting in Bruges, in the paper ñVisual Literacy in History: Two and 

Three Dimensional Multiform Arguments in Historiography of Early Modern Europe.ò I intend to continue 

investigating this aspect in future research. 
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  1 2 3 4 5 6 7 8 9 10 11 12 13 

  List of ills. Arrangement 

of ills. in 

book 

P. of ill s. 

numbered 

Ills. 

numbered 

MFR 

verbal to 

visual 

Photo credit 

in caption 

Name 

of 

artist 

in 

caption 

Year of 

production 

in caption 

Technique 

in caption 

Location 

of 

artwork 

in 

caption 

CLR./ 

B&W 

print 

Indexed 

artist and 

artwork 

Other 

Book/ 

Ch. 

Yes Scattered  

  

  

  

Yes, with 

exceptions, 

indicated 

in list of 

ill s. 

Yes (Ch.) 

Implicit  

(Ch.)  

Yes, Fig. 67  

No, Fig. 68 

  

(Ch.)  

No 

  

(Ch.) 

No  

(Ch.) 

No 

(Ch.) 

Yes  

B&W No, with 

exceptions. 

If i ndexed, 

it is in 

relation to 

the main 

text 

Ills. and 

captions 

after writing 

and 

translating 

the book 

MFA/  

Ill./  

Artw. 

1 

ñ67. 

Andrea 

Mantegna 

148ò 

Left p., 

medium, 

vertical, 

aligned to 

left 

148 67 Implicit  ñFIG. 67. 

ANDREA 

MANEGNA 

Mantua, S. 

Andrea 

Photo 

Anderson, 

Romeò 

No  No  No  Yes  B&W No  Name of 

artists in 

caption do 

not follow 

the bookôs 

convention 

MFA/  

Ill./  

Artw. 

2 

ñ68. Leon 

Battista 

Alberti  

149ò 

Right p., 

small, 

vertical, 

aligned to 

right 

149 68 Implicit ñFIG. 68. 

LEON 

BATTISTA 

ALBERTI 

Paris, 

Dreyfus 

Collectionò 

No No No Yes B&W ñAlberti, 

Leon 

Battista, 

149, 150ò 

Location 

of artwork 

outdated 

 

Table 1 Technical Analysis of Burckhardtôs Civilization. 
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The aim of the following discussion is to illuminate the connection between the technical 

features and practices shown in the table of Civilization and the epistemology of the MFA, that 

this study analyzes. Looking at column 6, which cites captions, the caption of Fig. 67 writes 

òANDREA MANTEGNAò and the caption of Fig. 68 ñLEON BATISTA ALBERTI;ò however, 

column 7, which examines artistsô names in captions, indicates that the chapter, in general, and 

the two captions, in particular, do not indicate names of artists (Table 1). How is this possible? 

First, Mantegna and Alberti are well known for their involvement and achievements in the arts. 

Second, while Burckhardtôs text says nothing about Mantegna, it clearly speaks of Alberti as an 

ñartist.ò103 On the other hand, Burckhardt did not write Civilization as an illustrated book; it was 

Jahn who illustrated it in 1926, and probably captioned it as well. Therefore, it is no surprise that 

there is some discrepancy between what the chapter discusses, what it shows, and what it writes 

in the captions. At any rate, a comparison between the two captions and other captions in the 

book reveals that the way the two names are written follows the bookôs convention for titles of 

artworks, rather than names of artists (Fig. 1.1). It implies that the artworks that we see in Fig. 67 

and Fig. 68 represent the persons whose names we read in the captions; so, who were the artists? 

                                                 
103 Burckhardt, The Civilization of the Renaissance in Italy, 1: 149. 
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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 in Mantegnaôs funerary monument 

in Chapel of San Giovanni Battista, in the church of S. Andrea in Mantua. The monument 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 self-portrait.104 Therefore, we may hold the artworks in 

ñPerfectingò as self-portraits of both artists, although the question regarding the work-division 

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

                                                 
104 For Mantegna's work, see Italian Renaissance Learning Resources, ñArtists and Patrons.ò For Albertiôs self-

portrait, see National Gallery of Art, ñLeon Battista Alberti.ò According to Italian Renaissance Learning Resources, 

Alberti planned the building of the church of S. Andrea. Was Jahn aware of the fact that Mantegnaôs bust and 

Albertiôs architectural work share the same space? If we assume that Jahn was the one who decided which 

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

with Albertiôs self-portrait can be understood as Jahnôs response to Burckhardtôs discussion about Alberti on that 

page, Jahn could have chosen to illustrate page 148 with any image that ñfitsò the subject of the chapter, or not to 

illustrate it at all. By illustrating page 148 with Andrea Mantegna, Jahn created a historiographical space that 

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

two pages into pages ñ148-49,ò since the space that is opened in-between both pages, the double spread they create 

together, is Jahnôs multiform space, to enrich Burckhardtôs argument about the perfecting of the individual.    

Fig. 1.1 Captions, Burckhardtôs Civilization. 
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captions, signify an additional, hidden meaning: the identity of the artists who created the 

artworks. This conflation of two different pieces of information - the title of the artwork and the 

name of the artist - into one, within a convention that regularly signifies only one meaning - the 

title - has an epistemological effect: it diminishes our sight of how individuals in the Renaissance 

found ways to commemorate, one could even argue ñperfect,ò themselves. 

Another practice that stands out in the table of ñPerfectingò is how the captions indicate 

the artworksô location. Looking at column 10, that examines this matter, the caption of Fig. 67 

indicates that Mantegnaôs bust is in Mantua, and the caption of Fig. 68 indicates that Albertiôs 

oval relief is in ñParis, Dreyfus Collectionò (both written in red, in the table). However, 

according to the website of the National Gallery of Art in Washington, during the nineteenth 

century, Albertiôs oval relief was held in Paris by Vicomte de Janzé, Charles Timbal and Gustave 

Dreyfus. In 1930, Duveen Brothers Inc. purchased it from Gustave Dreyfusôs estate, probably 

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 Gallery in 1957.105 

The artwork, therefore, changed three collections between 1930, when the 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 the caption that the artwork is in the 

Dreyfus Collection, since at that time, this is where it was. The question is: Should translations 

and new editions of illustrated historiography revise captions, taking into consideration 

contingent factors? The main advantage in revising captions is that it maintains the captionsô 

status and function as a historiographical device, that is meant to convey information about the 

illustrations and artworks. Another advantage in revising captions is the creation of the 

                                                 
105 National Gallery of Art, ñLeon Battista Alberti.ò 
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possibility to compare captions of the same illustration in different editions; this allows 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 historiography is part of this history. This 

dynamism can add another cultural layer to the 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 over time).106

                                                 
106  Genette argues that unlike the text, paratext can be modified over time, and that it is the authorôs responsibility to 

attend to that modification during their lifetime, and after their death, it is the editorsô responsibility. Paratext, 406-

408.    
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  1 2 3 4 5 6 7 8 9 10 11 12 13 

  List of Ills. Arrangement 

of ills. in 

book 

P. of ill s. 

numbered 

Ills. 

numbered 

MFR verbal to 

visual 

Photo credit 

in caption 

Name 

of 

artist 

in 

caption 

Year of 

production 

in caption 

Technique 

in caption 

Location 

of 

artwork 

in 

caption 

CLR./ 

B&W 

print 

Indexed 

artist 

and 

artwork 

Other 

Book/ 

Ch. 

Yes Clustered 

and scattered  

  

  

No.  

Yes, two 

scattered 

Yes.   

No, three 

scattered  

(Ch.)  

Explicit 

(Ch.)      

No 

(Ch.)  

No 

(Ch.) 

Yes  

(Ch.) 

No 

(Ch.)   

No.  

Yes, 

Plate IV 

indicates 

place  

B&W No.  

Yes, 

Plate II . 

List of 

ills. 

partially 

annotated  

MFA/  

Ill./  

Artw. 

1 

ñPierpont 

Morgan 

Library, New 

York, 

Morgan M. 

S. 709, f. 16. 

Frontispieceò 

Right p., 

large, 

vertical, 

centered 

No.  

Frontispiece 

No  Explicit 

ñFrontispieceò 

from p. 237 

ñCrucifixion 

from the 

Gospels of 

Countess 

Judith 

(English, 

prob. 1050-

65)ò   

No Yes No No B&W No  
 

MFA/  

Ill./  

Artw. 

2 

ñThe Aaby 

Crucifix 

(Copenhagen, 

National 

Museum, II, 

No. D. 629). 

between 

pages 240 

and 241ò   

Left p., 

large, 

vertical, 

centered 

 

No.  

Between 

pp. 240-41 

PLATE 

II  

Explicit 

ñPlate IIò 

from p. 238 

ñPLATE II 

The Aaby 

Crucifix 

(Danish, 

c.1050-

1100)ò 

No Yes No No B&W ñAaby, 

238ò 

 

MFA/  

Ill./  

Artw. 

3 

ñThe Tristrup 

Crucifix 

(Copenhagen, 

National 

Museum, II, 

No. D. 5100). 

Right p., 

large, 

vertical, 

centered 

No. 

Between 

pp. 240-41 

PLATE 

III  

Explicit 

ñPlate IIIò 

from p. 238 

ñPLATE III 

The Tristrup 

Crucifix 

(detail; 

Danish, c. 

1150)ò 

No Yes No No B&W No . 
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between 

pages 240 

and 241ò 

 

Table 2 Technical Analysis of Southernôs Making. 
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How does the style of explicit MFRs take part in the epistemology of the book? The three 

MFRs in ñFrom Epic to Romanceò do not follow the convention according to which the referring 

pole of an explicit MFR is ñfig. n.,ò written in brackets in the main text, and the referred pole is 

ñfig. n.,ò written at the beginning of the caption. In ñEpic,ò the explicit MFRs begin with the 

terms ñfrontispiece,ò ñPlate IIò and ñPlate III,ò that are integrated organically in sentences in the 

main text. In the case of the two plates, the terms ñPlate IIò and ñPlate IIIò open the captions. 

Thus, we can consider the MFRs of the two plates as ñexplicit,ò since they link between the 

MFAôs main text and the images, through the captions, by duplicating the same signs. As column 

6 shows, the term ñfrontispieceò is, as expected, missing from the caption of the frontispiece 

(Table 2). Without duplicating signs in the MFAôs verbal and visual components, what kind is 

the MFR of the frontispiece? Explicit, implicit or indeterminate?  

The MFR to the frontispiece begins with this sentence: ñThe frontispiece of this book 

represents the high point of this compassionate tenderness for the suffering of Christ in pre-

Conquest England.ò107 The phrase ñthis bookò leaves no doubt regarding which illustration the 

readers are directed to; there is only one ñthis bookò and that book, obviously, has only one 

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 between which points, within the space of the book, it is right to shift attention. The 

MFR that links Southernôs argument regarding Christôs suffering and the reaction to it, on the 

one hand, and the visual representation of that suffering (that embeds and promotes a 

compassionate reaction), on the other, is built through the body of the book. ñThis bookò is the 

book that the readers are holding, or at least, focusing their attention on, while they are reading 

                                                 
107 Southern, The Making of the Middle Ages, 237. 
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the phrase: ñThe frontispiece of this book.ò The unmediated connection between the readers and 

the book is what endows the phrase ñthis bookò a meaning, which, in turn, enables the phrase 

ñthe frontispieceò to begin an MFR. This MFR is explicit, because it utilizes the continuity of the 

bookôs body, like a ñconventionalò explicit MFR uses the semantic and visual continuity 

between two identical signs linking the MFAôs verbal and visual components.  

The two poles of explicit MFR stand out in their surroundings, leaving readers (who 

cooperate) only one place to go to, namely, the other pole, to the work of art; this is the 

referential mechanism that constructs the MFR of the MFA about the frontispiece. After 

identifying two styles of explicit MFR, we can argue that both rely on the readersô familiarity 

with literary conventions; while the use of ñfig. n.,ò in the two poles of a ñconventionalò explicit 

MFR, relies on the assumption that the readers know how to respond when they see this sign, the 

style we have just analyzed (how would we term it?) is based on the supposition that the readers 

know what ñfrontispieceò means. The explicit MFRsô style is, therefore, the bookôs special way 

to harness readersô pre-knowledge to make them know more. Finally, we may think of the style 

of explicit MFRs as reflecting the degree of compulsion, in the reactions that they aspire to 

evoke among readers. It would make sense to assume that the degree of the similarity between 

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

readersô reaction to MFRs.
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  1 2 3 4 5 6 7 8 9 10 11 12 13 

  List of ill s. Arrangeme

nt of ills. in 

book 

P. of 

ill s. 

numbere

d 

Ills. 

number

ed 

MFR verbal 

to visual 

Photo credit 

in caption 

Name of 

artist in 

caption 

Year of 

productio

n in 

caption 

Technique 

in caption 

Location 

of artwork 

in caption 

CLR./ 

B&W 

print 

Indexed 

artist and 

artwork 

Other 

Book/ 

Ch. 

Yes  Clustered 

in two 

groups 

No  Yes  (Ch.)  

Explicit 

(Ch.)  

No 

Yes in list of 

ills. 

  

(Ch.)  

No  

(Ch.) 

Yes, Fig. 

3 

Figs. 1, 2, 

4 indicate 

year of 

death of 

depicted 

persons. 

(Ch.) 

No 

Fig. 1: 

ñTomb-

slab.ò  

Fig. 2: 

ñEnamel 

plaque.ò 

Fig. 7: 

ñCodexò 

(Ch.)  

Yes.   

Fig. 3 

indicates 

place. 

Figs. 1, 2, 

4 indicate 

sites   

B&W Yes 

 

Some 

techniqu

e in 

caption 

MFA/  

Ill./  

Artw. 

1 

ñ1 Tomb-slab 

of Rudolf of 

Suabia (d. 

1080). 

Merseburg 

Cathedral 126 

(Bildarchiv 

Foto-

Marburg)ò  

Right p., 

medium, 

vertical, 

aligned to 

left, rotated 

90 degrees 

counter-

clockwise 

Between 

pp. 126-

27 

Yes From p. 91 ñ1. Tomb-

slab of 

Rudolf of 

Suabia (d. 

1080) 

Merseburg 

Cathedralò 

No No No Yes B&W ñRudolf of 

Suabia, anti-

king xv, 91-

3; pl. 1ò 

 

MFA/  

Ill./  

Artw. 

2 

ñEnamel 

plaque of 

Count Geoffrey 

of Anjou (d. 

1151). Museum 

at Le Mans 126 

(Archives 

Photographiqu

es, Paris)ò 

Right p., 

medium, 

vertical, 

aligned to 

right, 

rotated 90 

degrees 

counter-

clockwise 

Between 

pp. 126-

27 

Yes From p. 91 ñ2. Enamel 

plaque of 

Count 

Geoffrey of 

Anjou (d. 

1151) 

Museum at 

Le Mansò 

No No No Yes B&W ñGeoffrey, c. 

of Anjou 

xvii, 91; pl. 

2ò 
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MFA/  

Ill./  

Artw. 

3 

ñ3 Head of 

Frederick 

Barbarossa. 

Made 

1155/71. 

Cappenberg 

127  

(The Author)ò 

Left p., 

medium, 

vertical, 

aligned to 

left, 

rotated 90 

degrees 

counter-

clockwise 

Betwe

en pp. 

126-27 

Yes From p. 93 ñ3. Head of 

Frederick 

Barbarossa 

Made 

1155/71. 

Cappenber

gò 

No Yes  

 
No Yes B&W ñFrederick 

I 

óBarbaross

aô, emp. 

xvii, 54, 

93-5, 131; 

pl. 3ò 

Photo 

credit 

to 

author 

in list 

of ills. 

MFA/  

Ill./  

Artw. 

4 

ñTombs of 

Henry II (d. 

1189) and 

Eleanor of 

Aquitaine (d. 

1204). Abbey 

church of 

Fontevrault 

(Archives 

Photographiq

ues, Paris)ò   

Left p., 

medium, 

horizontal

, aligned 

to right, 

rotated 90 

degrees 

counter-

clockwise 

Betwe

en pp. 

126-27 

Yes From p. 91 ñTombs of 

Henry II (d. 

1189) and 

Eleanor of 

Aquitaine 

(d. 1204) 

Abbey 

Church of 

Fontevrault

ò 

No No No Yes B&W ñHenry II, 

k. of 

England, c. 

of Anjou 

xvii -xviii, 

44, 46-7, 

91, 107n, 

125-6; pl. 

4ò  

 

ñEleanor, 

duchess of 

Aquitaine 

xvi-xvii, 

44, 91, 111, 

113; pl. 4ò  

 

 

 

 

Table 3 Technical Analysis of Morrisôs Discovery. 
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The visual material in illustrated historiography usually results from a chain of practices, 

most noticeable of which are the artistic creation, the photographing of the artwork, and the 

printing of that photograph in the book. This chain of practices is the industry and market of 

creating and communicating historical knowledge. Within that sphere, is there any 

epistemological significance to visual evidence that was photographed by the historian who 

writes about it? Column 1, in the tables, examines entries in the list of illustrations. As we can 

see in the table of Discovery, the author, Colin Morris photographed the Head of Frederick 

Barbarossa (Table 3). When we see the historian receiving the credit for the photo, whether it is 

in the caption or the list of illustrations (as happens in Discovery), we assume that they were 

permitted to photograph the artwork by its owner; went to the place in which the artwork was, to 

photograph it; observed the artwork directly; operated a camera to photograph the artwork; gave 

the recording 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 reproduction of the 

artwork in their book as part of their 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 high-quality photograph of an artwork requires the photographer to explore the 

lighting conditions of the artwork. 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 details.  

When historians are involved in the production of the MFAôs visual component, they 

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 artwork, which 

can only happen when the historian and the artwork are in the same space, demonstrates to the 
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historian that the contexts in which the artwork has been created, displayed or seen, in fact, 

construct the artwork. There is nothing essential in the artwork that cannot be influenced by the 

conditions around it. This is exactly why we can explore the past through analyzing specific 

artworks, and this is also why we need to remember that those artworks are limited sources, since 

they - like anything else, including ourselves - change according to circumstances, over time. 

Multiform argumentation can benefit from this insight since it positions artworks in a context 

that includes, among other parameters, the ever-changing technologies of recording and 

disseminating visual data. Historians who photograph or use other means to (re)produce their 

visual evidence ought to be more aware of the epistemological relativity that this dynamic or 

flowing context entails; the practical participation in (re)producing visual evidence shows that 

the status of the evidence as such depends on plenty of factors which are not inherent to the 

artwork. Whether historians use this notion as part of their own work is another question. We do 

know that it can advance our understanding of the complexity of studying the past, and the visual 

material it is constantly leaving behind.
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  1 2 3 4 5 6 7 8 9 10 11 12 13 

  List of 

Ills. 

Arrangement 

of ills. in 

book 

P. of ill s. 

numbered 

Ills. 

numbered 

MFR verbal 

to visual 

Photo credit 

in caption 

Name 

of artist 

in 

caption 

Year of 

production 

in caption 

Technique 

in caption 

Location 

of 

artwork 

in 

caption 

CLR./ 

B&W 

print 

Indexed artist 

and artwork 

Other 

Book/ 

Ch. 

No Scattered  Yes No (Ch.) 

Implicit 

(Ch.)  

Yes 

(Ch.)  

Yes 

(Ch.) 

Yes 

(Ch.) 

No 

(Ch.) 

No  

B&W Yes   

MFA/  

Ill./  

Artw. 

1 

 
Right p., 

medium, 

horizontal, 

centered 

23 
 

Implicit ñPortrait of 

a 

Goldsmith 

in three 

Views, 

1530-1535. 

Lotto, 

Lorenzo. 

Courtesy of 

Erich 

Lessing/Art 

Resource, 

NY.ò 

Yes Yes No No B&W ñLotto, 

Lorenzo 21-

2, 40, 50ò 

  

ñPortrait of 

a Goldsmith 

in Three 

Views 

(Lotto) 21-

2, 23ò 

ñCarpan, 

Bartolome 

21-2, 22-

3, 26-7, 

30, 40ò 

 

 

 

Table 4 Technical Analysis of Martinôs Myths. 
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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 historical phenomena are linked in the 

book; it does so by juxtaposing particular terms - that stand for particular phenomena - under the 

same entry. Column 12 in the table examines whether names of artists and titles of artworks, that 

are used in the main text and captions, are indexed; if they are, it quotes their entries in the index. 

As we can see, column 12 in the table of Myths indicates that the indexation of ñLotto, Lorenzoò 

does not juxtapose him with his artwork ñPortrait of a Goldsmith in Three Views.ò This contrasts 

with the indexation of the painter Titian, that links him and his artworks Allegory of Prudence 

and Flaying of Marsyas and refers to the pages on which both artworks are printed in Myths.108 

Does the index in Myths link Lotto and his artwork under the entry ñPortrait of a Goldsmith in 

Three Viewsò? As column 12 shows, it does. Interestingly, the indexation of the portrait refers to 

the pages: ñ21-2, 23,ò109 while the indexation of Lotto refers to the pages: ñ21-2, 40, 50.ò110 Both 

entries refer to pages ñ21-2,ò where, indeed, the discussion about Lotto and the portrait takes 

place; however, only the entry of the portrait refers to page 23, where the reproduction is printed 

(indicated in column 3). At the same time, as column 6 shows, ñLotto, Lorenzoò is written in the 

caption of the reproduction; both are on page 23 (Table 4). What does it mean? Could have the 

indexation of ñLotto, Lorenzoò skipped the caption of his reproduced artwork? So it seems. The 

question is whether ignoring captions while indexing has any epistemological 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 Individualism, 186.  
109 Ibid., 185. 
110 Ibid., 184. 
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ñQuestionsò opens with telling the readers that in 1529 or 1530, Lotto completed a 

portrait of the Venetian jeweler Bartolome Carpan.111 This opening sentence - rather than the 

title of the artwork (in the captain of the illustration) - identifies the figure in the portrait as 

Carpan. It also links the painter, model and artwork, associating them within the same historical 

context. If we look at the indexation of ñCarpan, Bartolomeo,ò shown in column 13 in the table, 

the entry writes: ñ21-2, 22-3, 26-7, 30, 40.ò112 As we can see, this entry does not mention the 

portrait, nor the painter Lotto. Further, Carpan is not mentioned under the entries of either the 

portrait or Lotto. Focusing on this case, does the indexation in Myths influence the epistemology 

of the MFA? Or does it have any impact on how its readers acquire historical knowledge about 

the multiform phenomenon that Myths itself discusses? I think that it does, whether the readers 

look for information about each of the three historical phenomena - the painter, model and 

artwork - their intersection, or nothing in relation to these subjects. It is clear why readersô 

acquisition of knowledge is affected by the indexation, if the latter does not link Lotto, for 

example, and his artwork under Lottoôs entry. The fact that the indexation does link Titian and 

his artworks under Titianôs entry indicates that the makers of Myths acknowledge the possibility 

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 too. Some of the readers may be interested in 

finding where the reproduction of the portrait or ñCarpanôs portraitò is, forgetting that the portrait 

is entitled ñPortrait of a Goldsmith in Three Views.ò If they look at Carpanôs indexation, they 

can only know where he is verbally discussed, since there is no clear reference under his name to 

                                                 
111 Ibid., 21. 
112 Ibid., 182. 
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his visual representation. As column 1 in the table indicates, in Myth, there is no list of 

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

The index in Myths does not italicize page numbers to indicate where illustrations are 

printed (as Importance does); this device can be used under entries without writing titles of 

artworks; it suits well references to portraits that are often entitled after the figure they depict. 

Readers who do not have a special interest in 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 that there is no list of illustrations in Myths; its index is not systematic 

and ñgenerousò with juxtaposing the bookôs verbal and visual evidence and means; and it does 

not use explicit MFRs has an epistemological implication for the MFA we analyze here. This 

implication is what the readers are invited to do with what the MFA claims - verbally and 

visually - about Carpan, Lotto, the portrait and the early-modern self. Conscious and clear 

bridging between words and images within the book furnishes it with historical contexts, that - in 

turn - reflect the unbreakable connection between individual phenomena and their various 

aspects, whether these phenomena are a person, culture or society.



 

  
83 

  1 2 3 4 5 6 7 8 9 10 11 12 13 

  List 

of 

Ills. 

Arrangement 

of ills. in 

book 

P. of ill s. 

numbered 

Ills. 

numbered 

MFR 

verbal to 

visual 

Photo credit in 

caption 

Name 

of artist 

in 

caption 

Year of 

production 

in caption 

Technique 

in caption 
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of 

artwork 

in 

caption 

CLR./ 

B&W 

print 
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and artwork 

Other 

Book/ 

Ch. 

No Scattered  

  

  

  

Yes, 

except for 

pp. 118 

and 198 

Yes (Ch.) 

Explicit 

(Ch.)  

Yes 

(Ch.)  

Yes, 

except 

for Fig. 

18  

(Ch.) 

Yes  

(Ch.) 

No 

Fig. 15: 

ñfrescoed 

imageò 

(Ch.) 

Yes  

B&W Yes  

MFA/  

Ill./  

Artw. 

1 

 Left p., 

medium, 

vertical, 

centered 

58 14 From p. 

57 

 

From p. 

188 

ñFigure 14. 

Raphael 

(Raffaello 

Sanzio, 1483-

1520), 

Portrait of 

Baldassare 

Castiglione, 

1514-1515. 

Louvre, 

Paris. 

Reproduced 

by 

permission of 

Scala/Art 

Resource, 

NY.ò 

Yes Yes No Yes B&W ñCastiglione, 

Baldassare, Il 

cortegiano 

(on the art of 

courtship), 6, 

43, 50, 55, 

57-72, 58, 

84,96,97, 

100-101, 189-

94; and 

beards of 

would-be 

courtiers, 188, 

194; and 

Castiglioneôs 

beard, 58, 

188, 194; [é] 

on why 

fashion 

changes, 

255n24ò 

 

ñRaphael 

(Raffaello 

Sanzio), 50, 

54, 62, 188; 

[é]; Portrait 

Two 

references 

to ill. 
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of Baldassare 

Castiglione, 

58, 188; [é]ò 

MFA/  

Ill./  

Artw. 

2 

 Right p., 

medium, 

vertical, 

centered 

195 44 From p. 

194 

 

From p. 

195 

ñFIGURE 44. 

Pontormo 

(Jacopo 

Carucci, 

1494-1557), 

Portrait of 

Giovanni 

della Casa, 

1541-1544. 

Samuel H. 

Kress 

Collection, 

National 

Gallery of 

Art, 

Washington, 

DC. 

Reproduced 

by 

permission of 

the National 

Gallery of 

Art. Detail of 

face.ò 

Yes Yes No Yes B&W ñdella Casa, 

Giovanni, 84; 

beard of, 194, 

195, 195: Il 

Galateo overo 

deô costumi, 

50-51, 192-

94ò  

 

ñPontormo 

(Jacopo 

Carucci), 

Portrait of 

Giovanni 

della Casa, 

195, 195-96ò 

Two 

references 

to ill. 

 

  

Table 5 Technical Analysis of Biowôs Importance. 
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In ñFacing the Day,ò there are two illustrations to which multiple explicit MFRs direct 

the readersô attention; this device exemplifies the epistemological effect of the physicality of the 

book, the MFA and the MFRs. As column 3 in the table of Importance 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 readersô attention to the portrait; one from page 57 and another from page 188. 

The portrait of Giovanni della Casa is also referred to by two MFRs; one from page 194 and 

another from page 195 (Table 5). What could be the epistemological effect of having two explicit 

MFRs to the same illustration, and is there any weight to the various distances between the 

referring and referred poles to the same illustration? Obviously, the 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 artwork - perhaps through different details or 

approaches - serves as visual evidence of more than one broader phenomenon.  

Those points that the author makes are not only discursive, abstract points but also points 

in the space of the book and its pages. The distances between the referring 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 throughout the book. Looking at columns 

3 and 5 can help us assess the MFRsô physicality; the first explicit MFR that directs the readers 

to Castiglioneôs portrait invites them to shift their attention from page 57 to page 58, i.e., forward 

across one page, while the second explicit MFR invites them to shift their attention from page 

188 to page 57, i.e., backward across 130 pages. The first explicit MFR that directs the readers to 

the portrait of della Casa invites them to shift their attention from page 194 to page 195 (both 

constitute a double spread), i.e., forward across one page, while the 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 explicit MFRs are part of a single MFA, the question is if and 

how they affect the epistemology of the MFA. First, two or more explicit MFRs to the same 

illustration enclose a clear physical and argumentative form or body, within the book. However, 

the MFAôs idea is not confined to this body, since the readers are free to perform and process the 

MFA as they can and wish; therefore, their body (that is, mind) influences the shape of the 

MFAôs idea as well. Additionally, implicit and indeterminate MFRs are another rhetorical device 

that molds the MFAôs idea within an argumentative body. At the same time, the explicit body of 

the MFA - that expends between the explicit referring and referred poles - enables us to describe 

that body clearly in geometrical terms. In addition to the number of pages that embed the 

distance between the two kinds 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 of the MFA 

emanates from the assumption that shorter explicit MFRs between the referring and referred 

poles - especially when those poles are in the same field of vision (on a single page or double 

spread) - increase the chances that the readers will consume the whole MFA, since this 

consumption demands less from the readers, and it activates involuntary rather than voluntary 
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mechanisms among them.113 The consumption of the whole MFA - in turn - increases the 

chances that the readers will be convinced - or at least provoked - by the MFA, and thus will 

incline to remember it. Therefore, the design of the MFA through its MFRs can bear varied 

degrees of effectiveness, when the goal is to sink into the readersô long-term memory, and to 

provoke a durable-discursive reaction and practical change. The two MFRs to Castiglioneôs 

portrait and the two MFRs to della Casaôs portrait invite the readers to change their behavior; to 

step out of their reading of the text and step in into observing the images. The short distances 

between the referring and referred poles of the MFRs to della Casaôs portrait; their direction of 

the readers forward towards the image; and the presence of all three poles on a double spread 

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

and MFRs influence their epistemology.        

The ñTechnical Introductionò intends to shed light on MFAsô verbal and visual 

components, to advance their use in illustrated historiography. These components construct the 

MFAôs body throughout the book and along the process of its consumption; therefore, they have 

presence in spacetime. The MFAôs cohesiveness and coherence depend on how the book 

manages its visual material in those temporal and spatial aspects, as well as on patterns in the 

readersô own consumption of the MFA. Unfolding practices such as: indicating names of artists 

and artworksô location in captions; using the continuity of the book to construct explicit MFRs; 

authorsô photographing the visual evidence; and juxtaposing the verbal and visual components 

                                                 
113 Peirce, as mentioned above, argues that indices can be thought of ñas a fragment torn away from the object, the 

two in their existence being one whole or a part of such whole.ò Collected Writings, 2.230. Thus, if the MFR is the 

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 more to the sense of the MFA (or to the readersô understanding).    
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by indexation of terms, and multiplication of MFRs, shows how those practices function as 

epistemological apparatuses. The columns in the tables provide us with systematic and 

comprehensive overview on the bookôs management of its visual material. These columns can be 

adjusted to analyze publications that use MFAs in different and new ways. Journals and 

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

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

of illustrated historiography into detailed technical and epistemological nexus. The next chapters 

continue what the ñTechnical Introductionò has started; to show that although MFAs develop in 

unpredictable ways, they manifest principles that systematic analysis can point out.  
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Chapter 1 l'Uomo Univesale: Multiform Argument in Jacob Burckhardtôs "The Perfecting 

of the Individual"  

The first chapter of this study introduces the analytical method 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, in the chapter ñThe Perfecting of the Individual,ò 

communicates concepts such as ñcomplete men,ò ñmany-sided men,ò ñall-sided menò and 

ñl'Uomo Universale,ò that were offered by Jacob Burckhardt in Civilization in 1860. As 

explained in the ñConceptual Introduction,ò and further discussed in the ñTechnical 

Introduction,ò Burckhardt did not illustrate Civilization, but rather it was Johannes Jahn in 

Leipzig, in 1926; the Harper & Row 1958 edition displays Jahnôs work, which has accompanied 

Middlemoreôs 1878 translation of Civilization into English since 1929. In this chapter - through a 

systematic analysis (that will be described shortly) - we will continue asking questions about 

Jahnôs authorial intention as he ñplantedò illustrations within Burckhardtôs text, and its possible 

impact on the image of the era. The analysis of the illustrated ñPerfectingò approaches 

Civilization as a multi-authored, accumulative artifact; it is an object that has been ñenrichedò 

with MFAs and MFRs by the authority and creativity of different people in the publishing 

industry of the twentieth century, in Europe and the Untied States. Here, the given and printed 

manifestation of this historical and textual phenomenon is analyzed, implementing a method that 

suits varied stages of diachronic and synchronic inquiries, as well as physical and argumentative 

structures.               
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In the following pages, we will hypothesize implicit and indeterminate MFRs, using 

scans of double spreads that compile ñPerfecting.ò The hypothesis will be done by highlighting 

elements in the chapter: terms in the main text and one of the two captions; and one of the two 

images. The highlighting uses color coding; this method elucidates how semantic relatedness 

within and between the MFAôs verbal and visual components draws physical - and literally, 

meaningful - distances across the MFA. The semantic and spatial analysis of ñPerfectingò is an 

examination of Burckhardtôs use of Leon Battista Alberti as an example of ñl'Uomo Universaleò 

or the Renaissance ñall-sided man.ò Jahnôs placing a reproduction of Albertiôs self-portrait (c. 

1435) in the midst of Burckhardtôs verbal description of Alberti influences not only the readersô 

aesthetic experience, while consuming ñPerfecting,ò but also their cognitive activity, as they 

create representations and notions of the Italian Renaissance.  

While illustrating ñPerfecting,ò Jahn did not plant explicit MFRs in the main text of the 

chapter; nonetheless, the semantic and spatial analysis of the chapter shows that he utilized the 

structure of Burckhardtôs argument about the ñRenaissance manò and Alberti to create an 

ñorganicò MFA. Two aspects of what would be an illustrated text allow Jahn to draw implicit 

MFRs from the main text to the image, ñnaturalizingò Albertiôs self-portrait in its verbal 

environment: the first is the semantic level of Burckhardtôs terms; and the second is the physical 

distance between those terms and what would be the location of Albertiôs image. We are about to 

hypothesize these implicit MFRs.114 We know that hypothesizing implicit MFRs based on 

                                                 
114 As I stated in the ñConceptual Introduction,ò we do not know who designed the layout of the illustrated 

Civilization, and, in case it was not Jahn, whether and however Jahn and the designer may have collaborated. For 

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

the text and what information the captions convey.      
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semantic relatedness introduces a theoretical problem: every term or image might have some 

semantic relatedness with all the other terms and images, which leaves us with too many options. 

Therefore, starting the hypothesis from terms in the captions, which are the counterpart of the 

illustrations, and setting them as standards limit this plethora ï at least to a certain extent.115  

In ñPerfecting,ò there are two reproductions of fifteenth-century-Italian portraits; one of 

Andrea Mantegna, and the other of Leon Battista Alberti. In the ñTechnical Introduction,ò we 

have pointed out three issues: first, that Albertiôs artwork is a self-portrait and that scholars 

assume that this is also the case regarding Mantegnaôs artwork; second, that the captions of Fig. 

67 (under the reproduction of Mantegnaôs work) and of Fig. 68 (under the reproduction of 

Albertiôs work) do not indicate who the artists of the two artworks are; third, that while the 

caption of Fig. 67 titles the artwork as ñAndrea Mantegna,ò the main text does not use this name 

(or term) - this is in contrast to ñLeon Battista Alberti,ò that is used in both, the main text and the 

caption of Fig. 68. This fact makes Fig. 67 and its caption less relevant for hypothesizing implicit 

MFRs, that link between the MFAôs verbal and visual components. Further, when we read the 

chapter, we see that Burckhardt points out ñLorenzo the Magnificent,ò ñAriostoò and ñDanteò as 

ñcomplete men.ò116 He elaborates on Danteôs poetic and artistic accomplishments more than on 

those of the other two individuals, however there is no image of Dante in the chapter (nor of the 

                                                 
115 Semantic relatedness and similarity are measured statistically and thus 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 

determined arbitrarily or intuitively. Adding data about readersô eye movements and their comprehension and 

retention of the MFAs would clarify the relevancy of MFAôs verbal and visual elements as well. 
116 Burckhardt, The Civilization of the Renaissance in Italy, 1: 147-48. 
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other two).117 Therefore, the only Renaissance man who is both discussed by Burckhardt and 

displayed by Jahn is Alberti;118 thus, it would make sense to look for implicit MFRs by focusing 

on the connection between the textôs use of the term ñAlbertiò and the artwork that is titled just 

the same.  

Let us start the hypothesis by highlighting in blue the title of the artwork, ñLeon Batista 

Alberti,ò and the illustration. In this case, the title ñLeon Batista Albertiò names and describes all 

these elements that are right above it: the illustration; artwork; and what we see in the artwork 

(i.e., the image, its iconographic content or what it represents). Further, since the terms ñLeon 

Battista Albertiò and ñLeon Battistaò are also written on page 149, in the main text, let us 

highlight them in blue as well (Fig. 1.2). The high semantic similarity between the various forms 

of the term ñAlbertiò in the caption and the main text, on the one hand, and the visual 

representation of ñAlberti,ò on the other, implies that they all signify the same historical 

phenomenon, the person ñAlberti.ò Verbal and visual forms that signify the same meaning (or 

phenomenon) and are physically close to each other entail an epistemological implication: 

anything that is attributed to or argued about the term ñAlberti,ò in the text, is also relevant to the 

depicted person in the illustration. For example, if the text indicates that ñAlbertiò was an 

ñartist,ò then the depicted person is an ñartistò as well. Does it also go the other way around? 

Since Burckhardt does not develop multiform argumentation in Civilization, there is no voice in 

the text that refers directly to the illustrations; to what the Renaissance artworks indicate about 

                                                 
117 Dante lived between 1265-1321. Burckhardt does not explain how Dante influenced the fifteenth-century 

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

in his time.   
118 Ibid., 148-49. 
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their contemporary culture and era. Thus, it would make more sense to examine this matter in the 

analyses of the other four books. At the same time, since the image ñAlbertiò is in our field of 

vision, and consequently mind, while we read about ñAlberti,ò we are compelled to imagine the 

ñAlbertiò whom we read about looking like ñAlbertiò whose image we see, whether we focus our 

attention on it or not. For example, when we read that ñ[i]n his twenty-fourth year, finding his 

memory for words weakened, but his sense of fact unimpaired, he set to work at physics and 

mathematics,ò119 we imagine him studying sciences with a short haircut rather than with a long 

hair or shaved head. The availability of ñAlbertiò with a certain haircut in our field of vision 

ñmergesò with what we read about him. Therefore, we could argue that anything that is visually 

attributed to the image ñAlbertiò is also true to the animated Alberti we imagine when we read 

Burckhardtôs argument about him. 

                                                 
119 Ibid., 149. 
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The compulsion entailed in merging verbal and visual signs that are close to each other in 

spacetime into a single meaning is probably the foundation of the convention to caption images 

and illustrate concepts. There is no difference between the creation of these multiform 

constellations and the conventions used in teaching children spoken and written languages; these 

conventions are based on a performance of an authority that shifts someoneôs attention between 

different phenomena, while emphasizing that they are, in fact, different aspects of the same 

 

Fig. 1.2 Double spread 148-49, Burckhardtôs ñPerfecting.ò  
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thing. Is it possible that when Alberti designed his self-portrait, he placed the inscription ñ.L. 

BAP.ò (for ñLeo Baptistaò) next to an image of a head in profile (following a Roman model), to 

allow contemporaries and posterity to remember and think about him as he desires? Perhaps 

Jahnôs decision to embed this self-portrait (without informing the readers that this is a self-

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

Burckhardtôs historical inquiry, to influence the historianôs argument about him, leaving no room 

for Burckhardt to resist this ñnew reading.ò Jahn allows Alberti to say to Burckhardt: ñYes, Iôm 

an uomo univerasale, but not only because you wrote that I have a ópowerful and varied 

nature,ô120 but also because I can reshape the representation you create of me, by producing my 

own multiform representation and having Jahn to embed it in the midst of your speech.ò On the 

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

this is a self-portrait? At any rate, if this is Jahnôs message through Albertiôs work, or Albertiôs 

messages through Jahnôs work, it might be addressed to Burckhardt, but it surly goes beyond 

him, to the readersô mind, and to those who are interested in what combinations of words and 

images can do in illustrated historiography.  

The immense force of the spacetime between words and images to validate both - and 

create a holistic representation of what presumably has taken place - is the 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 identifying truth with having diverse pointers referring 

to it; our mind seems to be programmed - our brain seems to be wired - to accept that if varied 

                                                 
120 Ibid., 147. 
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media ñsignal the same message,ò this message must be true. Looking at historiography, this 

mental mechanism is utilized as a tool to render effectively what was going on; if we show an 

image of a human being who (conventionally) looks like a man, and write ñAlbertiò next or 

beneath it, then we create and communicate a ñhistorical phenomenon.ò Having a ñhistorical 

phenomenonò which can be approached from multiple-different angles promises that when only 

one of the angles is available, the other one will follow it automatically in peopleôs mind. 

Ignoring factors such as ideologies, politics, industry, means of production and reproduction, 

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

representations of the past.121  

We highlighted ñAlbertiò - in its verbal and visual forms - on the double spread 148-49. 

How do the other pages in the chapter use that term? Page 147 does not mention ñAlberti,ò while 

page 150 uses it twice; but, as we read page 150, we realize that there are pronouns there that 

relate to Alberti as well. The pronouns: ñhe,ò ñhim,ò ñhisò and ñhimselfò come to replace 

Albertiôs name, therefore they refer to the same historical phenomenon. So, let us highlight the 

two ñAlbertiò on page 150 and his pronouns on both, pages 149 and 150 (Fig. 1.3).122  

                                                 
121 In his exploration of self-representation in the 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 writers were 

supplemented by both biographies and engraved portraits, usually as frontispieces. During that time, paintersó habit 

to sign their paintings became more common, and in the mid-sixteenth century, titles of printed portraits explicitly 

claimed for the truthfulness of the images. ñRepresentations of the Self from Petrarch to Descartes,ò 25. These 

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 the veracity of the semantic content, that multiform utterances imbed, 

but also the authority that such combinations can radiate. Put differently, the ability to match words and images is 

none but practicing of power. 
122 Displaying scans of double spreads on a Word document diminish their original size quite significantly. Since the 

scans are in high resolution, zooming in - if reading this study on a screen - helps see the highlighted terms. 

Additionally, I decided to skip highlighting terms in footnotes since their fonts, in the scans, are too small (even 

when zooming in). Theoretically, however, the spatial and epistemological role of these terms is not different from 

that of the terms in the captions and main text.    
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Now, the reading of the chapter also reveals that, for Burckhardt, Alberti exemplifies - as 

an ñindividual,ò ñfigureò and ñartistò - fifteenth-century groups or identities such as ñcomplete 

men,ò ñmany-sided men,ò ñall-sided men,ò ñlôuomo universale,ò ñuniversal artists,ò ñgiantsò as 

well as ñgreat men of the Renaissance.ò123 Since these terms signify groups of which Alberti was 

a member, they are holonyms to the term ñAlberti,ò as it is a meronym to them, so let us 

highlight these holonyms in red and their pronouns, in singular and plural as well. Finally, we 

also highlight in red the terms ñplastic artsò and ñculture,ò because ñAlbertiò is an artwork, 

                                                 
123 Burckhardt, The Civilization of the Renaissance in Italy, 1: 147-50. 

Fig. 1.3 Double spread 148-49 and page 150, Burckhardtôs ñPerfecting.ò  
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which is a meronym to terms such as ñplastic artsò and ñculture;ò thus, epistemologically, it can 

exemplify them, and - in turn - what is said about them is true about it too (Fig. 1.4).124 

 

                                                 
124 It means that the artwork ñAndrea Mantegnaò exemplifies ñplastic artò and ñcultureò too. Thus, theoretically, 

there is a good reason to highlight ñMantegnaò the title and the image, since they are part of an implicit MRF in the 

chapter (that links between ñplastic art,ò ñcultureò and ñMantegnaò - the title and image). Nevertheless, I prefer to 

stop our hypothesis at this stage, since the connection between these verbal and visual components is based on a top-

down or deductive reasoning alone (since nothing specifically is claimed about ñMantegna;ò it is not presented as a 

case that exemplifies a broader phenomenon). At any rate, even if we do not continue our hypothesis, using 

ñMantegna,ò this case raises an interesting practical question: if we highlight ñMantegna,ò which color should we 

use? If we use blue, it means that we see it as we see the artwork ñAlberti;ò a meronym to ñplastic artsò and 

ñculture.ò On the other hand, as a historical phenomenon, ñMantegnaò is not ñAlberti;ò he is another, different 

individual. Perhaps it would be better, epistemologically, to highlight him, his representations, in a different color.   
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Fig. 1.4 above presents a map of the entire chapter, ñThe Perfecting of the Individual,ò 

pointing out potential poles of implicit MFRs. Our assumption is that the semantic relatedness 

between the highlighted terms (in blue and red), on the one hand, and the highlighted term and 

image ñLeon Battista Alberti,ò on the other, evokes among the readers a potential urge to shift 

their attention across the MFA. For example, the highlighted ñLeon Battista Albertiò in the 

caption may intrigue the readers to shift their attention to the image just above it, and the varied-

highlighted terms in the main text may do the same, referring readersô attention towards the title 

and image. We have created this map of implicit MFRs by: first, pointing out the semantic 

similarity between the title and the image, as both are ñLeon Battista Alberti;ò and second, 

identifying terms that have semantic relatedness with ñAlberti,ò which we detected through close 

reading of the main text. In our reading, we searched for terms with three different kinds of 

semantic relatedness to ñAlberti;ò first, its identical sign, i.e., ñAlberti;ò second, its pronouns; 

and third, its holonyms. In our search, we moved from a tight semantic relatedness to a looser 

Fig. 1.4 Page 147, double spread 148-49 and page 150, Burckhardtôs ñPerfecting.ò 
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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 of the illustrated chapter.  

The color coding of the scanned chapter shows how the semantic and spatial aspects of 

the hypothetical implicit MFRs are structured and function in tandem; verbal and visual poles 

that have tighter semantic relatedness are physically closer than those that have looser semantic 

relatedness, and vice versa. Is it a coincidence? Probably not; the semantic and physical distances 

between the verbal and visual poles of implicit MFRs are the semantic and physical distances 

between the MFAôs verbal and visual components or premises. Therefore, tighter semantic 

relatedness embedded in shorter physical distances requires less time to shift the attention 

between the verbal and visual components; it increases the flow of the alternating reading and 

observing, and their shared - multiform - sense. This referential mechanism, which helps us 

navigate within an argumentative, illustrated text, compensates for what is ñlostò when the 

utterances are not entirely verbal or visual. In written texts, the physical distances between 

letters, words, symbols and paragraphs are usually set. This stability and continuity of the blank 

spaces between the printed, verbal signs allow us to invest our energy in the printed signs and the 

content that they convey. Further, in case of an illustrated text, these blank spaces put order into 

the verbal component, subsequently distinguishing it from the visual one, which has a different 

order, ñtextureò or ñtopography.ò The blank pattern, that characterizes the verbal component of 

the illustrated text, stops us from literally continuing our reading into the images, since the 

images do not possess it. Similarly, when we observe the visual component, in a verbal 

environment, the continuity and unity of the imageôs visibility, and the blank space that 
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surrounds it, help us focus on the content of the image; to collect its details and merge them into 

a ñpicture.ò  

When we consume MFAs, our attention shifts between its verbal and visual components, 

while explicit, implicit and indeterminate MFRs ñregulateò these shifts, to maintain the MFAsô 

cohesiveness and coherence. The color coding of the analyzed scans demonstrates that implicit 

MFRs are built on meanings of words, and on how the subject matter develops along lines and 

paragraphs, throughout the space of the pages and the chapter. Equally so, the color coding 

shows that those implicit MFRs 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 how they combine - within 

the printed space - the continuity of the blankness between the verbal signs and the continuity of 

the visibility of the image. This combination is of two kinds of continuities or magnitudes, while 

each kind has both, a semantic and a visual aspect. The synthesis of the two maintains the 

MFAôs cohesiveness and coherence; this is the MFRsô role in an illustrated text; to create an 

argumentative body that denotes meaning by both verbal and visual means.  

Only a close reading of the chapter, realization of how it utilizes rhetorical devices, and 

understanding of what the text says and shows about the subject matter allow us to hypothesize 

the verbal and visual poles of implicit MFRs. For example, Burckhardt claims about Dante that 

ñ[f]or the plastic arts he is the first importance, and this is for better reasons than the few 

references to contemporary artistsðhe soon became himself the source of inspiration.ò125 

Regarding Alberti, Burckhardt argues that ñ[h]is biography, which is only a fragment, speaks of 

                                                 
125 Regarding Danteôs art, Burckhardt adds in a footnote: ñ[t]he angels that he drew on tablets at the anniversary of 

the death of Beatrice (La Vita Nuova, p. 61) may have been more than the work of dilettante.ò Ibid., 148n1.   
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him but little as an artist, and makes no mention at all of his great significance in the history of 

architecture.ò126 We highlighted ñplastic artsò in red as holonym of Albertôs self-portrait; by 

doing so we drew a possible cause and effect relation between Burckhardtôs statement that Dante 

is a source of inspiration for the plastic arts and Albertiôs own artwork. The cause is Dante and 

the effect is what we see in Fig. 68, namely, Albertiôs artwork. The link between the two is made 

by an implicit MFR; it suggests that if we like to see, while we are reading the chapter, how an 

artistic inspiration works, there is an example right in front of our eyes; this is possible effect of 

an MFA. The semantic relatedness between the terms ñplastic artsò and ñartworkò (which is how 

we would describe what the Fig. 68 shows: a plastic object) leads to a spatial relation between 

two points in the printed space and, ultimately, to their epistemological connection. This is how 

Jahn intervenes in Burckhardtôs argument, pulling it to a certain direction, physically and 

epistemologically.127 

The last point I would like to discuss is the three-fold use of the term ñartist/sò in the 

double spread 148-49. Within Burckhardtôs argument about Dante, we highlighted ñartistsò in 

red (on page 148), and within Burckhardtôs argument about Alberti, we highlighted ñartistò in 

red as well (on page 149). I claimed above that both terms are holonyms to ñAlberti,ò since he 

exemplifies them by being a member of that ñartistic-group.ò Thus, highlighting both, ñartistsò in 

Danteôs context and ñartistò in Albertiôs context, implies that the two terms signify the same 

group of individuals. However, a close reading of the text shows that Burckhardt argues that 

                                                 
126 Ibid., 149. 
127 In comparison to the reproduction of Leon Battista Alberti, the reproduction of Andrea Mantegna is physically 

closer to the claim that Dante is a source of inspiration to the ñplastic arts.ò We could hypothesize that the attention 

shifts from ñplastic artsò to the reproduced Mantegna and from there, perhaps, to the reproduced Alberti. This 

question should be explored by tracking readersô eye movements. 
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ñcontemporary artistsò to whom Dante refers are, in fact, not the main reason for Danteôs 

influence on the ñplastic arts,ò but rather his own becoming a ñsource of inspiration.ò128 Thus, 

the ñartistsò in Danteôs context is a contemporary group that Dante knows and refers to; a group 

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

in which Alberti was born. The term ñartistò in Albertiôs context is a case of an abstract, nominal 

group that, according to Burckhardt, does not get full attention as one of Albertiôs groups (or 

identities), in Albertiôs biography.129 What is then the relation between the highlighted ñartistsò 

in Danteôs context and ñartistò in Albertiôs context? The answer to this question begins with 

Burckhardtôs third use of ñartistsò that we have read on page 149 but decided (silently) not to 

highlight in red. Let us now highlight it in orange, as an indeterminate MFR (Fig. 1.5). This 

ñartistsò is used by Burckhardt immediately after he describes Alberti studying physics and 

mathematics. He writes: ñ[a]nd all the while he acquired all sorts of accomplishment and 

dexterity, cross-examining artists, scholars, artisans of all descriptions, down to the cobblers, 

about the secrets and peculiarities of their crafts.ò130 In this context, Alberti acquires knowledge 

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

something that they have and that he does not; something that differentiates them from him. 

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

contexts he is.  

                                                 
128 Ibid., 148. 
129 Burckhardt adds in a footnote that Albertiôs biography may be an autobiography, see ibid., 149n2. On Albertiôs 

self representation in his Vita and Burckhardtôs reading of and writing about that self-representation in Civilization, 

see Grafton, Leon Battista Alberti, 3-30.   
130 Burckhardt, The Civilization of the Renaissance in Italy, 1: 149. 
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Back to the relation between ñartistò in Danteôs context and ñartistò in Albertiôs context. 

The fact 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 ñPerfecting,ò the ñartistsò to whom Dante referred come to demonstrate three ideas: first, that 

Dante - as a ñpoet,ò ñphilosopher,ò ñtheologianò and uomo universale - is interested in plastic 

arts; a domain in which he is not a professional (although Burckhardt assumes that his drawings 

Fig. 1.5 Double spread 148-49, Burckhardtôs ñPerfecting.ò 
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ñhave been more that the work of dilettanteò); second, that he is aware of and probably 

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

cross professional domains; third, that contemporary artists, just like Dante, were influenced by 

someone who is not from their own profession. In that sense, ñcontemporary artistsò and ñDanteò 

exemplify the same historical phenomenon, that is, lôuomo universale. On page 147, Burckhardt 

uses the concept ñuniversal artists,ò a sentence after he uses lôuomo universale, which we 

highlighted in red as well; the vicinity between lôuomo universale and ñuniversal artistsò 

associates between the two concepts and further blurs the boundaries between contemporary 

professions, disciplines and circles.131  

In fact, Burckhardtôs portrayal of lôuomo universale and of Dante is along the same lines 

as his description of Alberti; a person who is involved and excels in various activities and is 

eager to know (more and a lot) from others. Thus, ñAlbertiò - the term and image - is a meronym 

to ñcontemporary artists,ò in Danteôs context, as he is to the nominal ñartistò in his own 

biographical-context. In both cases, ñartist/sò signifies a group of professionals who blend with 

other groups, be it in the turn of the fourteenth century or during the fifteenth century. The 

ñartistsò we highlighted in orange signifies a group of professionals who are a target to blend 

with, and thus cannot serve - semantically, spatially and epistemologically - as a holonym to 

ñAlberti;ò it is not a pole of an implicit, but rather of indeterminate MFR, where the relation 

between the word and the image is vague or marks a potential or transition. The three-fold use of 

                                                 
131 It is important to note that Burckhardtôs development of the concept of lôuomo universale as a man with a broad 

and fluid scope of interests and skills, is done through setting boundaries between the Renaissance and the Middle 

Ages. He states that although there were men with ñencyclopedic knowledgeò and ñuniversal artistsò in the Middle 

Ages, the problems that they were preoccupied with are characterized by ñnarrow limits,ò or they were ñsimple and 

uniform.ò Ibid., 147.   
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the term ñartist/s,ò in the chapter, suggests a holistic picture of Burckhardtôs ñRenaissance man;ò 

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 and repeated 

reading of the main text; it entails an understanding of the argument that the authors develop and 

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

of the scans of ñPerfectingò reveals not only how Burckhardt conceptualizes the ñRenaissance 

man,ò but also how Jahn adds another rhetorical layer into the image of the era. The awareness to 

those verbal, visual and multiform nuances increases our ability to utilize them in creating and 

communicating historical knowledge.  
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Chapter 2 Tender Compassion: Multiform Argument in R. W. Southernôs "From Epic to 

Romance" 

In this chapter, we continue hypothesizing implicit and indeterminate MFRs, using scans 

of double spreads from the chapter ñFrom Epic to Romance.ò The hypothesis will be done by 

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, including their 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 centuries, and the meaning of those changes in relation to the contemporary rise of 

individualism.  

Analyzing ñEpicò after ñPerfectingò raises two questions about the principles that we use 

during the analytical process: first, what is the most effective way to define the space in which 

we hypothesize implicit MFRs? Second, is there any difference between hypothesizing implicit 

MFRs in a chapter in which there are explicit MFRs and a chapter in which there are none? 

Clearly, the fixed boundaries of the analyzed chapters help us limit the delineation of the MFAôs 

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. The use of the body of the chapter as the space in which we hypothesize implicit MFRs 

worked well in the case of ñPerfecting:ò it is a condensed, four-page chapter; it develops a single 

concept, lôuomo universale; supports the concept with a few examples; and focuses 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 

artwork and the image in the form of ñAlberti,ò which we highlighted in blue, then we set it as a 

standard to hypothesize referring poles of implicit MFRs in the main text, which we also 

highlighted in blue. Second, we looked for terms that have a looser semantic relatedness, i.e., 

holonyms to ñAlberti,ò to map the chapter with further potential poles of implicit MFRs, which 

we highlighted in red. The structure of Southern's ñEpic,ò nevertheless, is different from that of 

Burckhardt's ñPerfecting:ò first, it is composed of thirty-eight pages; and second, it contains 

explicit MFRs.  

The relatively high number of pages in ñEpicò implies that the rhetorical and 

argumentative style in which its central argument develops is different from that of ñPerfecting.ò 

Indeed, Southernôs scope of social and cultural domains, in ñEpic,ò is wider; unlike Burckhardt, 

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 arguments. Hypothesizing implicit MFRs 

in ñEpic,ò therefore, requires us to stay alert to semantic relatedness for a relatively-long time. 

The careful reading, alas, makes us realize that while the sub-topics or themes change; some of 

their terms are relevant on the semantic level, but less so on the epistemological level, for they 

simply refer to a different - albeit related - phenomenon. Therefore, the length of the chapter 

makes it hard to work ñblindlyò with semantic relatedness as a principle to hypothesize implicit 

MFRs. 
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One way to reduce the space of the analysis is to look for the authorôs own division of the 

chapter into smaller sections. It makes sense to find the author explicating the shifts between the 

themes in a long and multi-thematic chapter. For instance, on page 231, after concluding his 

discussion about the theme of ñself-knowledge,ò Southern argues that Anselm and Bernard 

expressed their contemporariesô aspirations most clearly ñin their treatment of the central theme 

of Christian thought: the life of Christ and the meaning of the Crucifixion.ò On page 238, 

Southern writes: ñ[t]he transformation of the theme of the Virgin and Child was a naturally 

corollary to the transformation of the theme of the Crucifixion.ò His overt division of his 

discussion and shifting between the themes would serve us as a principle to define the analyzed 

space: pages 231-38.132 Within that space, Southern explores late eleventh- and twelfth-centuries' 

thought and feeling for Christôs humanity, through his figure on the Cross. Southern argues that 

contemporaries gradually emphasized Christôs humanity rather than divinity, as they developed 

tender and compassionate sentiments for him, expressed in verbal and visual representations of 

his suffering and pain on the Cross. Citations from Bernardôs In Cantica sermo, an English 

Cistercianôs Dulcis Jesu memoria, Anselmôs Orations ad S. Mariam and Cur Deus Homo, and 

Gilbert Crispinôs Judaei cum Christiano, on the one hand, and reproductions of the Crucifixion 

scene from the Gospels of Countess Judith, and two Danish crucifixes, on the other, serve 

Southern in demonstrating this intellectual and emotional change. Since the medieval conception 

of Godôs humanity is, obviously, related to contemporariesô notion of Christôs own humanity, 

                                                 
132 Interestingly, the index indicates that the entry ñCrucifixion, meaning of theò is discussed on pages ñ231-40, 

251.ò Southern, The Making of the Middle Ages, 270. It means that, in the index, the theme Crucifixion includes the 

theme Virgin and Child, which is not indexed independently. Indeed, on page 232, relatively-long before the 

discussion on the Virgin and Child begins, Southern states that ñThe homage to the Virgin for which new and more 

intense forms of expression were found from a period quite early in the eleventh century was one symptom of the 

concentration of the humanity of Christ.ò   
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within his argument, Southern also provides a summary of relevant doctrines that explain Godôs 

motivation to become a man, and how this miraculous move offers a solution to the problem of 

manôs salvation. 

Now that we have an argumentative, thematically-focused space to analyze, we can start 

hypothesizing implicit MFRs. In the analysis of ñPerfecting,ò as mentioned above, we used 

semantic relatedness (including similarity and meronym-holonym relation) to identify referring 

and referred poles of implicit MFRs, knowing that there are no explicit MFRs in the MFA, and 

holding that the illustrator Jahn was the one who created the implicit ones. The MFA in ñEpic,ò 

nevertheless, contains three explicit MFRs, which Southern embedded in the main text, while 

giving them an unusual character by integrating them ñorganicallyò in the text, rather than using 

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 constitute two identical signs in 

the MFA by doubling ñfig. n.;ò this mechanism bridges between the main text and the image 

through the caption. The two identical signs do not offer themselves to the readersô 

interpretation; their only meaning is to allow the communication to continue and flow, while the 

argument is shifting 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 been placed, had 

it been technically possible. Had it been possible, the referring sentence and main text would 

have seemed more similar to the hybrid meaning that the author attempts to covey, and the 

cognitive, multiform experience they probably create in the readersô mind. At any rate, as the 

proxy of the image within the verbal component of the MFA, the referring pole of the explicit 
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MFR, namely, ñfig. n.,ò allows authors to construct unified syntactic sequences that are 

composed of both words and images.  

Having a proxy of an image within a sentence a-priori tells something about the 

terminological nature of its immediate verbal surrounding, since the terms that the author uses 

around the proxy convey something about or in relation to the image, or to its details. For 

example, neighboring terms could be the title of the artwork, the name of the artist, date of 

production, artistic technique, and so on. In many cases, ñneighboring termsò to the referring 

pole of an explicit MFR contextualize the image, pointing out the broader, past phenomenon it 

comes to represent. Thus, terms that neighbor the referring pole often have semantic similarity 

with terms that neighbor the referred pole, namely, ñfig. n.ò in the caption, and with the image 

itself. This semantic similarity establishes implicit MFRs. For example, in the first referring 

sentence in ñEpic,ò while the term ñ[t]he frontispiece of this bookò is the explicit-referring pole - 

instead of ñfig. n.ò - the term ñpre-Conquest Englandò is one of its neighboring terms. Clearly, it 

has semantic similarity with ñ(English prob. 1050-65)ò written in the caption of the frontispiece. 

The apparent semantic similarity between the two terms connects the referring sentence, that 

indicates the place in which, according to Southern, the sentiment prevailed to the caption, that 

suggests where the artwork was produced.  

In the technical analysis, we asked whether captions indicate the locations in which the 

artworks are preserved, rather than where they were produced. We should also note that the term 

ñEnglish,ò in the caption, signifies the place of the artistic production through using an adjective, 

that characterizes the artwork, rather than conveying a name of the place, i.e., ñEngland.ò 
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However, writing ñEnglandò in the caption would, according to the convention, signify that the 

artwork is in England, in time of writing the historiographical text.133 One could argue that the 

decision to mention, in the caption, the place of production instead of preservation is a rhetorical 

device that strengthens the semantic - and ultimately epistemological - connection between the 

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 widely-spread MFA. Nevertheless, 

Southern indicates, in the annotated list of illustrations, that the manuscript is at the Morgen 

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

side by side, to the cohesiveness and coherence 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 the fact that explicit MFRs indicate the authorôs 

awareness of the visual component of their MFA, and their preference to shift the readersô 

attention to it at a certain moment along the reading. The sign ñfig. n.ò in the main text relates to 

both the artwork and its reproduction, since the caption, that begins with ñfig. n.,ò is about both. 

Moreover, ñfig. n.,ò in the main text, relates to the artwork and its reproduction holistically; it 

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

pieces of matter or ephemeral visions. As such, ñfig. n.ò allows authors to think and write about 

                                                 
133 The indication of a place in the captions of both, ñPerfectingò and ñEpic,ò raises questions about how captions 

and their various components are used in illustrated historiography, and whether there 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, in time of writing the text, is not met. Unlike in ñPerfecting,ò the problem does 

not emanate from the gap between the time of captioning and publishing, but from the modification of the term 

ñEnglandò from a noun into an adjective. Like any other implementation of rhetorical devices, these practices have 

an impact on the 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 a result, it promotes authorsô 

perception of artworks and their reproductions as one, disregarding the specific and inherent 

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

illustrated historiography in the first place. In contrast, implicit MFRs foster a careful 

examination of the MFAôs visual component, since their referring poles rely on their own 

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

hypothesizing implicit MFRs, in the presence of explicit ones, is a search for potential shifts 

between the MFAôs verbal and visual components, while the shifts may move between a holistic 

perspective (that conflates the artwork and its reproduction) and an atomistic perspective (that 

searches for details in the image).  

The semantic nexus that authors develop around poles of explicit MFRs may affect the 

cohesiveness and coherence of their MFAs, for semantic relatedness between different terms, 

and between terms and visual forms, can be used throughout the text in varied ways and degrees 

of explicitness. Authorsô and readersô keen awareness of multiform 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 MFRs. My recognition that the surrounding of those poles has high 

concentration of implicit MFRs, that strengthen the connection between the MFAôs verbal and 

visual components, led to the idea that reading by zooming out is involved in the consumption of 
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MFAs. The following analysis will point out this textual phenomenon, while offering the 

methods by which it does so.134 

As we have noticed, the three explicit MFRs in ñEpicò are embedded in the main text 

ñorganically,ò without the conventional brackets. The first explicit MFR directs the readersô 

attention to the frontispiece of the book; it does this from within the sentence: ñThe frontispiece 

of this book represents the high point of this compassionate tenderness for the suffering Christ in 

pre-Conquest England.ò135 However, as we have observed in the technical analysis, while the 

term ñfrontispieceò is found in the main text, it is, of course, missing from the caption of the 

frontispiece, raising the question what makes this MFR explicit. In the technical analysis, I 

claimed that this MFR is explicit due to: the specificity expressed in the phrase ñ[t]he 

frontispiece of this book;ò the fact that the frontispiece is ñinò or ñofò the book; and the 

continuity of the body of the book, on which the readers focus, while they are reading this 

referring phrase. All these factors make the referring phrase an explicit MFR; a rhetorical device 

that clearly directs the readers to a specific image in the book, at a certain moment during their 

reading. Let us highlight in green two elements: the phrase ñ[t]he frontispiece of this book,ò 

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

                                                 
134 The analysis of this MFA could have progressed through hypothesizing implicit MFRs using Southernôs 

definition of the theme as ñthe life of Christ and the meaning of the Crucifixionò as a semantic yardstick; this would 

have entailed a search for terms in the main text, captions and visual forms that have semantic similarity with terms 

in that definition. For Southernôs definition of the theme, see ibid., 231. Had we implemented that course of 

analysis, we would not have used the explicit MFRs as anchoring semantic and spatial spots in the analyzed-

argumentative space. Using Southernôs definition of the theme would have also prioritized conventional reading 

over other alternative readings as a tool to hypothesize implicit MFRs, as well as verbal signs over multiform ones 

(such as ñfig. n.ò). In any event, it would be interesting to analyze MFAs in different ways and compare the results.       
135 Ibid., 237. 
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(Fig. 2.1).136 Please note, this study displays page 237, from which the reference 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, since it is located close to the end of 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 MFRôs two explicit poles) in two ways raises the question how we define the 

ñreadingò of an illustrated text. It seems that ñreading,ò as a process of consuming data from top 

down and from left to right (as English requires), does not adequately describe the actual process 

taking place in relation to illustrated text. On the one hand, we do implement ñconventional 

reading,ò that builds up meaning along the vertical lines, and leads us to referring poles of 

explicit, implicit and indeterminate MFRs; on the other hand, we ñreadò MFAs according to their 

particular-physical structures, that are based on the angles and lengths of the MFRs, that link 

between the MFAsô verbal and visual components. While spatial and logical principles influence 

the structure and meaning of MFAs the same way, each MFA manifests them differently; 

therefore, to grasp fully 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 current study focuses on MFRs whose referring poles are verbal 

(especially in the main text, but also in the captions), and whose referred poles are visual (but 

also verbal, considering the captions), therefore - in the following figure - the verbal component 

                                                 
136 In the spatial analysis, we highlight poles of explicit MFRs in green, and poles of implicit MFRs in blue and red, 

in accordance to their semantic relatedness (synonyms or meronyms and holonyms).   
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has been positioned left of the visual one, imitating the course of a ñconventional reading.ò 

Nevertheless, once again, my presumption is that in practice both modes of reading work 

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

in ñEpic,ò as we can see, crosses the boundaries of its own chapter. It shows that we should 

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

and how readersô consumption of MFAs uses different and interrelated modes of reading.137  

         

      

 

We highlighted the MFAôs first explicit MFR. Now, let us hypothesize the implicit MFRs 

around its two poles, based on their semantic similarity. The referring sentence writes: ñThe 

                                                 
137 Zooming out from poles of explicit MFRs to hypothesize implicit MFRs is an example of how we can approach 

the illustrated text from an unconventional, spatial perspective. It is one among multiple ways to analyze and 

comprehend how MFAsô spatial and epistemological aspects are interrelated. As I have claimed, tracking readersô 

eye movements while consuming MFAs, and subsequently examining their comprehension and retention of the 

arguments, would help us discover this hybridity of MFAs.  

Fig. 2.1 Double spread 236-37 and frontispiece, Southernôs ñEpic.ò 
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frontispiece of this book represents the high point of this compassionate tenderness for the 

suffering Christ in pre-Conquest England.ò138 The caption writes: ñCrucifixion from the Gospel 

of Countess Judith (English, prob. 1050-65).ò Let us highlight in blue ñsuffering Christò in the 

referring sentence, as a referring-pole, and ñCrucifixionò in the caption, as a referred-pole, based 

on their semantic similarity. Their meaning, of course, echoes Southernôs own definition of the 

theme of his MFA: once as ñthe life of Christ and the meaning of the Crucifixion;ò139 and once 

as ñthe Crucifixion.ò140 We should note that while in ñPerfectingò we highlighted both the title of 

the artwork and the image in blue, in ñEpicò we do not highlight the image in blue since we 

already highlighted it in green as the referred-pole of the explicit MFR. In ñPerfecting,ò as we 

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 the semantic role that the image and the referring pole of the explicit MFR 

have in the overall semantic nexus of the MFA. For example, ñ[t]he frontispiece of this bookñ 

and ñsuffering Christ,ò both in the referring sentence, as well as ñCrucifixion,ò in the caption, 

and the frontispiece itself are all interchangeable; this notion can be clear if we imagine the 

frontispiece as the visual counterpart (or signified) of all three terms: ñ[t]he frontispiece of this 

book;ò ñsuffering Christ;ò and ñCrucifixion.ò Thus, the poles of explicit MFRs have semantic 

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

                                                 
138 Ibid., 237. 
139 Ibid., 231. 
140 Ibid., 238. 
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Now, let us highlight in red the holonyms to ñthe frontispiece of this book,ò the 

frontispiece, ñsuffering Christò and ñCrucifixionò as poles of implicit MFRs, as we did to the 

groups which ñAlbertiò represents or exemplifies. In the referring sentence: ñThe frontispiece of 

this book represents the high point of this compassionate tenderness for the suffering Christ in 

pre-Conquest England,ò we have highlighted the term ñ[t]he frontispiece of this bookò in green 

as the referring pole of the explicit MFR. Since it represents ñthe high point;ò ñcompassionate 

tenderness;ò and ñpre-Conquest England,ò we consider them as its holonyms, and highlight them 

in red. Since, as mentioned above, the terms: ñ[t]he frontispiece of this book"; ñsuffering Christ;ò 

ñCrucifixionò and the frontispiece itself are interchangeable, we hold the terms ñthe high point,ò 

ñcompassionate tenderness,ò and ñpre-Conquest Englandò as their holonyms as well. The 

frontispiece is the referred pole of the explicit MFR; its title is ñCrucifixion,ò in the caption: 

ñCrucifixion from the Gospel of Countess Judith (English, prob. 1050-65);ò therefore, in the 

caption, the holonyms to ñCrucifixionò would be the terms that indicate where and when it is 

from and, thus, what it represents; these terms are: ñthe Gospel of Countess Judithò and 

ñ(English, prob. 1050-65).ò We highlight the two terms in red. To sum up, the terms that we 

highlighted in blue - as meronyms - in both the referring sentence and caption (while we 

remember that the frontispiece and referring pole of explicit MFR could have been highlighted in 

blue as well) are: ñsuffering Christò and ñCrucifixion.ò The terms that we highlighted in red as 

holonyms are: ñthe high point,ò ñcompassionate tenderness,ò ñpre-Conquest England,ò ñGospel 

of Countess Judithò and ñ(England, prob. 1050-65)ò (Fig. 2.2).  
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Now, let us zoom-out from the two clusters of explicit and implicit MFRs and, as we did 

with the term and image ñAlbertiò in ñPerfecting,ò highlight in blue all the terms that have 

semantic similarity with ñsuffering Christò and ñCrucifixionò (and the two poles of the explicit 

MFR), as well as the pronouns of these terms. While we are zooming out and highlighting 

relevant terms, let us also pay attention to terms which raise a question regarding their semantic 

relatedness to terms that denote the theme of the MFA, as we did, for example, in relation to 

ñartistsò on page 149, in ñPerfecting.ò In that context, we highlighted ñartistsò in orange, since it 

signifies a group that Alberti was not a member of, and therefore cannot represent as a 

ñmeronymò in the text. In ñEpic,ò the zooming out starts from the referring sentence on page 237 

throughout the double-spread 236-37. Within that space, we should note, we implement the two 

kinds of reading mentioned above; on the one hand, we follow the text ñconventionally,ò to 

identify relevant terms, and on the other, we look for relevant terms by comparing them to the 

Fig. 2.2 Double spread 236-37 and frontispiece, Southernôs ñEpic.ò 
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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 are the terms that we highlight in blue: ñGodò (from ñSon 

of Godò that begins on page 235); ñHim;ò ñGod;ò ñwhom;ò ñRedeemer;ò ñThe figure on the 

Cross;ò ñMan;ò ñSavior;ò ñDeus Homo;ò ñJesus;ò ñHe;ò ñcrucifixion.ò On page 237, these are: 

ñCross;ò ñDevine;ò ñhuman suffering;ò ñdying figure;ò ñhumanity;ò ñsufferings of the Cross;ò 

ñsuffering Christ;ò and ñpicture.ò141  

Now, let us highlight in red the holonyms to the terms we have just highlighted in blue. 

On page 236, these terms are: ñcentral fact;ò ñreligious experience;ò ñthe time;ò ñfresh 

appreciation;ò ñawakening sense;ò ñhuman suffering;ò ñChristian faith;ò ñhuman history;ò and 

ñChristian meditation.ò On page 237, these are: ñthese very subjects;ò ñEngland;ò ñConquest;ò 

ñrepresentations;ò ñart;ò ñhuman feeling;ò ñexpression;ò ñthis feeling;ò ñlate eleventh century;ò 

ñthis time;ò ñWestern Europe;ò ñlate tenth century;ò ñhigh point;ò ñcompassionate tenderness;ò 

ñpre-Conquest England;ò ñthe time when Anselm was becoming a monk at Bec;ò ñbefore he had 

written any of the Prayers or Meditations;ò ñthis compassion;ò ñstrong theological impetus;ò 

ñcenters of devotional innovation;ò and ñnew impulses.ò142 Finally, let us highlight indeterminate 

MFRs in orange. These are the terms ñManò and ñhuman suffering,ò on page 236, and 

ñElsewhere,ò on page 237 (Fig. 2.3). Before we move on to analyze additional double-spreads, I 

would like to explain why the terms ñManò and ñhuman sufferingò were hypothesized as implicit 

                                                 
141 Terms that are highlighted more than once within the same round of highlighting are not repeated in the lists of 

the highlighted terms. Further, in the analysis of ñPerfecting,ò we displayed the highlighted meronyms first and then, 

in separate scans, the highlighted holonyms. Here, I have merged the different rounds of highlighting because: first, 

they are not new to us; and second, in ñEpic,ò there are more pages to analyze than in ñPerfecting.ò   
142 Southern uses both ñWesternò and ñwesternò to describe Europe. Throughout this study, I attempt to adhere to 

the historiansô use of uppercase or lowercase letters. As a principle, I use uppercase for ñWestern.ò    
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MFRs but were also hypothesized as indeterminate MFRs, and what makes ñElsewhereò an 

indeterminate MFR as well.  

 

 

 

How is it possible that on a single page the terms ñManò and ñhuman sufferingò function 

as implicit MFRs only in some cases? What is the difference between ñMan,ò that ends the 

Fig. 2.3 Double spread 236-37, Southernôs ñEpic.ò 
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sentence ñ[b]ut what the existing race of man was powerless to perform could only be 

accomplished by a new Manðeither by a new creation, or by an angel become Man, or by God 

become Man,ò and ñManò that ends the sentence ñ[t]he figure on the Cross was seen with a new 

clarity to be that of a Manò?143 In the first case, ñManò is an available option which God my turn 

to as a solution for the problem of manôs redemption. Although Southern is not absolutely clear 

about the origin of this theoretical framework, according to him, this option was offered by 

Anselm, who saw Godôs becoming a man as a logically necessary solution to that problem. The 

topic of the MFA is the sentiment for the ñsuffering Christ,ò therefore ñsuffering Christ,ò 

ñCrucifixion,ò the frontispiece and terms that have semantic similarity with them represent that 

sentiment. ñManò as an antithesis to ñGodò cannot represent the sentiment for the ñsuffering 

Christ,ò since he is ñjust a man,ò lacks divinity without which the sentiment has no theological 

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

In the second case, where ñManò ends the sentence ñ[t]he figure on the Cross was seen 

with a new clarity to be that of a Man,ò Godôs humanity is not a theoretical option, but rather a 

concrete reality - contemplated, represented and seen by contemporaries. In this case, ñManò can 

represent the sentiment for the "suffering Christò as it signifies God after his incarnation or 

actualization of himself as a man; when the ñCrossò and ñCrucifixionò symbolize the merge of 

both the divine and human histories. Hence, we highlight that ñManò as an implicit MFR. The 

terminological nuance embedded in the use of ñManò within the same paragraph demonstrates 

that, in this context, the term ñManò is used on a spectrum between God and man; the 

                                                 
143 Ibid., 236. 
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capitalization of the letter ñMò is the punctuative expression of the categorical hybridity that this 

spectrum enables (although in the analyzed MFA, the use of this technique is not always clear).  

Now, what is the difference between ñhuman sufferingò in the sentence ñ[é] but, 

whatever new position was adopted, the way was now open for a fresh appreciation of the human 

suffering of the Redeemer,ò and ñhuman sufferingò in the sentence ñ[a]lthough Anselm based his 

argument on rational grounds, the awakening sense of the human suffering of the Savior gave a 

new urgency to the question that he set himself to answer in his Cur Deus Homoò?144 In the first 

case, ñhuman sufferingò is an option whose ñfresh appreciationò became more concrete and 

available; the ñappreciationò of the conditions around the ñhuman suffering,ò according to 

Southern, have changed. This ñhuman sufferingò is in a potential form; it is of the ñRedeemer,ò 

before he became a Man, as the actualization of this possibility is described only in the 

succeeding sentence. Thus, we do not hypothesize this ñhuman sufferingò as an implicit MFR; as 

a representation of the sentiment for the ñsuffering Christ,ò and as a component in the text, that 

refers to the ñCrucifixionò in the caption and the image.  

In the second case, ñhuman sufferingò is an existing phenomenon attributed to the 

ñSavior,ò and of which a sense has been already developed; its existence is solid enough to even 

give ñnew urgencyò to another phenomenon (the question that Anselm set himself to answer in 

Cur Deus Homo). Thus, in contrast to the first ñhuman suffering,ò the second ñhuman sufferingò 

makes sense as an implicit MFR, and as such it is highlight in red. Interestingly, the analysis of 

the semantic and spatial aspects of the MFAs in both ñPerfectingò and ñEpicò reveals how 

                                                 
144 Ibid. 
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Burckhardt and Southern use dialectical schemes to argue for historical changes, as they pose 

antithetical categories to the categories with which they describe their protagonists; these 

antithetical categories ñpullò the protagonists to make or experience changes over time. In 

ñPerfecting,ò we highlighted ñartistsò as both implicit and indeterminate MFRs, since we 

understood that Albertiôs ability to represent ñartistsò depends on the context in which the 

conjunction of the terms ñAlbertiò and ñartistsò arises. At the same time, we noticed that 

Burckhardtôs conceptualization of lôuomo universale posits ñartistsò as a contemporary 

profession and an identity that mingles with that of other groups, and whose individual members 

may have characteristics that we tend to ascribe to other professional communities. Thus, even if 

Alberti does not represent the ñartistsò we highlighted in orange as an indeterminate MFR, he 

may be one of them (as the highlighting of ñartistsò in red demonstrates). In ñEpic,ò we identify 

a similar pattern; God is not a 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 shows - especially 

through signs of the suffering Christ - how God gradually acquires his humanity, in the eyes of 

contemporaries. Both Alberti and God are portrayed as figures who transgress conventional - 

metaphysical and disciplinary - boundaries, while they are aware of the potential-antithetical 

option they have, on a certain spectrum. Their external outlook on that option and transition into 

it is reflected in the semantical level of the MFAs about them.  

Finally, what makes ñElsewhereò an indeterminate MFR in the MFA we are currently 

exploring? The last sentence on page 237 states that ñ[e]lsewhere the new impulses came more 

slowlyò which means that, as we are flipping from page 237 to 238, we are probably moving 

towards a comparison between different paces of the same historical phenomenon, that occurred 
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in varied places. Therefore, ñ[e]lsewhere,ò in this context, seems to signal a shift to a different 

argumentative phase, through geographical terms, especially due to the centrality of ñEngland,ò 

in both the referring sentence and caption. Since it signifies a limbo, it has been highlighted in 

orange.    

We hypothesized implicit MFRs on the double-spread 236-37; how do we continue? Are 

we going to 238-39 or 234-35? 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 impulses 

ñelsewhere,ò outside of England. From reading ñEpicò and analyzing its technical features, we 

know that the next two explicit MFRs are on page 238. This is a sufficient reason to continue the 

hypothesis there instead of in 234-35; we are in an analytical momentum that helps us move 

forward and gain insights from the process, and there is no reason to choose to analyze material 

that requires unnecessary adjustments.  

Which of the terms on 238-39 seems to be a pole of an implicit MFR? Let us start by 

highlighting the poles of the second and third explicit MFRs in green. These are: the two 

referring poles, ñPlate IIò and ñPlate III,ò on page 238; and the referred poles, ñPlate IIò and 

ñPlate III,ò in the captions, and the second and third plates, between pages 240-41. The terms 

ñPlate IIò and ñPlate IIIò in the captions are referred to by the same terms in the main text; at the 

same time, they refer to the plates above them. I consider them more as referred than referring 

poles, since there is more distance to cross from the referring poles in the main text to those in 

the caption than from those in the caption to the plates. In other words, there is more ñpushing 

forceò in the referring poles in the main text that in those in the captions. At the same time, 
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ñPlate II" and ñPlate III,ò in the captions, contribute their ñpulling forceò to shift the readersô 

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 MFRs align with conventional 

reading (Fig. 2.4).   

          

 

 

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 visual poles of explicit MFRs have semantic similarity, which - in turn - makes them 

a pair of poles of a single implicit MFR. Let us start by analyzing the sentences of the referring 

and referred explicit poles of Plate II. The referring sentence to Plate II writes: ñThe Aaby wood 

carving of Plate II is in this tradition: the figure is that of a young warrior, crowned and clothed 

in royal robes, with head erect and eyes open, full of power.ò Excluding the term ñPlate II,ò the 

Fig. 2.4 Double spread 238-39, Plate II and Plate III, Southernôs ñEpic.ò 
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caption writes: ñThe Aaby Crucifix (Danish, c.1050-1100).ò Which terms in both phrases have 

semantic similarity? ñAaby wood carving,ò in the referring sentence, and ñAaby Crucifix,ò in the 

caption, signify the same meaning (and historical phenomenon), thus, we highlight them in blue. 

The terms: ñfigure;ò ñcrowned;ò ñclothed in royal robes;ò ñhead erect;ò and ñeyes open,ò in the 

referring sentence, have semantic similarity with visual details in Plate II, therefore we consider 

them as referring poles of implicit MFRs, and highlight them in blue. 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 visual-referred pole of the explicit MFR.145 We do not 

highlight ñfull of powerò that is in the referring sentence, since it expresses Southernôs 

interpretation of the image rather than an observational - somewhat self-evidential - finding.  

Now, let us highlight in red the holonyms of these terms, in both the referring sentence 

and caption. In the referring sentence, these terms are: ñthis traditionò and ñyoung warrior.ò In 

the caption: ñDanishñ and ñc.1050-1100.ò We identify these terms as holonyms due to their 

signification of groups or concepts, that the terms highlighted in blue and details in the image 

represent. For example, according to Southern, the ñfigureò in Plate II, is part of a ñtradition,ò in 

which Christ is depicted as ña young warrior.ò Southern does not claim that Christ was simply ña 

young warrior,ò or that the tradition attempted to present him as such, but rather that in the Aaby 

                                                 
145 Another option is to highlight those details in blue, within the green area, but it would imply that we have to open 

the visual material to highlighting in red and orange as well. I 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 good reason to continue exploring 

the use of color coding to identify semantic relatedness between the MFAsô verbal and visual components, and I 

think that it would be more beneficial when readersô consumption of MFAs will be examined neurocognitively and 

empirically. Nevertheless, computer scientists use color coding to link terms in captions and details in images, while 

coloring both verbal and visual signs. Many of them use ñbounding boxesò to signify relevant areas in images. As an 

example, see Lazebnik, ñResearch Highlights.ò  
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Crucifix, Christ carries attributes that conventionally characterize - at that time and place - young 

warriors. This mid-eleventh-century representation of Christ, that signifies him as ña young 

warrior,ò enables him, in turn, to represent ñyoung warriors.ò  

Our decision to continue the analysis in double-spread 238-39 rather than 234-35 results 

from a pragmatic consideration, according to which we should follow and utilize the analytical 

momentum. For the same reason, let us analyze the sentence that follows the sentence referring 

to Plate II, as it leads us directly to the sentence referring to Plate III. This sentence writes: ñThen 

slowly in the next century this conception changed.ò Is there any term, in this sentence, that has 

semantic similarity with ñAaby wood carvingò or ñAaby Crucifix,ò that we have highlighted in 

blue in the preceding sentence and the caption of Plate II, or with details in Plate II? No; 

however, this sentence is read after the caption of Plate II, that indicates that the artwork was 

created between ñc.1050-1100.ò It implies that the term ñnext centuryò in the main text signifies 

a century after the time that is indicated in the caption, i.e., around the twelfth century. Now, we 

like to know what happened ñaround the twelfth century,ò to realize the role of the term ñnext 

centuryò in this MFA. ñ[T]his conception,ò from the same sentence, resembles ñthis tradition,ò 

which has been used in the preceding, referring sentence; without any new information between 

the two uses of the term ñthis,ò the second use of the term seems to signify what the first use 

does, namely, the ideas and sentiments represented in Plate II. So, let us highlight ñthis 

conceptionò in red. Since the change of ñthis conceptionò (that the Aaby Crucifix represents) 

took place in the "next century,ò and thus, can represent that period, we highlight ñnext centuryò 

in red as well; although, we still do not have a full and clear picture of that change (Fig. 2.5).  
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The next step is the analysis of the third explicit MFR. Let us identify neighboring terms 

to the referring and referred poles of it. The referring sentence writes: ñPlate III shows a 

comparatively early stage in this development: the Head is still crowned, but the face is that of a 

man, resigned and suffering, the eyes shut, the head slightly inclined: the arms are bent as if 

taking some strain, the feet are pierced.ò146 Excluding the term ñPlate III,ò the caption writes: 

ñThe Tirstrup Crucifix (detail; Danish, c.1150).ò Which terms in both phrases have semantic 

similarity? It is noticeable that in the referring sentence to Plate III, Southern relates to the 

artwork as if it does not have a title or identity; this is in contrast to his reference to the previous 

artwork, using ñ[t]he Aaby wood carving of Plate II.ñ Referring to Plate III without using the 

title of the artwork relinquishes an opportunity to create an implicit MFR in the referring 

                                                 
146 Southern, The Making of the Middle Ages, 238. 

Fig. 2.5 Double spread 238-39, Plate II and Plate III, Southernôs ñEpic.ò 
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sentence and in any other sentence in the main text, for that matter. Let us look for terms, in the 

referring sentence, caption and details, in the image, that have semantic similarity. In the 

referring sentence, let us highlight in blue these terms: ñHead;ò ñcrowned;ò ñface;ñ òman;ò ñeyes 

shut;ò and òhead slightly inclined,ò since they have semantic similarity with details in the image. 

As in Plate II, we could have highlighted the corresponding details in the image, but they are 

already highlighted in green. What about the caption? Is there any term there that has semantic 

similarity with terms in the referring sentence?  

Before we answer this question, it is important to explain why we do not highlight ñarms 

are bentò and ñfeet are piercedò as meronyms, in the referring sentence, but in orange as 

indeterminate MFRs. The reason is that the terms ñarmsò and ñfeetò have no semantic similarity 

with any visible detail in Plate III. Indeed, the caption indicates that Plate III is a ñdetail,ò which 

only means that the full artwork features components that are external to the image in the book. 

Southernôs reference to Christôs ñarmsò and ñfeet,ò while the readers cannot see them, raises a 

question regarding his awareness of the actual image that would be printed in the book. Like the 

other terms we highlighted in orange, ñarmsò and ñfeetò may signal: a transition of the historical 

phenomenon to a different category (as 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 

same historical phenomenon, within the same MFA (as ñelsewhereò signifies). In the case of 

ñarmsñ and ñfeet,ò the dissonance between the MFAôs verbal and visual components seems to 

indicate a shift between what the author meant to argue and what he practically does; therefore, 

the two terms signify a shift from the potential form of the MFA to its actual one. At the same 

time, the gap between the verbal and visual components emphasizes the fact that what we see in 
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Plate III is only part of the artwork; hence, in the caption ñThe Tirstrup Crucifix (detail; Danish, 

c.1150),ò we can highlight the term ñdetailò in blue, as it represents ñTirstrup Crucifix,ò which 

we consequently highlight in red.  

Now, is there any term in the caption of Plate III that has semantic similarity with terms 

in the referring sentence? I do not think so, as ñdetailò refers to the image as a whole and the 

other terms seem to be holonyms. So, let us continue highlighting the holonyms in the referring 

sentence and caption. In the referring sentence, these are: ñearly stageò and ñthis development.ñ 

In the caption, in addition to ñTirstrup Crucifix,ò we highlight: ñDanish;ò and ñc.1150.ò The 

sentence that succeeds the referring sentence to Plate III is the closing sentence of the paragraph; 

it writes: ñFrom this point the Danish development follows the same path as we find elsewhere, 

until all the attitudes and marks of pain and desolation had been exploited by the artists of the 

fifteenth and sixteenth centuries.ò Let us highlight ñDanish developmentò in red, since the 

Danish crucifixes represent it, as it also signifies what ñthis developmentò from the preceding 

sentence signifies. I find it difficult to classify the rest of the terms, in this sentence, into 

meronyms and holonyms, according to their semantic relatedness to the caption and image. This 

difficulty emanates from Southernôs use of the terms ñelsewhereò and ñall the attitudes and 

marks of pain and desolation.ò I would highlight this second ñelsewhereò in orange as it signals a 

transition into a different MFA (whether is it practically written or not). It can also signal the end 

of the part that started with ñ[e]lsewhere,ò on the page 237. As for ñall the attitudes and marks of 

pain and desolation,ò I do not see them in the image. To my eyes, they do not function as implicit 

MFRs to details in Plate III (Fig. 2.6). 
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Since the next paragraph on page 238 discusses the theme of the Virgin and Child, we 

have reached the end of the current MFA. How do we proceed from here? First, let us return to 

ñ[e]lsewhereò on page 237 and continue hypothesizing implicit MFRs until we reach the explicit 

MFR of Plate II on page 238. We should remember that the spatial analysis is based on two 

kinds of reading: first, zooming out from the referring poles of explicit MFRs (to hypothesize 

implicit MFRs, among their neighboring terms); and second, implementing conventional reading 

from left to right and from top to bottom - within the scans - to realize how MFAs develop 

through the sequence of their MFRs. In this case, we return to ñ[e]lswhereò because this is the 

last term we highlighted on 236-37; we do so since the hypothesis of 238-39 started by zooming 

out from the first explicit MFR on that double-spread, namely, the explicit MFR of Plate II. The 

two sentences between ñ[e]lsewhereò and the second explicit MFR write: ñElsewhere, the new 

impulses came more slowly, and arrived with the flood of the French influence in the twelfth 

Fig. 2.6 Double spread 238-39, Plate II and Plate III, Southernôs ñEpic.ò 
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century. In Denmark, for instance, where the heroic traditions were strong, the mid-eleventh 

century figures of Christ on the Cross gave a powerful local interpretation to the theme of the 

triumphant Prince.ò147 When we analyzed 236-37, we highlighted ñnew impulsesò in red; these 

are the theme, the changing sentiments for Christôs humanity, concretely represented in the 

primary sources. We know that eras and places are represented by both concrete representations 

and their themes, since eras and places are the broader contexts in which historical phenomena, 

such as texts and artworks, ideas and sentiments take place. What is, then, the status of ñtwelfth 

century,ò that ends the first of the two sentences? Could the ñtwelfth centuryò be represented by 

the ñnew impulses,ò while we do not know the place in which those impulses occurred, and what 

their concrete expression is?  

The virtue of representation of one phenomenon by another depends on the specificity of 

the time and place in which the representing phenomenon occurs, and the clarity of its own traits. 

The concreteness of the representing phenomenon is necessary to establish it as a predicate or 

evidence of another phenomenon; otherwise, the historical argument is open to an infinite-

regressive or tautological sequence of references from a representing phenomenon to a 

represented one, which simultaneously represents another phenomenon and so on. This condition 

explains why zooming out from explicit MFRs, by semantic relatedness, ensures that a concrete 

case (the body of the artwork and what we see in the image) is part of the epistemological 

process, through which we grasp a broader historical phenomenon; it also explains the 

importance of the detailed information that captions convey. Let us look for an intersection of 

                                                 
147 Ibid., 237-38. 
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concrete examples of the ñnew impulses,ò on the one hand, and a name of a place, on the other, 

to clarify how ñtwelfth centuryò functions, semantically and epistemologically, in this 

argumentative structure. The second sentence out of the two writes: ñIn Denmark, for instance, 

where the heroic traditions were strong, the mid-eleventh century figures of Christ on the Cross 

gave a powerful local interpretation to the theme of the triumphant Prince.ò148 This sentence does 

not illuminate the status of ñtwelfth century,ò since although it provides us with a name of a 

place, i.e., ñDenmark,ò it does not point out concrete examples of the expressions of the ñnew 

impulse.ò The term ñfigures of Christ on the Crossñ is not a concrete example (or evidence), 

since it does not show any actual case. Finally, the sentence focuses on the ñmid-eleventh 

century.ò However, the term ñfigures of Christ on the Crossò establishes a thematic continuity 

between Anselmôs Orations ad S. Mariam and Cur Deus Homo Cur Deus Homo, and the 

frontispiece, on the one hand, and the ñtriumphant Prince,ò on the other. Would that justify the 

highlighting of ñfigures of Christ on the Crossò in blue, as an implicit MFR, as we did with 

similar terms on pages 236-37 and 238? I would wait for concrete examples, since - at this point 

- we still do not know what Southern sees in those representations, that (for him) represent a 

broader phenomenon, such as ñheroic traditions.ò  

The next sentence is the referring sentence to Plate II, that we have already analyzed. It 

writes: ñThe Aaby wood carving of Plate II is in this tradition: the figure is that of a young 

warrior, crowned and clothed in royal robes, with head erect and eyes open, full of power.ò149 

The caption of Plate II writes: ñThe Aaby Crucifix (Danish, c.1050-1100).ò Thus, if the Aaby 

                                                 
148 Ibid., 238. 
149 Ibid. 
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Crucifix, that is shown in Plate II, is a concrete case of mid-eleventh Danish ñfigures of Christ on 

the Cross,ñ and its ñtraditionò is in the ñheroic traditions,ò that have been mentioned a sentence 

before, then we can consider ñfigures of Christ on the Crossò as an implicit MFR to Plate II, and 

highlight it in blue.150 Consequently, we can highlight in red, within the same sentence, what 

those ñfiguresò come to represent: ñDenmark;ò ñheroic traditions;ò ñmid-eleventh century;ò 

ñlocal interpretation;ò ñtriumphant Prince.ò Do these terms help us figure out the status of 

ñtwelfth centuryò from the top of page 238? They do not seem to, since the temporal framework 

of these terms is still the ñmid-eleventh century.ò  

Let us continue. The next sentence writes: ñ[t]hen slowly in the next century this 

conception changed.ò151 In it, we have already highlighted ñthis conceptionò in red, based on its 

semantic similarity with ñthis tradition,ò which Aaby Crucifix represents; we also highlighted 

ñnext centuryò as a holonym, since it follows ñc.1050-1100ò from the caption of the Aaby 

Crucifix, and thus signifies - by being a later period - the meaning ñaround the twelfth century,ò 

and it also signifies the time in which the ñconceptionò changed. Do these terms help us figure 

out the status of ñtwelfth centuryò? No, since to assess what the ñtwelfth centuryò contributes to 

the MFA, we still need to know its relation to a concrete case in a specific place. Let us continue. 

The referring sentence to Plate III writes: ñPlate III shows a comparatively early stage in this 

development: the Head is still crowned, but the face is that of a man, resigned and suffering, the 

                                                 
150 We could have highlighted ñfigures of Christ on the Crossò in red, as a holonym to ñAaby Crucifix,ò but, in this 

context, I prefer to keep it as a meronym, since it is much closer to the theme of the whole discussion - the 

sentiments for Christô humanity - than to broader contexts, such as contemporariesô self-perception or individualism, 

and the time and place in which those phenomena have evolved. Since referring poles of implicit MFRs can function 

as both meronyms and holonyms, it would be good to keep the analytical tools and practices flexible and classify the 

MFRs according to their context.         
151 Ibid. 
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eyes shut, the head slightly inclined: the arms are bent as if taking some strain, the feet are 

pierced.ò152 The caption indicates that the artwork is ñDanishò from ñc.1150;ò therefore, now 

when we have a concrete case and a place, we can finally highlight ñtwelfth centuryò as a 

holonym to the Tristrup Crucifix. We should add that, indirectly, the concreteness of the artwork 

and place also allows ñtwelfth centuryò to function as a holonym to its neighboring ñnew 

impulsesò (Fig. 2.7).  

                

  

 

We started the spatial analysis of ñEpicò by zooming out from its first explicit MFR, 

since we found the entire chapter too long and diverse - thematically 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 double-spread 236-37; then we continued by 

                                                 
152 Ibid. 

Fig. 2.7 Double spread 236-37 and page 238, Southernôs ñEpic.ò 
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analyzing the next two explicit MFRs on 238-39, until we encountered a shift to another theme, 

and subsequently the end of the MFA, following Southernôs thematical definitions and divisions. 

Now, let us analyze the pages that precede 237-38. We will begin with 234-35, implementing a 

two-direction reading: a conventional reading for tracking implicit MFRs in their sentential and 

narrated context, and zooming out from the cluster of the three explicit MFRs, using the implicit 

MFRs as a semantic yardstick. In this case, the zoom out considers all three explicit 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.  

Southern probably knew what the readers will read 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 the main text that 

ñanticipatesò any explicit MFR in the MFA, as they are potential references to shift the readersô 

attention to the visual components of the MFA, even if they only give impetus to that shift, 

whose chances to actualize are higher, later on. Therefore, let us highlight, in blue, terms that 

have semantic similarity with the terms that we have already highlighted in blue, including 

relevant visual forms. The terms on the double spread 234-35 are: ñJesu;ò Name;ò ñHis 

presence;ò ñhumanity of the Savior;ò ñMan;ò ñGod;ò ñman;ò ñhimself;ò ñhis;ò ñDivinity;ò 

ñhuman form;ò ñHim;ò ñOne;ò ñHe;ò ñsuffering of Jesus;ò and ñSon ofò (from ñSon of God"  

that proceeds into page 238).  

Let us also highlight in red the terms that seem to be represented by the terms we 

highlighted in blue. These terms are: ñpious devotion;ò ñnew feeling;ò ñnew thoughts;ò ñend of 
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eleventh century;ò ñtender compassion;ò and ñheroic view of human life.ò Apparently, these 

terms have semantic similarity with the terms we have already highlighted as holonyms, in red, 

in the previous pages. Finally, let us highlight indeterminate MFRs, the terms that raise a 

question in relation to their function in the argument, in orange. These terms are: ñour period;ò 

ñlate Middle Ages;ò and ñfourteenth and fifteenth centuries.ò ñ[O]ur periodò seems vague 

through both conventional reading and zooming out. Implementing conventional reading, this is 

the first term - within the double-spread - that defines a temporal framework for the new 

devotion, feelings and thoughts; however, it is not clear what the time is, since ñour period,ò in 

this context, does not indicate any specific time. Zooming out from the cluster of the three MFRs 

does not clarify the term either, since - within that space - Southern uses several definitions of 

periods, ranging between the ñlate tenth centuryò and the ñtwelfth century.ò Additionally, the 

term ñour,ò at least in historiographical writing, might confuse, for it seems to signal some 

affection or identification with the explored period. Indeed, Southern argues that that period was 

characterized by a close ñconnection between thought and feeling, between emotional intensity 

and the formal structure of thought,ò which sounds like a valuable characteristic; a feature that 

any balanced soul would like to have. ñ[I]t was only in the later Middle Agesò he continues, 

ñthat the intellectual structure seems too weak for the feelings which produced the somewhat 

hectic piety of the fourteenth and fifteenth century.ò153  

The term ñlater Middle Agesò has been hypothesized as an indeterminate MFR and it has 

been highlighted in orange, since it does not clarify the vagueness of ñour period,ò nor of the 

                                                 
153 Ibid., 234. 
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consecutive temporal framework: ñthe fourteenth and fifteenth centuries.ò The term ñfourteenth 

and fifteenth centuriesò is vague because Southern states that the weakness of the ñintellectual 

structureò took place ñin the later Middle Ages,ò and that this weakness was for the feelings and 

piety ñof the fourteenth and fifteenth century.ò The difference between ñinò and ñof,ò in addition 

to the obscurity of ñour period,ò makes the historical context that Southern points out, and 

ultimately the phenomenon itself, quite confusing (Fig. 2.8). Perhaps this issue will be clarified 

when we analyze 232-33. At any rate, this part of Southernôs argument resembles the way he 

concludes the MFA, claiming that the ñattitudes and marks of pain and desolation had been 

exploited by the artists of the fifteenth and sixteenth centuries.ò154 

                                                 
154 Ibid, 238. Patersonôs understanding of the marginalization of the Middle Ages by the main Western narrative is 

relevant here, but with a different course of marginalization. First, in this case, Southern does not support his claims 

about the fourteenth-sixteenth centuries by concrete examples. Second, his evaluation of the connection between 

thoughts and feelings in the psyche of the Middle Ages as ñclose,ò and that of the Renaissance (without using this 

concept) as ñweakò marks the earlier psyche as more harmonious than the later one, especially for its intellectual 

prowess. We have already encountered this line of thought in Civilization, where Burckhardt refers to the Medieval 

psyche as childish and not fully awake, while portraying the Renaissance spirit as the discoverer of the inner and 

outer worlds, and ultimately, of the objective and subjective aspects of both. Is it possible that Southernôs 

comparative and judgmental approach to the historical self is, in fact, an implicit continuity within the discourse on 

pre-modern individualism? 
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The double-spread 232-33 continues - as it precedes - the discussion about Christôs 

humanity and the surroundings in which the sentiments for it had developed. Thus, let us 

highlight the thematic terms in blue, their holonyms, as usual, in red, and terms that stir questions 

Fig. 2.8 Double spread 234-35, Southernôs ñEpic.ò 
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in orange.155 These are the terms we highlight in blue: ñtenderness and compassion;ò ñSavior;ò 

ñhumanity of Christ;ò ñhumanity of the Savior;ò ñChristôs sufferings;ò ñLord;ò ñMaker;ò 

ñearthly life of Jesus;ò ñsuffering o the Cross;ò ñGod;ò ñmen;ò and ñHis.ò These are the terms we 

highlight in red: ñmonasteries of the eleventh century;ò ñpious compassion;ò ñaffection;ò 

ñfeelings of pious compassion;ò ñmiddle of the eleventh century;ò ñat the time when Anselm was 

wandering through France;ò ñbefore he found a resting place at Bec;ò ñthese feelings;ò ñperiod 

when Anselm was prior of Bec (1063-78);ò ña new world of ardent emotion and piety;ò 

ñfeeling;ò ñthought and feeling;ò ñsentimentality;ò ñCistercian programme;ò ñemotions;ò 

ñeleventh century;ò ñMiddle Ages;ò ñthese sentiments;ò ñcompassion and tenderness;ò ñeleventh 

century;ò ñever-heightening emotions;ò ñtwelfth century;ò ñFrance;ò ñEngland;ò ñEnglish;ò ñend 

of the century;ò and ñnew piety.ò And finally, these are the terms we highlight as indeterminate 

MFRs, in orange: ñhands;ò ñfeet;ò ñflesh;ò ñlater centuries of the Middle Ages;ò ñall countries in 

western Europe;ò and ñdifferent periodsò (Fig. 2.9). 

  

                                                 
155 Apparently, there is a problem with the print of page 232 in ñEpic,ò as some of the letters on its right are missing. 

We see it as an opportunity to hypothesize letters according to their context.    
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I would like to point out three patterns based on the indeterminate MFRs we have 

highlighted, in orange, in 232-33. The first pattern is expressed through the terms ñhandsò and 

ñfeet.ò156 We have already highlighted ñarms are bentò and ñfeet are piercedò in orange, where 

                                                 
156 Ibid., 232. 

Fig. 2.9 Double spread 232-33, Southernôs ñEpic.ò 
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Southern describes the Tristrup Crucifix of Plate III;157 this is due to their lack of semantic 

similarity with any visible detail in Plate III, while terms such as ñman,ò ñcrowned,ò and ñeyes,ò 

from the same sentence, do correspond with the image. I argued that the dissonance between 

ñarmsò and ñfeet,ò on the one hand, and the image, on the other, may signal a significant change 

in the structure of the MFA, intentionally or not. Why have we highlighted ñhandsò and ñfeetò in 

orange, in Anselmôs quote?158 The initial impulse to highlight them was their semantic similarity 

with the highlighted-terms from the description of Tristrup Crucifix; however, until  now, 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 images - become a standard for 

ñvagueness.ò On the other hand, we are currently analyzing space in the MFA that is relatively 

far from explicit MFRs, captions and images, and although it is distant from the ñmultiform 

center,ò it has a terminological and epistemological role in the MFA.  

Our zooming out from the cluster of explicit MFRs develops new sensitivities to 

rhetorical nuances, that are hard to discern by implementing conventional reading only. We have 

already mentioned the need to keep the analytical tools and practices flexible, when we have to 

decide whether to classify an implicit MFR as a meronym or holonym, while it functions as both. 

Such flexibility benefits the analytical process by including the context of the terms as a factor in 

the assessment of the termsô principal function, in the MFA. I would like to use this pragmatic 

approach in relation to the highlighting of the terms ñhandsò and ñfeetò in Anselmôs quote.159 
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Highlighting these terms due to their semantic similarity with ñarms are bentò and ñfeet are 

pierced,ò from the description of the Tristrup Crucifix,160 shows that zooming out from explicit 

MFRs can point out terms that ñechoò terms that are closer, semantically and physically, to the 

visual components of the MFA; however, from a conventional point of view, the terms that 

ñechoò serve as a model for the later terms, that are closer to the visual components. In other 

words, highlighting ñhandsò and ñfeetò demonstrates how Southern leads his readers from a 

verbal-primary source to a visual one, through repetition of terms.  

Southern implements this rhetorical device three sentences before the referring pole to the 

frontispiece, as well, where he accounts the changes in the visual representations of the Cross in 

western Europe, during the late-eleventh century.161 There, among other details, he points out 

ñthe arms [that are] sagged with the weight of the body.ò From a conventional point of view, this 

description follows Anselmôs quote and anticipates the frontispiece. Zooming out from the 

cluster of the explicit MFRs, Anselmôs quote supports Southernôs claim that the frontispiece 

ñrepresents the high point of this compassionate tenderness for the suffering Christ in pre-

Conquest England.ò162 Close conventional reading, implementation of zooming out, and the 

highlighting of terms according to their semantic relatedness, illuminate the epistemological role 

that ñhands,ò ñarmsò and ñfeetò - as terms and visual forms - have in this MFA. They are 

presented as a theme that embeds shared sentiments concerning the humanity of Christ in 

different media. As a theme that manifested in diverse forms, it can reliably signify abstract 
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phenomena such as thoughts and sentiments, in a certain time and place. The plethora of their 

forms of expression can only attest to how past reality was really like.  

The second of the three patterns related to the indeterminate MFRs in 232-33 is expressed 

through the term ñflesh,ò which was highlighted twice, in Southernôs quotation of Bernardôs In 

Cantica sermo, in which Bernard explains why God became a man.163 ñ[F]lesh,ò in this quote, is 

something that God wishes to be seen in, through which to lead men from the love of the flesh 

(or carnal love) to spiritual love. From a conventional point of view, ñfleshò is not an implicit 

MFR; it does not refer the readers to a visual form of the potential that God ponders or desires; 

any visual form of that potential would be either a depiction of its actualization (as a process) or 

its very actualization (as a product). However, ñfleshò in Bernardôs quote allows Southern to 

construct continuity between his MFAôs verbal and visual components. Godôs vision of himself 

as ñhuman,ò is just part of a wider perspective he has on the issue, for it also consists of an image 

of himself abstract and spiritual as he already is (paradoxically as it sounds). Thus, God has two 

images of himself that enable him to wonder if a transition into the human one would help 

humankind love differently, more spiritually.  

The readers of Making are provided with a similar perspective when they look at the two 

Danish crucifixes, on the double-spread between pages 241-42; however, while Bernardôs quote 

expresses a dichotomized framework, that is, being in a flesh or not, the Danish crucifixes offer a 

spectrum between greater or lesser degree of divinity - or humanity - after the transition. 

According to Southern, the earlier Aaby Crucifix shows the theme of the triumphant Prince, 
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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 

Godôs thought, as described in Bernardôs text. Our analogy between Bernardôs quote and the 

illustrated double spread is based on a factor that plays a role in both, i.e., the ñflesh;ò this is 

what runs through and changes the verbal as well as visual perspective, either by bearing ñfleshò 

or increasing what it can bear. 

The third of the three patterns related to the indeterminate MFRs in 232-33 is expressed 

through the terms ñlater centuries of the Middle Ages;ò ñall countries of western Europe;ò and 

ñdifferent periods.ò164 We regarded them as indeterminate and highlighted 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, and consequently what their function in the 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 MFA, let us read 

the two sentences in which these terms are used: ñIt was the Cistercians who were the 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 an older severity 

and reticence. In the expression of an ever-heightening emotions all countries in western Europe 

had a share, and at different periods led the way.ò165 In this statement, Southern presents a brief-

summary of the history of the tender sentiments for Christ on the Cross: he points out the cause 

of the major change of the sentiments (the Cistercians); describes the change (metaphorically); 
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and locates it within temporal and geographical contexts. The metaphors ñthin streamò and 

ñfloodò are not entirely new to us, if we zoom out from the cluster of the explicit MFRs. 

ñ[F]loodò has been used by Southern between the referring poles to the frontispiece and to Plate 

II, in this sentence: ñElsewhere, the new impulses came more slowly and arrived with the flood 

of the French influence in the twelfth century.ò166 When we analyzed the double-spread 235-36 

and page 238, we highlighted two uses of ñ[e]lsewhereò in orange, since the vagueness of the 

geographical definition seemed to signal a beginning of a comparison between varied aspects of 

the same historical phenomenon, within the same MFA. The first ñ[e]lsewhereò is neighboring to 

ñfloodò and the second defines the place where fifteenth- and sixteenth century artists had 

exploited ñall the attitudes and marks of pain and desolation.ò167  

Only now, when we continue zooming out from the cluster of the three explicit MFRs, 

can we discern the double-use of the metaphor ñfloodò and the addition of ñthin stream,ò in the 

earlier case (implementing conventional reading), and the metaphoric level in the MFA. When 

Southern uses the ñflood metaphor,ò temporal and geographical definitions such as ñelsewhere,ò 

ñall countries in western Europeò and ñlater centuries of the Middle Agesò become vague. In 

these instances, Southern links three phenomena: the later Middle Ages; western Europe; and a 

decline in intellectual strength, harmony between thought and feeling, and perhaps aesthetics. 

The ñflood,ò which started as a ñthin stream,ò signifies an ñinflationò (my metaphor) in what 

Southern terms as ñthe ever-heightening emotions.ò I would like to suggest cultivating another 

sensitivity, and this time it is to terms that neighbor metaphors. Based on the analysis of the 
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ñflood metaphor,ò the use of metaphors in historiography might entail two phenomena: first, 

ambiguous definitions of time and place in which the discussed historical phenomenon occurs; 

and second, a tendency to judge historical phenomena morally, implicitly and without providing 

evidence and explanation. If we look carefully at Southernôs descriptions of the later phases of 

the sentiments for Christ on the Cross, we see that, in fact, there are no substantial descriptions of 

that phenomenon in his text. The later European phase, expressing those sentiments, is hinted 

only by its degradation of the ñthinò qualities of the earlier one. Thus, in this case, the vagueness 

of the terms that neighbor metaphors is not of terms that truly discuss a historical phenomenon, 

as they voice something else.168 

The next double-spread we analyze is 230-31. The passage clearly states that its subject is 

ñthe theme of self-knowledge;ò however, the last paragraph on page 231 points out Anselmôs 

and Bernardôs effectiveness in giving expression to the theme of ñthe life of Christ and the 

meaning of the Crucifix,ò that preoccupied their contemporaries. Let us highlight ñlife of Christò 

and ñCrucifixionò in blue, and their holonyms: ñperceptions and aspirationsò and ñcentral theme 

                                                 
168 This is where the current analysis, once again, touches upon possible considerations that historians might have 

when they create and communicate historical knowledge. I am thinking about considerations that are reflected in the 

semantical level of the historiographical text, but which do not seem essential to the subject that the historians 

explore, as they do not ponder those considerations out loud. Earlier in this analysis, I expressed my question 

whether the religious theme that Southern discusses, in this MFA, influences his wording. The relatively high 

number of names that he uses for Christ (and God), and the challenge this variety introduces to my semantic 

analysis, made me think about the readership of Making, who might have different motivations and expectations 

from the book and its author, from those of, for example, the readership of Civilization. I assumed that scholars 

imagine their readership having certain identities, that become a factor in how the historians communicate their 

studies, and fashion their scholarly persona. Southernôs use of metaphors - and vague terms in vicinity to them - 

shows that he values one period over another. It is possible that the readership of Making plays a role in Southernôs 

mind, while he is looking for the ñright words.ò It is hard to imagine him writing, for example ñour religionò when 

he refers to Christianity; yet, his use of ñour period,ò especially when the later Middle Ages are portrayed in 

ambiguous terms, raises the question: to whom Southern writes Making? Or what would he like to see in his 

readership, after they consume his scholarship? For a comprehensive study of metaphors and their varied uses, see 

Lakoff and Johnson, Metaphors We Live By.  
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of Christian thought,ò in red. As we have noticed, there are terms that can be considered 

meronyms and holonyms at the same time. On this page, ñcentral theme of Christian thoughtò is 

read as a holonym to the meronyms ñlife of Christò and ñCrucifixion,ò as these are 

representations of that central theme. Further, considering ñcentral theme of Christian thoughtò 

as a holonym associates it, by zooming out from the cluster of explicit MFRs, with holonyms 

such as ñChristian meditationò and ñChristian faith,ò on page 236. At the same time, ñcentral 

theme of Christian thoughtò can be considered as a meronym that represents contemporariesô 

more-abstract ñperceptions and aspirations,ò that could, too, function as a meronym by 

exemplifying broader phenomena, such as time and place. I do not think that the decision to refer 

to a certain term as a meronym or holonym 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 rhetorically intriguing (Fig. 2.10). 
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The MFA that we have analyzed in ñEpicò seems to end here, although, one could claim, 

this is just its beginning. On page 236, Southern concludes his summary of the doctrines on 

Godôs becoming a man in these words: ñThe figure on the Cross was seen with a new clarity to 

be that of a Man. The Devil slipped out of the drama and left God and Man face to face.ò I would 

Fig. 2.10 Double spread 230-31, Southernôs ñEpic.ò 
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like to point out the metaphor ñface to faceò as an expression that condenses this MFA into three 

words, and that has inspired me along the MFAôs analysis, as a prism through which we can see 

how verbal and visual sources and means tell the story of pre-modern individualism. The issue 

that initiates that prism is Godôs decision to become a man, as it is conveyed in Bernardôs In 

Cantica sermo.169 The sentiments for the suffering Christ could have not developed without 

Godôs decision to be seen in the flesh; to have a human face and thus create a man, who can have 

a divine, yet suffering look. Next is contemporariesô sentiments concerning this metaphysical 

hybridity, demonstrated through the juxtaposition of Anselmôs Cur Deus Homo with the 

frontispiece, the Crucifixion from the Gospels of Countess Judith. At the core of this 

juxtaposition, Southern claims that ñ[t]he picture dates from the time when Anselm was 

becoming a monk at Bec and before he had written any of the Prayers and Meditations, which 

are so full of this compassion. The artist-working in a monastery far removed from any strong 

theological impetus and remote (it would seem) from the centers of devotional innovation-had 

reached the same position as St. Anselm was led to by his monastic experiences and theological 

speculations.ò170 Face to face, not physically - it is stressed - but spiritually, Anselm and the 

artist arrived at the same point of view regarding Christôs humanity; not exactly at the same time, 

though, for the artist expressed their feeling prior to Anselm.  

In this part of the MFA, the verbal and visual works that Anselm and the artist created 

serve Southern in showing that the sentiments he recognizes were more than an individualôs 

caprice. It seems as if Southern works with two presumptions here: first, that the expression of 
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those sentiments in varied media, by people who did not belong to the same circles, attests that 

something in the ñcollective spiritò or ñairò existed at that time; and second, that this shared-

unmaterialistic mentality makes Anselmôs and the artistôs expressive-works valid  

representations of a fundamental change in the medieval perception of the self. How does 

Southern mark the geography of those mental changes? In the sentence referring to the 

frontispiece, Southern writes that the artwork ñrepresents the high point of this compassionate 

tenderness for the suffering Christ in pre-Conquest England.ò In the following sentence, he dates 

the ñpictureò according to Anselmôs life-experiences: his becoming a monk at Bec and writing 

about the Crucifix. Interestingly, the dating of the frontispiece by two scales: national and 

international events; and an individualôs life, enables Southern 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 attribution of the micro level to the author instead of the artist, when dating the 

artwork, significant? Does this influence the epistemology of the MFA? Anselmôs timeline is, in 

fact, a rhetorical device that Southern uses to connect the verbal and visual sources in this part of 

the MFA, and equally between the different places where those primary sources were produced. 

On page 232, five pages before this multiform juxtaposition, Southern introduces a few 

expressions of the sentiments for the humanity of Christ, voiced by French theologians. Then he 

writes: ñThese feelings of pious compassion were widely shared in the middle of the eleventh 

century, at the time when Anselm was wandering through France before he found a resting place 

at Bec. He was deeply affected by them, and in his earliest writings he gave these feelings a more 
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poignant expression than they had ever had before.ò The immediately-consecutive quote of 

Anselm, in Southernôs text, is the passage in which we highlighted ñhandsò and ñfeetò as terms 

that ñecho,ò but also serve as a model, for terms in vicinity to the visual component of the MFA. 

Southernôs repetitive use of ñarms,ò ñhandsò and ñfeet,ò by quoting Anselm, and describing what 

had changed in medieval art (as demonstrated in the illustrations in the MFA) constitutes a theme 

that moves across verbal and visual media. Anselmôs wandering in France and dwelling at Bec, 

on the other hand, serve Southern as a temporal and geographical framework, that encompasses 

both verbal and visual sources. The narrative that Southern suggests for the sentiments for the 

suffering Christ is constructed through terminological and visual leaps, that start in France - and 

with Anselm - move to England, and from there - with the ñfloodò - to all the countries in 

western Europe.  

Unlike Southernôs treatment of the English verbal and visual sources from the second-

half of the eleventh century, his exploration of the twelfth-century ñEuropeanò sources focuses 

on visual materials only. For him, a comparison between the Aaby and the Tristrup crucifixes - 

which, between pages 240-41, are also face to face - indicates that ñ[e]lsewhere, the new 

impulses came more slowlyò as they ñarrived with the flood of the French influence in the 

twelfth century.ò171 Apparently, Southern assumes that this comparison can hold an argument 

about mental occurrences throughout western Europe, from the late tenth century (with the 

earliest visual expressions of the compassion, in England) until the mid-twelfth century. 

Southernôs withdrawal from juxtaposing verbal and visual sources, in the last part of the MFA, is 
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accompanied by another - interrelated - methodological discontinuity; the shift from a 

combination of international and individual scales to a sole-national one. The geographical scope 

through which Southern develops his MFA is diminished once the international level and 

individual-traveling creator are left out of the argument; this sharp change of scopes, even if the 

earlier scope is logically imperfect, weakens Southernôs claim about the medieval self, as 

reflected in the sentiments for the suffering Christ.  

Considering the points that have been raised above, and the fact that Southern discusses 

the ñarmsò and ñfeetò of the Tristrup Crucifix while the readers of the MFA cannot see them in 

the illustration, make me think (again) about my decision to explore MFAs through the 

illustrated discourse on pre-modern individualism. The art and science of putting together 

historical sources of different kinds to show that something abstract and elusive such as the self 

was characterized by certain traits and tendencies is a challenging task. The challenge is not only 

in the recognition of commonalities or causalities among the diverse sources, but also their 

arrangement in a comprehensible manner. The creation of MFAs on pre-modern individualism 

requires the historian to observe contemporariesô way of expression, and through collaborations 

with other agencies in the industry of knowledge, find a way to share their observations. While 

doing so, the historian who creates MFAs faces endless possibilities as boundaries and 

limitations (Fig. 2.11). 



 

  
155 

       

       

  

Fig. 2.11 Frontispiece, double spreads 230-31, 232-33, 234-35, 236-37, 238-39, Plate II and Plate III,  

Southernôs ñEpic.ò 
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Chapter 3 Personal Portrait: Multiform Argument in Colin Morrisôs "The Search for the 

Self"  

ñThe Search for the Selfò is the fourth of the eight chapters in Morrisôs The Discovery of 

the Individual 1050-1200. Throughout its thirty-one pages, and similarly to Southernôs ñEpic,ò it 

discusses themes that reflect the rise of individualism during the Middle Ages. However, the 

MFA from ñEpicò we analyzed concentrates on religious thought and sentiments in relation to 

Christ, while the MFA from ñSearchò we analyze looks at verbal and visual depictions of 

monarchs. According to Morris, after the beginning of the eleventh century, representations of 

individuals shifted from showing their symbols of rank and status to representing their particular 

look. This kind of representation could be achieved through careful attention mainly to facial 

details; therefore, Morris distinguishes between ñportraitò and ñpersonal portraitò to emphasize 

the latterôs expression of the new-medieval interest in the specificity of the individual. This new 

ñnaturalisticò style, according to Morris, resulted from a transformation in contemporariesô 

vision, that started to display a ñmodern way of seeing the human formò and was expressed in 

both writing and the fine arts.172  

ñSearchò is divided into four titled-subchapters: ñKnow yourself;ò ñConfession;ò 

ñAutobiography;ò and ñThe Portrait.ò Morrisôs division of the chapter into subchapters helps us 

define the space of our own analysis of the multiformity of his text. Since all four artworks that 

Morris uses in ñSearch:ò the tomb-slab of Rudolf of Suabia (Merseburg Cathedral); enamel 

plaque of Count Geoffrey of Anjou (Museum at Le Mans); head of Frederick of Barbarossa 
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(Cappenberg); and the tombs of Henri II and Eleanor of Aquitaine (Abbey Church of 

Fontevrault) are addressed in the last subchapter, ñThe Portrait,ò we will concentrate on this 

subchapter.173 The four illustrations, it should be noted, are not displayed within the pages of the 

subchapter, or the chapter for that matter, but rather in the consecutive chapter ñThe Individual 

and Society,ò while facing either page 126 or 127. Our analysis of Morrisôs MFA reveals how 

Morris copes with the challenge that he set to himself; to show that during the eleventh and 

twelfth centuries a movement towards ñnaturalisticò and ñpersonalò vision and representation of 

individuals took place. A close reading and observation of the MFA in ñThe Portraitò - and 

especially hypothesizing implicit and indeterminate MFRs - indicate that Morris is not entirely 

convinced that the conceptual framework with which he approaches the sources aligns with what 

the sources show.  

The main methods involved in hypothesizing implicit and indeterminate MFRs, in an 

MFA that uses explicit MFRs, have been discussed in the analysis of ñEpic;ò therefore, the 

following analysis will explore other aspects of multiform argumentation and their 

epistemological impact; for example, using explicit MFRs that employ footnotes to refer the 

readers to the images, and printing the illustrations rotated 90 degrees counter-clockwise. Thus, 

without further ado, let us begin by highlighting in green the referring poles of the explicit MFRs 

in ñThe Portrait,ò which are on pages 90-91, and the referred poles which are on the pages 

between 126-27 (Fig. 3.1). 
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Fig. 3.1 Double spread 90-91, Plates 1, 2 and 4, Morrisôs ñSearch.ò 
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The highlighting of the referring and referred poles of the three explicit MFRs points out 

several phenomena that we have not encountered thus far in our analysis. Most noticeable is the 

division of the explicit MFRs into two stages: first, an explicit-referring pole from the main text 

to a footnote; and second, an additional explicit-referring pole from the footnote to the caption. 

We identify the first stage by a symbol that is written in the main text. It is hard to detect the 

principle by which Morris locates those symbols within the three referring sentences, although 

those sentences convey almost the same kind of information about the figures shown in the 

illustrations. For example, in the first MFR, he locates the symbol in the middle of the sentence, 

after ñ(d. 1151),ò the year in which Geoffrey Plantagenet died. In the second explicit MFR, he 

locates it in the middle of the sentence as well, but after ñFontevrault,ò where the tomb of Henry 

II is. In the third explicit MFR, he locates it at the end of the sentence, after ñMerseburg,ò where 

the tomb of Rudolf of Suabia is. Further, the referring poles of the explicit MFRs are located in 

the main text, in a form of a symbol; however, the footnotes to which they refer consist of the 

term ñPlateò and a number, in addition to an identical symbol. The referred poles, at the 

beginning of the captions, are signified by numbers only. The two-stage sequence of these 

explicit MFRs takes place between these three elements: a symbol; symbol, ñPlateò and number; 

and number. Evidently, in this sequence, the referring pole in the main text (the first element) 

and the referred pole in the caption (the third element) are not even similar, neither semantically 

nor visually.  

What could the advantage of using this two-stage explicit MFR be? Perhaps the makers 

of Discovery assumed that if the main text will be ñcleanò of the conventional ñfig. n.,ò its 

reading will flow better, and it will be more aesthetically pleasant. Nevertheless, the fact that the 
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ñmiddle polesò are written relatively close to the last line of the main text, and are arranged 

horizontally rather than vertically, makes them less visible and consequently less effective. At 

any rate, in a two-stage-explicit MFR, the referring mechanism between the main text and image 

is engineered differently. A conventional or ñclassicò explicit MFR consists of two identical 

signs: one serves as a pole that pushes the readersô attention towards the caption (and ultimately, 

the image), and one, in the caption, that pulls that attention from the main text towards itself and 

the image. As it happens, the two-stage-explicit MFR, that we encounter in ñSearch,ò contains an 

additional pole that stands between the ñclassicò pushing and pulling forces. How does this 

middle pole manage forces of pushing and pulling? If it manages them both, what is the ratio 

between these forces? It would be easier to answer these questions by tracking readersô eye-

movements while they are consuming MFAs with such MFRs. Tracking readersô eye movements 

can reveal the course and the velocity in which readers shift between the MFAôs verbal and 

visual components, as well as detect points of interest, on which readers focus, rather than 

merely pass. Of course, those and other relevant bio-measurements should be part of a research 

paradigm that encodes and decodes readersô behavior into MFAsô semantic and logical 

structures, and their effectiveness. This paradigm is multiform grammar.     

MFAs offer the readers varied mechanisms to navigate within the MFAsô verbal and 

visual premises, based on the terminology and visibility of the MFAs, and conventions of 

reading. The order of the explicit MFRs, in the cluster on page 91, is Plates: 2, 4, and 1. 

According to Morris, Plate 2 displays the ñportrait of Geoffrey Plantagenetò that is at La 
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Mans.174 The middle pole of this MFR is the left footnote on the line of the three middle poles. 

Thus, the first referring pole, that is at the top of the page, corresponds to the left middle-pole. 

Together they manifest a conventional reading; from top to bottom and from left to right. The 

caption that begins with number ò2ò is the lower caption out of the two captions on the 

illustrated page. The plate is on the right side of the page. Thus, both the caption and illustration 

go against the direction of conventional reading, i.e., they go from bottom up, and from right to 

left. This dissonance, between the referring 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 vertically on the right side of the page. Furthermore, in the main text, 

Morris refers to the figure that is depicted in Plate 2 as ñGeoffrey Plantagenet;ò however, the 

caption writes: ñCount Geoffrey of Anjou.ò This variation in the name of the depicted figure, 

that takes place in-between the MFRôs poles, hinders the navigation within the MFA.  

Morrisô terminology and its correspondence with what the readers see in the illustrations, 

and the arrangement of the illustrations in relation to his MFRs influence the readersô ability to 

navigate within his MFA. Morris refers to Plate 2 as a ñportrait,ò although among the two 

illustrations of the page, the illustration on the left seems much more a ñportraitò than the one on 

the right, since its face takes more space in the overall image, and its expression is more 

communicative. The second explicit MFR is to Plate 4, which is printed on the page that faces 

page 127, while Plates 2 and 1 face page 126. Therefore, a consumption of the MFA in ñThe 

Portrait,ò through those three MFRs, requires flipping more than 30 pages forward to observe the 
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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). Obviously, the move 

backwards goes against the direction of conventional reading. According to Morris, Plate 4 

shows ñ[t]he tomb figure of Henry II at Fontevrault [é] and that of his consort Eleanor of 

Aquitaine.ò175 On the illustrated page, Plate 4 is on the right side, although the readers are 

referred to it before they are referred to Plate 3, which is on the left side of the page. In this page, 

nevertheless, the captions are helpfully located under their corresponding illustrations, and the 

terms ñHenry IIò and ñEleanor of Aquitaine,ò which are written in the caption, as in the main 

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 multiform utterance.  

It is important to note that all three plates are rotated 90 degrees counter-clockwise, 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 clockwise to negate the rotation of the 

images. Interestingly, it also adds a challenge for displaying the MFAôs analysis in the current 

study, since any angle in which we will display the illustrated double-spreads will misrepresent 

the verbal or visual component of the MFA. We have encountered a similar challenge when we 

analyzed ñEpic,ò looking for an adequate way to show the structure of the MFR stretching to the 

frontispiece. In that case, the question was whether to place the scan of the frontispiece right or 

left to the scan of the referring page. Ultimately, the analysis of the MFAs in ñThe Portraitò and 

in ñEpicò underlines both phenomena: the importance of the arrangement of MFAs in two or 

                                                 
175 Ibid., 91. 
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three-dimensional formats; and the readersô behaviors entailed by that arrangement, that is 

essential to their understating of the ideas embedded in those MFAs.  

 Now, let us hypothesize implicit and indeterminate MFRs. We begin the hypothesis with 

terms that neighbor the referring and referred poles of the explicit MFRs that we have already 

highlighted in green. As we have done thus far, we hypothesize implicit and indeterminate MFRs 

by identifying semantic relatedness between terms in the MFAôs verbal component (that includes 

the main text and captions), and its visual component (the illustrations). There are three explicit 

MFRs on page 91, while the referring sentence of the third MFR continues into page 92. The 

first explicit MFR is to Plate 2. Its referring sentence writes: ñFrom this point onward we find a 

series of enamel plaques probably designed as memorials, which sometimes carry laudatory 

inscriptions and depict faces of great individuality, such as the formidable portrait of Geoffrey 

Plantagenet (d. 1151)* now at Le Mans.ò The middle explicit pole writes: ñ*Plate 2.ò The 

caption writes: ñ2. Enamel plaque of Count Geoffrey of Anjou (d. 1151) Museum at Le Mans.ò 

In these utterances, let us highlight in blue terms that have semantic similarity. In the referring 

sentence, we highlight in blue ñenamel plaques;ò ñfaces;ò ñGeoffrey;ò and ñ(d. 1151);ò and in 

the caption ñEnamel plaque;ò ñCount Geoffrey of Anjou;ò and ñ(d. 1151).ò In the same 

utterances, we highlight in red holonyms to the meronyms we highlighted in blue; these are: ñLe 

Mansò and ñMuseum at Le Mans.ò Le Mans and its museum are holonyms to the ñenamel 

plaqueò of ñGeoffrey,ò since the artwork is part of the place and its collection. As an 

indeterminate MFR, let us highlight ñportraitò in orange. We will discuss what makes some of 

the terms in the analyzed passage indeterminate MFRs shortly.  
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The second explicit MFR is to Plate 4; I would like to consider its ñreferring sentenceò as 

embedded in two referring sentences that write: ñIt is likely that Henry II (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 FontevraultÀ shows the king lying in his robes of 

state.ò176 The middle pole writes: ñÀ Plate 4.ò The caption writes: ñ4. Tombs of Henry II (d. 

1189) and Eleanor of Aquitaine (d. 1204) Abbey Church of Fontevrault.ò In the referring 

sentences, we highlight in blue the terms: ñHenry II;ò ñ(d. 1189);ò ñtomb figure;ò and ñking 

laying in his robes of state;ò and in the caption ñTomb of Henry II;ò ñ(d. 1189);ò ñEleanor of 

Aquitaine;ò and ñ(d. 1204).ò Their holonyms would be ñEnglandò ñFontevrault,ò in the referring 

sentences, and ñAbbey Church in Fontevrault,ò in the caption. Finally, let us highlight in orange 

these indeterminate MFRs: ñface uncoveredò and ñbody clothed in coronation robes.ò  

In the third explicit MFR, I would like to analyze three consecutive referring-sentences, 

that write: ñThe earlier is the tomb of figure of Rudolf of Suabia at Merseburg.ÿ Rudolf had been 

elected anti-king 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 have been unique at the time.ñ177 The middle 

pole writes: ñÿ Plate 1.ò The caption writes: ñ1. Tomb-slab of Rudolf of Suabia (d. 1080) 

Merseburg Cathedral.ò In the referring sentences, we highlight in blue the terms: ñtomb figure;ò 

                                                 
176 I prefer to consider two sentences as the ñreferring sentenceò of the second explicit MFR, since in the first 

explicit MFR, Morris locates the referring symbol after the year in which Geoffrey Plantagenet died, and in the 

second MFR, he locates it after ñFontevrault,ò where the tomb of Henry II is. Thus, expending the ñreferring 

sentenceò to include the year of death, in all three explicit MFRs on page 91, enables a perspective on all three, that 

helps comparing between them and identify their varied patterns.      
177 Ibid., 91-92. 
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ñRudolf of Suabia;ñ ñRudolf;ò178 ñhis;ò ñ1080;ò ñhe;ò ñbronze memorial;ò ñtomb;ò and 

ñtribute;ò179 and ñTomb-slab;ò ñRudolf of Suabia;ò and ñ(d. 1080),ò in the caption. Their 

holonyms would be ñMerseburg;ò180 ñmartyr;ò and ñat the time;ò181 and ñMerseburg Cathedral,ò 

in the caption (Fig. 3.2).  

        

        

 

                                                 
178 Ibid., 91. 
179 Ibid., 92. 
180 Ibid., 91. 
181 Ibid., 92. 

Fig. 3.2 Double spreads 90-91, 92-92, Plates 1, 2, and 4, Morrisôs ñSearch.ò 
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In the referring sentence of the first explicit MFR, we have identified ñportraitò as an 

indeterminate MFR. Why have we done so? Again, the referring sentence to Plate 2 writes: 

ñFrom this point onward we find a series of enamel plaques probably designed as memorials, 

which sometimes carry laudatory inscriptions and depict faces of great individuality, such as the 

formidable portrait of Geoffrey Plantagenet (d. 1151)* now at Le Mans.ò182 This sentence 

implies that ñportraitò is a depiction of ñfaces of great individuality.ò Looking at Plate 2, the 

depiction of Geoffrey Plantagenetôs face does not seem ñof great individuality.ò If we look at the 

(or ñhisò) nose, for example, we see that it is depicted in profile, whereas the rest of the facial 

elements are in other, varied perspectives. Of course, we need to know more about how Morris 

understands ñindividuality,ò but even before that, based on the comparison between the verbal 

definition of ñportraitò (in the referring sentence) and visual forms (in the image), the meaning of 

ñportraitò is obscure. Thus, we see ñportraitò as an indeterminate MFR.  

In this context, it is important to recall that the title of the subchapter that we are currently 

analyzing is ñThe Portrait.ò Indeed, a conventional reading of the subchapter reveals that Morris 

discusses the problematic of the term ñportraitò and even offers to distinguish it from ñpersonal 

portrait,ò as the two terms signify different degrees of verisimilitude between the artwork and the 

subject it represents or depicts.183 Nevertheless, if we begin the analysis by zooming out from 

explicit MFRs, we have to ignore for a time some of the conceptual or methodological 

complexities that the author may deliberately develop earlier in the text. On the other hand, the 

continuation of zooming out inevitably leads us to those discussions that typically take place at 

                                                 
182 Ibid., 91. 
183 Ibid., 86-88. 
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the beginning of the text. At any rate, at this point of the analysis, ñportraitò functions similarly 

to the terms ñhandsò and ñfeetò in ñEpic.ò While ñhandsò and ñfeetò refer the readersô attention 

to details in the artwork that the illustration does not convey, ñportraitò signifies a concept that 

the term ñfaces of great individualityò denotes as well, but which Geoffrey Plantagenetôs face, in 

the image, does not seem to represent.  

Within the referring sentence of the second explicit MFR, to Plate 4, we identified ñface 

uncoveredò and ñbody clothed in coronation robesò as indeterminate MFRs. Why have we done 

so? The referring sentences write: ñIt is likely that Henry II (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 FontevraultÀ shows the king lying in his robes of 

state.ò184 According to Morris, the tomb figure of the king imitates the way in which his body 

was presented in the funeral. Morris does not provide any supportive evidence in relation to the 

funeral. But, more importantly, in the Chronological Table at the beginning of Discovery, Morris 

dates the ñ[t]omb of Henry II at Fontevraultò at ñ1200?ò185 Taking into account that the king died 

in 1189, around eleven years before the tomb was created, what does it imply about the ambition 

to ñrecord in a natural and accurate way the circumstances of the funeralò? Furthermore, 

considering the time that passed between the kingôs death and the creation of the tomb, can we 

see the tomb figure as a ñrecordingò at all?186 Interestingly, the caption of Plate 4 indicates when 

the king and queen died, rather than when the artwork was produced. Column 8, in the technical 

                                                 
184 Ibid., 91. 
185 Ibid., xviii. 
186 Morris briefly ponders the relation between the date of death and of creating a ñportraitò of the deceased, when 

he mentions the sculpture of Abbot Durant, that was made twenty years after Durantôs death. Ibid., 90.     
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analysis, examines whether captions convey information about the time of the artistic production, 

since this is the temporal framework that captions usually inform about. The captions of Plates 2 

(enamel plaque of Count Geoffrey of Anjou) and Plate 1 (tomb-slab of Rudolf of Suabia) also 

indicate when the figures that are depicted in the artworks died; however, in these cases, there is 

no additional information in the book about the time of the artistic production. We may conclude 

that the modification of information that captions usually convey may function and be 

considered as a rhetorical device within the MFA, especially when we compare it to what we 

accept as a convention.  

Further, Morris does not indicate if the creation of Henry IIôs tomb is, in fact, the creation 

of both his and the queenôs monument. If the tomb of 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 been created or 

planned before the death of both; 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 presentation of the queenôs body too, but Morris does not refer to this matter. 

Nevertheless, at the end of the passage, Morris points out that the tomb figures show the royal 

couple younger than they looked when they died, and that this fact implies that their depiction is 

not necessarily ñpersonal.ò187 In the first out of the two referring sentences, where the funeral's 

circumstances are described, we identified the terms ñface uncoveredò and ñbody clothed in 

coronation robesò as indeterminate MFRs. We did so since we do not know how the king was 

                                                 
187 Ibid., 91. 
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shown in the funeral; if his presentation had been designed a long time before he died; or if the 

kingôs body and the kingôs tomb figure had been designed as two complementary components of 

a single commission, anticipating the kingôs death. Indeed, the terms we identified as 

indeterminate MFRs have semantic similarity with what Plate 4 shows, i.e., the tomb figure, but 

the subject of their sentence is the kingôs body at his funeral, which - Morris implies - may have 

inspired the artist who created the tomb. From this perspective, ñface uncoveredò and ñbody 

clothed in coronation robesò are no other than ideas into which the kingôs body and image had 

been ñcast,ò on the historical as well as historiographical level. These ideas are like the 

possibilities that Alberti and God pondered, when they imagined themselves having artistic 

knowledge or human flesh; from the outside, not embodying them yet, and thus could not 

represent them. 

After analyzing the referring sentences of the three explicit MFRs, let us now hypothesize 

implicit and indeterminate MFRs across double spread 90-91. The terms we highlight in blue 

are: ñhuman form and features;ò ñtomb-sculpture;ò ñpictures;ò ñ1080;ò ñactual appearance of the 

person concerned;ò ñGeoffrey;ò ñCount Geoffrey;ò ñhair;ò ñtomb;ò ñtomb figure of Henry II;ò 

ñEleanor of Aquitaine;ò and ñTwo portraits of German kings.ò All these terms have semantic 

similarity either with terms in the referring sentences of the explicit MFRs, with captions or with 

images. Within the same analyzed space, these are their holonyms: ñtwelfth century;ò ñvisual 

arts;ò ñfrom that time;ò ñLe Mans;ò ñEngland;ò ñFontevrault;ò ñpersonalization of the portrait;ò 

and ñMerseburg.ò The indeterminate MFRs, highlighted in orange are: ñsensitivity to nature;ò 

ñmore characteristically modern way of the human form;ò ñOttonian art;ò ñnaturalism;ò 

ñportrait;ò ñface uncovered;ò ñbody clothed in coronation robes;ò ñnaturalistic representation;ò 



 

  
170 

ñdepiction of individual characteristics;ò ñpersonal portraiture;ò ñmore individual;ò ñportrait;ò 

ñôidealô representation;ò ñfeatures as we see in the portrait;ò ñpersonal portraits;ò ñnaturalistic or 

individualistic portrait;ò and ñpersonal.ò  

The indeterminate MFRs on 90-91 signify several kinds of meaning. Some of the terms 

express the twelfth-century movement towards modern outlook and naturalistic depiction, which 

Morris points out. For example, ñsensitivity to natureò and ñnaturalism.ò188 Some express 

Morrisôs question whether the visual sources that he explores are ñpersonal portraits,ò namely, a 

depiction of a human figure that features an individualôs characteristics (and no one elseôs) by 

imitation. ñ[M]ore individualò signifies such meaning.189 This personal kind of depiction is part 

of the twelfth-century movement mentioned above. And, finally, some of the terms denote 

elements whose semantic relatedness with the MFAôs verbal and visual components is vague. 

For example, Morris claims that ñOttonian art had made its impact through insignia, symbols, 

posture and color. While these devices were by no means abandoned, more stress came to be 

placed upon the human form and features.ò190 His use of the term ñOttonian artò is not matched 

by reference to visual forms in the images; forms that, according to Morris, were not abandoned 

by the new style. In comparison, Morrisôs MFRs to the ñnaturalisticò elements are much clearer, 

as the list of implicit - rather than indeterminate - MFRs shows. The argumentative process, 

reflected in the indeterminate MFRs, lacks the visual aspect of some of Morrisôs propositions in 

his MFA; had this aspect been more complete and consequently clearer, the MFA would have 

                                                 
188 Ibid., 90. 
189 Ibid., 91. 
190 Ibid., 90. 
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been more effective, demonstrating the tension imbedded in moving from one artistic style to 

another (Fig. 3.3). 

 

 

 

The analysis of the double spread 92-93 shows Morrisôs and Southernôs different 

argumentative and rhetorical styles, employing sentences that precede referring sentences. 

Focusing on page 92, we have already analyzed the explicit MFR to Plate 1 (tomb-lab of Rudolf 

Fig. 3.3 Double spreads 90-91, Morrisôs ñSearch.ò 
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of Suabia), as it is manifested in three consecutive sentences that begin on page 91 and cross to 

page 92. The MFR to Plate 1 in ñSearchò reminds me of the cluster of MFRs on double spread 

238-39 in ñEpic.ò The very left top corner of 92-93 in ñSearchò is the second out of the three 

referring sentences of an explicit MFR, and the left top corner in 238-39 in ñEpicò is a preparing 

sentence for an explicit MFR. It means that there is a relatively high number of referring poles of 

implicit MFRs in the left top corner of both double spreads. The main difference between the 

two is the argumentative style of the sentence that precedes the explicit MFR. In ñSearch,ò it is 

ñThe personalization of the portrait can perhaps best be illustrated by considering two portraits of 

German kings.ò191 In ñEpic,ò it is: ñIn Denmark, for instance, where the heroic traditions were 

strong, the mid-eleventh century figures of Christ on the Cross gave a powerful local 

interpretation to the theme of the triumphant Prince.ò192 In ñSearch,ò the number of the visual 

sources used in this argumentative move is clear, as well as what, according to Morris, the two 

portraits illustrate, i.e., ñ[t]he personalization of the portrait.ò In ñEpic,ò on the other hand, the 

number of visual sources on which the MFA is based is not conveyed, nor what, according to 

Southern, the Danish figures of Christ on the Cross represent (rather than ñgive interpretation 

toò).  

Of course, the preparing sentence is written in a context and we cannot ignore the fact 

that it follows other sentences and MFRs of varied kinds. Indeed, as the analysis of that section 

in ñEpicò shows, MFAs can be constructed in a narrative-style, when terms such as ñelsewhere;ò 

ñthen slowly;ò ñfrom this point [é] follows the same path [é] until[é]ò lead the readers from 

                                                 
191 Ibid., 91. 
192 Southern, The Making of the Middle Ages, 238. 
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one primary source to another.193 Thus, sentences that surround explicit MFRs - including the 

preparing sentence - might introduce a kind of vagueness into the MFA that is inherent to the 

ñblind spotsò of the unfolding story, that the historian conveys by verbal and visual means. A 

different rhetorical style may reduce this vagueness. For example, Morrisôs indication of what 

the two visual sources (the kingsô portraits) exemplify, prior to their detailed introduction, builds 

- in the readersô mind - a clear view of the MFAôs next argumentative step. That said, I do not 

think that ñvaguenessò is a rhetorical and epistemological element that should be avoided at all 

costs; it can be an inevitable stage within the argumentative process and, in some cases, a useful 

device to attract readersô attention. On the other hand, ñvaguenessò can serve the author as a way 

to sweep problems under their ñcarpet.ò  

In any event, the style of a preparing sentence for an explicit MFR influences the 

relations between the MFR and the MFRs that follow it (in a reasonable space and time), and 

subsequently, their analysis. For example, due to Morrisôs own clarification that Plates 1 (the 

tomb-slab of Rudolf of Suabia) and 3 (head of Frederick Barbarossa) demonstrate the same 

historical phenomenon, prior to his discussion of them, it makes sense to analyze the double 

spread 92-93 in ñSearchò by implementing a conventional reading throughout the whole space in 

which Morris discusses Plate 1, and only after finishing this analysis, to turn to the space in 

which he discusses Plate 3. Conversely, the analytical method we implemented in page 238 in 

ñEpicò was to zoom out from the referring sentences of the explicit MFRs, rather than analyzing 

the page by a systematic conventional reading. It implies that as we analyze different MFAs, we 

                                                 
193 Ibid., 238-39. 
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approach the space between their explicit MFRs differently. The varied rhetorical styles of 

Southernôs and Morrisôs MFAs, and especially the preparing sentences prior to their explicit 

MFRs, require adjustment of the analytical tools. Therefore, since the third explicit MFR on the 

left top corner of page 92 in ñSearchò has been already analyzed, we will continue by analyzing 

the main text that follows it until we encounter the fourth and last explicit MFR, in this MFA. 

From there, it will only make 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 in blue; all 

are on page 92: ñtomb;ò ñking Rudolf;ò ñhis;ò ñhe;ò ñhim;ò ñmemorial;ò ñit;ò ñsomeone;ò 

ñwhose;ò ñRudolf;ò ñbronze casting;ò ñbody;ò ñslab;ò ñhead;ò ñmouth;ò ñlong curved line; and 

ñface.ò We highlight these holonyms in red: ñmartyr;ò ñat the time;ò ñideal of chivalry;ò 

ñreaction;ò ñof the time;ò ñmodel of kingship;ò and ñeleventh century.ò These are the terms we 

identify as indeterminate MFRs: ñpersonal characteristics;ò ñpersonal portrait;ò ñthe features;ò 

ñabstract linear terms;ò ñpowerful and moving composition;ò ñnaturalistic;ò ñportrait;ò and 

ñpersonal character.ò Let us also highlight in green the referring pole of the fourth explicit MFR 

(to Plate 3) on page 93, and its referred poles on the illustrated page (Fig. 3.4).  
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Before we move on, Morrisôs use of the term ñmemorialò is worth attention. The first 

ñmemorialò we have encountered is on page 90, where Morris writes: ñThe best field in which to 

look for formal portraits in the twelfth century is in memorial- or tomb-sculpture.ò He points to 

the sculpture of Abbot Durant as an example of such an artistic style. The second ñmemorialò is 

on page 91, where Morris writes: ñFrom this time onwards we find a series of enamel plaques 

probably designed as memorials, which sometime carry laudatory inscriptions and depict faces 

of great individuality, such as the formidable portrait of Geoffrey Plantagenet (d. 1151)* now at 

Le Mans.ò The third ñmemorialò is about Rudolf of Suabia, on page 92: ñOn 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 have been unique at the time.ò The fourth ñmemorialò is also in 

relation to Rudolf, and also used on page 92: ñThe memorial marks a stage in the definition of 

that ideal of chivalry which saw the warrior as Godôs servant.ò Unlike the first-three 

ñmemorials,ò the fourth comes after a quote of an inscription from (probably) Rudolfôs tomb, 

Fig. 3.4 Double spread 92-93, Plates 3 and 4, Morrisôs ñSearch.ò 
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signifying a written rather than visual expression. Although Morris is unclear regarding the 

physical context of the inscription, after the fourth ñmemorialò and just before he analyzes 

Rudolfôs tomb figure, he claims that ñ[i]n this context it would be natural to expect a visual 

emphasis, not on the symbols of kingship, but rather on personal characteristics.ò194 What could 

be the rhetorical and epistemological role of the term ñmemorialò in this MFA, when it signifies 

both ñverbalò and ñvisualò utterances? Rhetorically, it helps Morris shift smoothly between 

sources of different semiotic systems that seem of the ñsameò genre. Epistemologically, it allows 

him to presume that if the verbal memorial depicts its subject as bearing a certain style, it would 

make sense to expect the visual memorial to do the ñsame.ò 

Let us now hypothesize implicit and indeterminate MFRs between the last sentence we 

analyze on page 92 and the end of ñSearchò on page 95. We are starting where we have stopped 

at the bottom of page 92. The referring sentence to Plate 3 writes: ñThe second portrait which we 

should consider is the famous Cappenberg head representing the Emperor Frederick 

Barbarossa.*ò The middle pole writes: ñPlate 3*,ò but the footnote continues discussing the 

relationship between the circumstances in which the artwork was given by Barbarossa to Count 

Otto of Cappenberg on the one hand, and Morrisôs approach to the artwork and the ñlikenessò it 

imbeds, on the other.195 We will not analyze the content of the footnote, since this study mainly 

focuses on the verbal components expressed in the main text and captions; however, we should 

mention that this is the first case in which we see a middle pole of an explicit MFR functioning 

as a ñregularò footnote. The caption of Plate 3 writes: ñ3. Head of Frederick Barbarossa made 

                                                 
194 Ibid., 92. 
195 Ibid., 93. 
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1155/71. Cappenberg.ò These are the meronyms we identify in the referring sentence and 

caption: ñCappenberg head;ò ñEmperor Frederick Barbarossa;ò and ñHead of Frederick 

Barbarossa.ò The holonyms are all in the caption: ñ1151/71ò and ñCappenberg.ò Finally, we 

highlight ñportrait,ò in the referring sentence, as an indeterminate MFR. The reason why we keep 

identifying ñportraitò and related terms as indeterminate MFRs will be discussed at the end of 

this analysis.  

Let us continue hypothesizing implicit and indeterminate MFRs until the chapter ends. 

On page 93, we highlight in blue these meronyms: ñit;ò ñgift;ò ñFrederick;ò ñhis;ò ñhead;ò 

ñEmperor;ò ñstand;ò ñface;ò ñmouth;ò ñeyebrows;ò ñtight curls of hair;ò ñband;ò ñfillet;ò 

ñhaircut;ò ñRudolf of Suabia;ò ñthis;ò ñBarbarossa;ò and ñthat.ò In the same space, these are the 

holonyms, that we highlight in red: ñCappenberg;ò ñ1151;ò ñ1171;ò ñRome;ò ñFrederickôs 

lordship over the imperial city;ò ñbusts of late Roman Emperors;ò and ñthe time.ò The 

indeterminate MFRs highlighted in orange are: ñlikeness;ò ñportrait of one particular person;ò 

ñportraiture;ò ñsymbolic;ò ñconventional;ò ñnaturalistic standpoint;ò ñrealistic;ò ñnaturalistic;ò 

ñretransformation;ò ñabstract and linear vision;ò ñindividual character;ò ñportrait;ò ñprogress;ò 

ñpride of birth;ò ñknightly elegance;ò ñaffability;ò ñindividual traits of character;ò and ñpersonal 

portraitò (Fig. 3.5). 
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 Fig. 3.5 Double spread 92-93, Plates 3 and 4, Morrisôs ñSearch.ò  
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Now, let us highlight the meronyms on double spread 94-95. These are: ñhis;ò 

ñBarbarossa;ò ñcurly hair;ò ñattribute;ò ñit;ò ñFrederick;ò ñhe;ò ñhair;ò ñcurled;ò ñforehead;ò 

ñears;ò ñhead;ò ñface;ò ñeyes;ò ñnose;ò ñbeard;ò ñmouth;ò ñlips;ò ñhim;ò ñCappenberg head;ò 

ñCappenberg portrait;ò ñits;ò ñwork of art;ò ñitself;ò ñhim;ò ñtomb-sculptures;ò and ñrecord.ò 

Within the same space, we highlight in red these holonyms: ñFrederickôs reign;ò ñmonarch;ò 

ñknight;ò ñthis period;ò ñtwelve-century;ò and ñthe age.ò And, finally, we highlight in orange 

these indeterminate MFRs: ñpersonal portraits;ò ñportrait;ò ñpersonal features;ò ñlong and 

striking nose;ò ñideal description;ò ñpersonal description;ò ñôimperialô hairstyle;ò ñthey;ò ñwork 

of this kind;ò ñthem;ò ñclassical imitation;ò ñresults of this;ò ñmove towards a more individual 

treatment of the portrait;ò ñdetails of appearance and personality;ò and ñpersonal portraitureò 

(Fig. 3.6).  



 

  
180 

 

 

 

Morris describes the Cappenberg head throughout pages 93-95, using his own words as 

well as those of contemporaries, Count Otto of Cappenberg who wrote that the head was ñmade 

in the likeness of the Emperor,ò and Rahewin who wrote a description of Frederickôs 

appearance.196 He also refers to studies of the artwork by scholars H. Grundmann and K. 

                                                 
196 Ibid., 91 and 94. 

Fig. 3.6 Double spread 94-95, Morrisôs ñSearch.ò  
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Hoffmann. The intersection of Morrisós own description of the head and the quotes of the two 

contemporaries raises an interesting question about the physicality of the head, and its ability to 

help assess the similarity between the head and Frederick. The technical analysis of Morrisôs 

MFA made us aware that the caption of the head does not inform the readers about the artistic 

technique by which the head was made. Interestingly, while Morris does indicate that it is made 

of gilded bronze, in the main text, the caption - which is right under the illustration - is ñsilentò 

about the material aspect of the work.197 But the technical aspect is not solely about the materials 

from which the artwork is made, but also about its measurements. The analyzed MFA does not 

mention the measurements of the four artworks it is based on, and in my opinion, this affects its 

epistemology. Clearly, Morris is ñcautiousò (as he puts it) while assessing if the Cappenberg 

head is a ñpersonal portrait,ò a reliable record of Frederick Barbarossaôs actual appearance.198 In 

his assessment, he turns to verbal sources that describe Frederick and to artworks whose 

depiction of an Emperor may represent him (without displaying them). Morris assumes that a 

comparison between the varied representations will reveal possible repetition of certain 

characteristics - which in turn - points out a common model. However, the head has at least one 

feature that may indicate an attempt to create an artwork that imitates a human head, and that is 

not revealed by comparison between different sources, namely, its measurements.  

                                                 
197 For Morrisôs description of head, see ibid., 93.   
198 Ibid., n *. 
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Art historian Thomas Dale indicates that ñBarbarossaôs head is less than a half life-

size.ò199 Since we know that Morris has photographed the image in Plate 3 (as indicated in the 

list of illustrations), we know that he observed the head directly, having the opportunity to assess 

its ñlikeness,ò while taking into consideration a life-size head. Furthermore, the measurements of 

the facial details of the head and their proportions one with another can also attest the ambition 

to imitate a ñreal face.ò The physicality of the head can be apprehended by approaching it from 

different angles and measuring its several parts; these will preserve its three-dimensional 

character. To be sure, Morris is aware that the size of an artwork can be factor in assessing its 

imitative mode, as he states that manuscript illuminations, seal images and coins are ñtoo small 

to provide a personal likeness.ò200 It makes sense to implement that principle, while examining a 

three-dimensional representation as well.       

We reached the end of the subchapter ñThe Portraitò and the chapter ñSearch.ò Since we 

began our analysis with double spread 90-91, let us continue hypothesizing implicit and 

indeterminate MFRs in double spread 88-89 and then 86-87, where the subchapter begins. By 

doing so, we are zooming out from the cluster of the four explicit MFRs, as well as 

implementing conventional reading, within the scans of the double-spreads. Now, let us highlight 

in blue the meronyms on double spread 88-89. The only term identified as meronym is: ñtomb 

figures.ò Within the same space, we highlight in red these holonyms: ñbefore 1200;ò ñsecond 

                                                 
199 Dale, ñRomanesque Sculpted Portraits,ò 102. The head including its base is 31.4 cm high. Freed, Frederick 

Barbarossa, 22. I 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, most of the images show the head frontally. I am wondering 

if those measurements and reproductions render the head from a three-dimensional object into a two-dimensional 

idea of it. The discourse seems to ñflattenò its own material and ñvisual evidence,ò although it can easily add further 

information about it by verbal, numerical and visual means, while it uses a two-dimensional format.  
200 Morris, The Discovery of the Individual 1060-1200, 88n*. 
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century A.D;ò ñ1300;ò ñfrom A.D. 500 to 1000;ò ñ1000;ò and ñ1300.ò The indeterminate MFRs, 

that we highlight in orange are: ñportrait;ò ñpersonal study;ò ña life-like rendering;ò ñindividual 

appearance;ò ñpersonal portrait;ò ñindividual likeness;ò ñlife-like;ò and ñthis approachò (Fig. 

3.7).  

 

 

 

Fig. 3.7 Double spread 88-89, Morrisôs ñSearch.ò  
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While we were highlighting the terms on double spread 88-89, a certain issue has become 

apparent. When we analyzed double spread 90-91, we were both zooming out from the explicit 

references to Plates 2, 4 and 1, as well as reading the passage conventionally. In 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: ñBetween about 1000 and.ò The part on page 90 writes: ñ1260, therefore, lies a 

movement from a portraiture which concentrated on hierarchy and station to one which was 

keenly aware, at least on occasions, of personal appearance.ò The fact that the first sentence on 

page 90 begins with the phrase ñ1260, thereforeò gives the impression that it is a conclusion of 

an argument, whose 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 ñpersonal appearance,ò and about the timing of that movement. Both the nature of 

this movement and its timing are fundamental questions which this subchapter explores; their 

complexity mainly results from, on the one hand, Morrisôs conviction that this movement did 

take place in the twelfth century, and on the other, his lingering skepticism about how much the 

primary sources truly show that movement. We have not hypothesized MFRs of any kind in that 

sentence, at the initial stage of the analytical process, because of the structure of the sentence and 

complexity of the MFA in that subchapter. Nevertheless, when we will display all the analyzed 

scans side by side - at the very last part of this chapter - it will be done only after we hypothesize 

MFRs in the first sentence of page 90 (but without discussing them).  

The double spread 87-86 opens the subchapter ñThe Portrait.ò Let us hypothesize implicit 

and indeterminate MFRs in it to have an idea of how Morris begins his MFA. We highlight in 

blue these meronyms: ñrecord;ò ñpicture;ò ñEmperor;ò and ñsymbols of imperial majesty.ò These 
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are the holonyms we highlight in red: ñgreat men;ò ñmen;ò ñtheir;ò ñthe past;ò ñEuropean art;ò 

ñcenturies after the fall of the Roman Empire;ò ñmedieval;ò ñof the time;ò ñart of the timeò; and 

ñcenturies after A.D. 1000.ò The highlighted indeterminate MFRs are: ñportraits;ò ñindividual;ò 

ñpersonal likeness;ò ñportraiture;ò ñpersonal features;ò ñidea;ò ñdistinctive characteristics;ò 

ñimago;ò ñpictura;ò ñpicture;ò ñpersonal details;ò ñthis process;ò ñrepresentation of a particular 

person;ò ñpersonal portrait;ò ñlooks like the subject;ò ñpersonalization of the portrait;ò and 

ñsteady transformation of vision.ò Morris uses the term ñindividualò twice on page 87; in both 

cases, we highlighted the term as an indeterminate MFR, although it could have been considered 

as a holonym, since the figures shown in the images and their names in the captions and main 

text could - on the surface - have represented the concept or phenomenon ñindividual.ò After all, 

this would seem their ñexpectedò role, in the chapter ñThe Search for the Self.ò Yet, ñindividualò 

was identified twice as an indeterminate MFR, since its meaning, in this phase of the MFA, is 

obscured by Morrisôs offer to distinguish between the concepts ñportraitò and ñpersonal 

portrait.ò201  

Morrisôs first ñindividualò is used in relation to his own time: ñOn the whole, however, 

we are now more interested in the portrait as a record of the individual. We hope to find in it 

personal likeness and, in the work of a perceptive painter, some expression of his character.ò202 

The second use of ñindividualò relates to the distinction between ñpictureò and ñportraitò by art 

historians, and medieval terminology: ñThe distinction may seem to us a sensible one, separating 

as it does a picture intended to convey an idea, of (for instance) Christ or the Emperor, from one 

                                                 
201 Ibid., 87. 
202 Ibid., 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 words as imago and pictura do not carry this 

connotation.ò203 Morrisôs awareness of the historical context in which the terms ñpictureò (or 

ñpicturaò) and ñportraitò (or ñimagoò) are used helps him recognize a possible anachronism in 

the historiographical discourse, which attributes a ñmodernò perception and interest to the 

medieval mind.204 Instead of using ñpictureò and ñportrait,ò which according to Morris ñforcesò 

artificial binarism on medieval art, Morris offers to use ñportraitò to signify ñany contemporary 

representation of a particular personò and òpersonal portraitò to signify a ñportraitò that ñlooks 

like the subject.ò This terminological distinction, he states, will allow us ñto study the 

personalization of the portrait: not an abrupt adoption of a new way of painting, but a steady 

transformation of vision.ò205  

While Morris historicizes the terms ñpictureò and ñportrait,ò and offers a solution to the 

illusion they introduce into the modern discourse about the Middle Ages, he seems indifferent to 

the history of the terms ñindividualò and ñperson.ò206 For example, when he points out the 

                                                 
203 Ibid., 87. 
204 Morris neither defines the historiographical discourse as ñmodern,ò nor points out which terminology was, 

indeed, used in the Middle Ages in relation to seeing, and yet describing the historiographical discourse as ñmodernò 

seems appropriate to me. It is based on the understanding of this phase of Morrisôs MFA as an attempt to clarify 

historical - verbal and visual - processes in the Middle Ages, assessed by historians from Morrisôs time. We should 

also note that Morris, too, finds the term ñmodernò useful when he writes: ñThe twelfth century saw a distinct shift 

in the visual arts towards sensitivity to nature, and a more characteristically modern way of seeing the human form.ò 

See, ibid., 90. To be sure, I do not think that ascribing the twelfth century a ñmodern way of seeingò blinds us from 

seeing the truth about the past.            
205 Ibid., 87. 
206 Martin surveys the history of the term ñindividualism,ò and major modern and postmodern studies of the 

Renaissance ñindividual.ò Myths of Renaissance Individualism, 8-12. Biow discusses the meaning of the word 

ñindividuoò in the Italian Renaissance, but he claims that ñit is hardly necessary for a word to have been actively and 

pervasively used in a period in order for it to serve as a placeholder for scholars talking about a concept that 

otherwise possessed meaning in some measure for people in the past.ò On the Importance of Being an Individual in 

Renaissance Italy, 4-5.  
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anachronism that the terms ñpictureò and ñportraitò entail, he claims: ñIn all portraiture there is a 

projection of the artistôs image of his subject, and tenth-century painters clearly thought that they 

depicting the Emperor, even if they were impressed by (or in a sense ósawô) the symbols of 

imperial majesty rather than the physical features of the young Otto.ò207 According to Morris, 

medieval (rather than modern) ñimageò does not exclude symbolic features, because this is how 

contemporaries genuinely saw and projected things; however, when Morris clarifies what was 

less impressive in contemporariesô eye, he points out ñthe physical features of young Otto.ò The 

over-individualization that Morris implements here helps him evade the need to provide a 

conceptual framework for the ñindividual,ò in the Middle Ages. Thus, without a historical 

perspective on the meaning of the concept at the time of producing the historical evidence, the 

denotation of ñindividual,ò in this MFA, stays vague (Fig. 3.8).  

                                                 
207 Morris, The Discovery of the Individual 1050-1200, 87. 
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The a-historicization of the terms ñindividualò and ñpersonalò is even more apparent 

when we consider Morrisôs emphasis on the gradual ñpersonalization of the portrait.ò208 The 

artistic changes that Morris identifies ought to show contemporariesô growing interest in the 

singularity that characterizes each human being (or ñgreat men,ò although ñnaturalismò is not an 

exclusive outlook on ñgreat menò). Perhaps information about the development of the concept 

                                                 
208 ñIndividualò and ñpersonò are not indexed in Discovery. 

Fig. 3.8 Double spread 86-87, Morrisôs ñSearch.ò  
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ñindividual,ò during the Middle Ages, could have illuminated some aspects of the visual and 

verbal sources that Morris uses. Throughout ñThe Portrait,ò Morris argues that, 

methodologically, it is hard to assert whether the tomb-figures that he explores look like the 

persons they represent. He explains this challenge by the scarcity of adequate sources, with 

which the tomb-figures could have been compared and subsequently yield a more decisive 

insight. Unlike Southern, Morris does not compare earlier and later artworks to show a ñmoveò 

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 Rudolf of Suabia 

and Frederick Barbarossa, as he also refers to secondary sources.209 Thus, in this MFA, 

historization of the concepts ñindividualò and ñpersonalò seems to make sense. 

The methodological challenge that Morris points out seems to leave him unconvinced of 

what the evidence really shows, in light of his own definition of ñpersonal portrait,ò at the 

beginning of the subchapter. During our hypothesis of MFRs, we kept identifying terms that 

relate to modes of representation as indeterminate MFRs, since they do not seem to have clear 

semantic relatedness - either as meronyms or holonyms - with the referring and referred poles of 

the explicit MFRs. Imagining the readers shifting their attention from those indeterminate MFRs 

to the images, for example, barely ascribes the impetus for that shift to the terms or images (Fig. 

3.9). The last sentence of ñAutobiography,ò the subchapter that precedes ñThe Portrait,ò writes: 

ñGuibertôs Autobiography and Abelardôs Letter of Consolation are vivid self-portraits in an age 

                                                 
209 Ibid., 92 and 94. 
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which had come to value individuality.ò210 The common use of the term ñportraitò for both 

verbal and visual sources alludes to what we will explore in Martinôs and Biowôs MFAs.  

                

        

                                                 
210 Ibid., 86. 
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Fig. 3.9 Double spreads 86-87, 88-89 and 90-91, Plates 1, 2, 3 and 4, double spreads 92-93 and 94-95, Morrisôs 

ñSearch.ò 
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Chapter 4 The Relational Self: Multiform Argument in John Jeffries Martinôs "The 

Inquisi tors' Questions"   

ñThe Inquisitorsô Questionsò is the second of the seven chapters in Myths. At its core 

stands Martinôs original model of the Renaissance self: a conceptual framework that offers a 

perspective on the fifteenth- and sixteenth-century, especially North Italian, psyche in changing 

circumstances. Martin argues that while contemporariesô selves or identities modified according 

to given, mainly social, surroundings, the constant element in their experience of their identity 

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

self.211 Through the nineteen pages of the chapter, Martin conceptualizes the Renaissance self as 

ñlayered,ò supporting his understanding by examining primary sources such as Lorenzo Lottoôs 

portrait of Bartolome Carpan, testimonies from trials conducted by the Venetian Inquisition, 

inquisitorial manuals, and etiquette books.212 The following analysis examines how Martin 

juxtaposes primary- and secondary-verbal sources with the sole primary-visual source in the 

chapter: the portrait of Venetian jeweler, Bartolomeo Carpan. The aim of the analysis is to 

understand better how these juxtapositions support Martinôs model of the ñlayered self.ò The 

analytical method that we will use here is different from that we used while studying the MFAs 

in ñPerfecting,ò ñEpicò and ñSearch,ò but it is heavily based on it. This new analytical method 

will be further developed in the analysis of the MFA in Biowôs ñFacing the Day.ò  

Why is there any need to change the method that we have already used? What is new in 

it? And in what way does it continue the previous method? The need to implement a different 

                                                 
211 Martin, Myths of Renaissance Individualism, 38. 
212 Ibid., 21-40. 
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analytical method, at this point of the study, is motivated by Martinôs own historiographical 

approach to the question 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 us both to practice those principles, and to recognize instances in which their adaptation 

benefits the analysis. For example, the move from ñPerfectingò to ñEpicò and then ñSearchò 

required us to find an alternative to use of the chapter as the analyzed space, because of the 

different structure each of these chapters has. We also found ways to hypothesize implicit and 

indeterminate MFRs in MFAs that may or may not contain explicit MFRs, and learned that 

explicit MFRs may be diverse in their own forms. As the MFAsô literal style and epistemology 

may be constructed in varied forms, we learned that our analytical approach, to succeed, must be 

flexible.213 Martinôs MFA, as mentioned above, offers a conceptual model for the Renaissance 

self. Consequently, his historiographical approach does not continue the debate about when and 

where individuals have discovered themselves but asks how to define ñindividualò or peopleôs 

awareness and experience of themselves, and explores how these mechanisms operated in 

Renaissance Italy.  

The decision to examine the foundational elements of the Renaissance self leads Martin 

in two theoretical directions that Burckhardt, Southern and Morris had not taken in their studies. 

First, he lays out his own methodological approach by analogizing it to ñanthropology,ò looking 

at the past from a more detached stance as if it were ña foreign culture.ò214 This approach reflects 

Martinôs emphasis on the importance of studying Renaissance people and their identities through 

                                                 
213 We noticed diverse rhetorical and argumentative styles especially when we analyzed ñSearchò after ñEpic.ò     
214 Ibid., 19. 
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ñtheir own terms,ò and his insistence that his study is not a ñgenealogy,ò a search for the origins 

of his (or our) modern-post-modern experience.215 Interestingly, in parallel to the attempt to 

minimize his self-projection upon the study of the past, Martin briefly mentions his own 

experience of witnessing the loss or disappearance of human inwardness. This interiority, he 

claims, is a bodily experience, and thus ñnot purely a cultural construction.ò216 Martinôs own 

self-awareness, while exploring and writing about the Renaissance self, manifests a different 

approach to and style of studying the past, one that we have not encountered in the three previous 

studies. This approach affects the discourse on pre-modern individualism and consequently our 

analysis of its multiformity; the way it does so will be clarified shortly.  

Martinôs second theoretical direction is his conceptualization of the Renaissance self as 

ñrelationalò and ñlayered." It looks both to the debate about the period in which individualism 

had emerged and to psychoanalytic ideas about the structure of the self and about the social 

determinants of the structure of the self.217 Thus, in his discussion, Martin shifts between 

questions regarding: historical periodization; psychic and social dynamism; and ideas that 

combine both realms. Martinôs references to other scholars exemplify how his thought draws on 

                                                 
215 Ibid., x. Like Martin, Morris is aware of a possible bias in his assumptions (and in art historiansô terminology, as 

we saw), but he does not offer a solution for it. His awareness is expressed in his discussion of the Medieval shift 

towards naturalistic depiction of the human figure. He remarks that the expectation to see in portraits - that ñbecome 

more individual,ò the ñactual appearance of the person concernedò - might be an assumption ñmisled by the 

approach of our own age.ò The Discovery f the Individual 1050-1200, 91. 
216 Martin, Myths of Renaissance Individualism, 18. 
217 Southernôs historicization of the self and individualism touches upon the structure of the self and the interrelation 

between its varied sections. For example, his comparison between the early- and late-medieval psyches finds 

different balances between the emotional and intellectual capacities. The Making of the Middle Ages, 234. 

Burckhardt, on the other hand, identifies the development of the individual as a gradual awareness of ñboth sides of 

human consciousness,ò the objective, that turns outwards, and subjective, that turns inwards. The Civilization of the 

Renaissance in Italy, 1: 143. In the MFAs we analyze here, neither Southern nor Burckhardt turn explicitly to 

concepts that have developed in fields on human psychology.   
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and synthesizes historiography, psychology and anthropology. He points out that Burckhardtôs 

ñmodern individualò (who, according to the latter, was born in the Renaissance) is one whose 

subjectivity acts as an autonomous, self-conscious, and opportunistic agent in the external 

world.218 He also indicates that anthropologist Clifford Geertz held a similar view on the 

ñwesternò individual.219 To historicize the ñwestern individual,ò Martin seems convinced by de 

Tocquevilleôs mid-nineteenth-century understanding that ñindividualism,ò in fact, results from 

the French Revolution, that shifted European society from a system that secures individualsô 

privileges and rights through their membership in communities and cooperatives to a system that 

directly endows the individual with rights and liberties in the economic, political and personal 

realms.220  

Regarding the experience of the Renaissance individual, Martin quotes historian Ronald 

F. E. Weissman, who holds that the Renaissance individual lived in and was committed to 

overlapping and diverse groups, and did not experience a decline of traditional-social solidarities, 

as Burckhardt claimed when explicating Renaissance individualism.221 Martin also shows how 

late-twentieth-century-postmodern redefinitions of the self undermine the Romantic-

Burckhardtian notion of the individual, as they emphasize its rather fragmented and illusory 

nature.222 For instance, Martin writes that to Stephen Greenblatt: ñthe self is not an expressive 

individual but rather a cultural artifact which, much like a painting or a book is a product of a 

                                                 
218 Martin, Myths of Renaissance Individualism, 15. 
219 Ibid., 39. 
220 Ibid., 10. 
221 Ibid., 27. 
222 Ibid., 5. 
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social, economic and political forces.ò223 Nevertheless, according to Martin, the postmodern 

understanding of the self, just like its modern-Romantic one, identifies the origins of its own 

experience of the self in the Renaissance, as if there was a moment in history when a certain type 

of self had been created; as if the scholarôs self finds its prototype in the subject of the scholarôs 

inquiry.224 As Martin indicates, Natalie Davisôs perception of the Renaissance self as porous 

offers another alternative to Burckhardtôs confined and autonomous self. According to her, 

contemporariesô prevailing notion and experience of souls possessed by other souls demonstrates 

the permeable nature of their selves.225 Finally, Martin turns to the early-twentieth-century 

concepts of id, ego and superego, as offered by Freud, to emphasize how the self embodies an 

ongoing, dynamic relation between the internal and external worlds.226 He also takes ideas from 

neuroscience, which address the intricate relation between the body and mind.227 Like Freudôs 

model of the psyche or self, Martinôs model of the Renaissance self underlines the ñrelation 

between the external and internal dimension of experience;ò as this self is neither an 

autonomous-self-contained entity nor a product that is completely dominated by social forces.228  

Martinôs relational self (or identity) shifts between and combines five different 

modalities. The first modality is the social or conforming self, which, according to Martin, was 

the most widespread. In it, identity was mainly shaped by the individualôs social location. It 

manifested little tension between oneôs beliefs and attitudes and one's role in society. The second 

                                                 
223 Ibid., 6. The question how multiform arguments and argumentation can explain the self or identity and vice versa 

is one of the issues the current study examines. We will address it in the ñEpilogueò of this study.   
224 Ibid., 11. 
225 Ibid., 37. 
226 Ibid., 15. 
227 Ibid., 19. 
228 Ibid., 38. 
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is the prudential self, which was particularly spread among heretics. It emphasizes the need to 

conceal oneôs beliefs and convictions where they conflict with the dominant dogma. The third is 

the performative self, which consciously and theatrically enacted itself in circumstances that 

required a certain performance or representation. The fourth is the porous self, which underlines 

the selfôs permeable nature, especially in light of demonic possessions. The fifth is the sincere 

self, which developed in the second half of the sixteenth century and made the revealing of oneôs 

inwardness an ethical imperative.229 The constant-relational self is the mechanism that shifts 

between these overlapping, layered modalities, which are all defined by the interaction of the 

individual's experiences with the environment. The analysis of Martinôs MFA will focus on how 

his juxtaposing of verbal and visual sources and means supports his model of the Renaissance 

self, as he locates it in contemporary circumstances. 

Martinôs writing on the Renaissance self relies on ideas that, in fact, did not exist when 

Burckhardt wrote Civilization (1860), and that were perhaps less popular than now among 

historians of the Middle Ages, when Southern wrote Making (1953) and Morris wrote Discovery 

(1972). While analyzing and comparing MFAs, we have to remember that their focuses vary, as 

do the particular times and places in which they were created, and that these factors are 

interrelated. The way historians pose and approach their questions has a fashion, which is 

influenced by the diverse - and, indeed, overlapping - discourses in and outside of their field, as 

well as technological developments. This study focuses primarily on MFAsô structures and 

functions in the creation and communication of historical knowledge; thus, while posing 

                                                 
229 Ibid., 30-38. 
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questions about the influence of ñexternalò factors on the analyzed MFAs and their creators and 

readership, it suspends the undertaking of a thorough research into those questions. At any rate, 

our analysis of Martinôs MFA returns to Renaissance Italy, with which we began the analytical 

process after analyzing two MFAs on Western Europe in the Middle Ages. However, Martinôs 

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 Martin uses: a portrait of a jeweler; inquisitorial trial-records; and 

contemporary literature, allow his readers to obtain a perspective on both elite and ordinary 

people. Such an outlook was not available in ñPerfecting,ò since Burckhardt considers mostly 

aristocracy and Florentine merchants and statesmen as ñmany-sided men.ò Southern and Morris, 

on the other hand, base their overall understanding of medieval people mainly on religious and 

political experiences of ñgreat men;ò however, in ñEpicò and ñSearch,ò they use artworks that 

may have been created by non-elite contemporaries. Martinôs broader perspective on 

Renaissance people, elaborated theoretical background, explicit dialogue with historians who 

have addressed pre-modern individualism, and conceptualization of the relational self, all require 

adaptation of our own analytical tools, with which we explore his multiform argumentation. As 

stated above, Martinôs emphasis is not on where and when individualism had developed, but 

rather on how we define an ñindividual,ò and on how we recognize the signs of its experience in 

primary sources typical of the Italian Renaissance. Thus, changing this studyôs approach to 

analyzing MFAs is timely; after we have gained experience in identifying semantic relatedness 

in three different MFAs, and its connection to characterizing and periodizing pre-modern 

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 means to support the model of the layered self? To answer this question, I 

suggest bringing the MFAôs verbal and visual components next to each other, on the document 

of this analysis, as if the pages of the book and their content do not keep them apart. A selective 

condensation of the MFAôs body imitates a conversation with Martin, as if we are standing with 

him in front of Carpanôs portrait, listening to what he is seeing in it and to how this supports his 

model of the layered self. Although the following analysis imitates a conversation in front of an 

artwork, it lacks the simultaneous processing of the verbal and visual inputs that the conversation 

allows, since the analysis still requires minimal shifts of attention between the verbal and visual 

components. At the same time, the following analysis draws on two complementary impressions: 

first, that while historians write about an image, they look at that image; and second, that when 

they write about an image, they hold - at least for moments - that their readers look at that image. 

These two impressions imagine written multiform-communication as a verbal conversation about 

visual input on which the interlocutors focus in real time. It seems as if we all sense something 

that we do not and cannot really experience, namely, simultaneity between the words that we 

either write or read and the image that we look at. Nevertheless, this illusory impression of 

parallelism - or split attention - is what constitutes MFAs; what renders verbal and visual 

premises that follow each other in space and time into a unified logical process that ends with a 

conclusion.  

The mechanism that enables this integration is the working memory that keeps processing 

either the verbal or visual input while processing its consecutive verbal or visual input. From an 



 

  
200 

epistemological point of view, we can consider these verbal and visual inputs as premises.230 In 

illustrated historiography, the integration or synthesis of the verbal and visual signs is based on 

factors such the physicality and visibility of the book (or other formats); rhetorical devices that 

the historian implements; linguistic conventions; and the readersô tasks and experiences. The 

positioning of the MFAôs verbal and visual components side by side explores - among all these 

factors - the rhetorical devices that seem to be under the historianôs control. This examination is 

possible due to narrowing the space between the verbal and visual signs and consequently to the 

short time that elapses between the individual processing of the verbal and visual components. 

This condensation reduces the cognitive load that the working memory would utilize to minimize 

the spatiotemporal gaps between the verbal and visual components of the MFA, manifested in 

the original format. Thus, the new analytical method offers conditions in which our attention can 

turn to rhetorical devices that evoke a feeling of immediacy or parallelism. These rhetorical 

devices are MFRs that allow the historian to create a hybrid notion about the past while 

maintaining the cohesiveness and coherence of their MFA.  

                                                 
230 Working memory, according to the 1970s tripartite model, offered by British cognitive psychologists Alan D. 

Baddeley and Graham J. Hitch, is a mechanism for ñshort-term maintenance and manipulation of information 

necessary for performing complex cognitive tasks such as learning, reasoning, and comprehension.ò It comprises 

two components; both are responsible for temporarily manipulation of and storing information: the ñphonological 

loopò that processes speech-based information; and the ñvisuo-spatial sketchpadò that processes visual-spatial 

information. An additional component, that supervises the two other components, is the ñcentral executive;ò it is 

limited in capacity and responsible for distribution of attention and coordination of the ongoing processes. See 

ñWorking Memory.ò In 2000, the ñepisodic buffer,ò was added to the model. It links between the phonological loop 

and visuo-spatial sketchpad, as it provides ña limited capacity interface between systems using different 

representational codes.ò As such, the episodic buffer is a tool to enable multiple sources of information to be 

processed simultaneously, and to be deposited in their integrated form in the long-term memory. See ñEpisodic 

Buffer.ò We can explain the process of MFAs by this model of the working memory, as the process starts with 

limited distribution of attention on the MFAôs verbal and visual components and ends with long-term memories that 

serve as ñknowledge.ò  
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What is new in the following analytical method? And how does it continue the method 

with which we analyzed ñPerfecting,ò ñEpicò and ñSearchò? In the following analysis, we will 

position scans of specific paragraphs from ñQuestionsò next to a scan of the reproduction of 

Carpanôs portrait. I chose to analyze those paragraphs since they contain the words ñCarpanò or 

ñBartolomeo.ò There are six paragraphs in ñQuestionsò that contain these two words; therefore, 

we will analyze six pairs of verbal and visual components that relate to Carpan. In addition to 

bringing the verbal and visual components physically closer, there are three more new practices 

that the following methodological approach entails. First, in the printed copy of Myths, three out 

of the six analyzed paragraphs are divided into two parts, since they begin on a certain page and 

continue on the consecutive one. The paragraphs that we will analyze, however, look as if they 

are printed on the same page, since I attached their distinctive parts together. I kept the space 

between those parts a bit wider than a regular space 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 correspond to certain terms in the analyzed paragraph. In the 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 highlighted in blue as well, since they 

correspond to referring poles of implicit MFRs. 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 MFRs that direct the attention to specific visual details in the 

reproduction.  

Martin uses the portrait as an illustration of his model for the Renaissance psyche. He 

does so by equating Carpanôs appearance in the portrait with the model he offers for the 
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Renaissance self, while ignoring the possibility that Lottoôs artwork could have equally reflected 

that model by expressing Lottoôs self. Martin also ignores the possibility that both Carpan and 

Lotto could have possessed a layered-self at the same time, and that the ñlayered-selvesò of the 

two could have been reflected in the same artistic work. Martinôs approach to the visual 

component is, therefore, different from those that we have explored thus far, which focus on 

visual representations as indicators of a changing attitude among the makers of the 

representations, and in their time, in general. Thus, as Martin uses MFRs - that refer the attention 

to details in the portrait - he establishes the evidential virtue of the visual component on the 

surface of the painting.  

From a material point of view, both the printed words that offer us the portrait as 

historical evidence and the details in the printed reproduction, which are ñthe evidence,ò are on 

the same surface: the plane of the page of the book. The third new practice, in the following 

analysis, is the presentation of the caption as a separate body from both the scanned page and 

illustration. As such, I have positioned it under the scanned illustration, maintaining their 

original-spatial relation, and placing it near the scanned paragraph. Compacting the spatial 

relation between the caption and paragraph raises questions about the multiformity of the 

argument as articulated above (Fig. 4.1). A method that we have used in the previous analyses, 

but we will not implement in the following one, is the display of all the analyzed scans as a 

group at the end of the analysis. Since the spaces of the following analysis are selective and do 

not compose a continuous text, I do not see the benefit of showing them together.  
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How does the new method continue the previous method with which we analyzed 

ñPerfecting,ò ñSearchò and ñEpicò? In ñQuestions,ò there is no use of explicit MFRs; this makes 

it similar to ñPerfecting,ò that does not use explicit MFRs either, in addition to the fact that both 

chapters explore the Italian Renaissance. Let us compare the main methods with which we 

analyzed ñPerfectingò and will analyze ñQuestions;ò this will clarify the differences between the 

MFAs in the two chapters, and explore our ability to adapt analytical principles according to 

possible variations in analyzed texts. We started the analysis of ñPerfectingò with the 

identification of Albertiôs name, in the title of the artwork and main text, as a mechanism that 

merges the term ñAlbertiò and ñhisò image into a multiform representation of a single historical 

phenomenon. This made ñAlbertiò - the name and image - the subject or core of the MFA. In 

ñQuestions,ò the title of Carpanôs portrait appears as: ñPortrait of a Goldsmith in three Views.ò 

As we can see, the name of the person depicted in the portrait, ñCarpan,ò is absent from the title, 

Fig. 4.1 Paragraph 1 (p. 21) and Lorenzo Lottoôs Portrait of a Goldsmith in Three Views, Martinôs ñQuestions.ò 
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but it is written in the main text. What anchors the image in ñQuestionsò to the main text, if the 

name of the person depicted in the portrait is not written in vicinity to the image?  

Without an explicit MFR in the MFA, and without ñCarpanò in the caption, we have to 

look for other identical signs in both the main text and caption. Let us read the whole caption: 

ñPortrait of a Goldsmith in three Views, 1530-1535. Lotto, Lorenzo. Courtesy of Erich 

Lessing/Art Resource, NY.ò When we tried to define the theme of the MFA, as part of the 

technical analysis, we noticed that ñQuestionsò begins with the indication that ñ[i]n 1529 or 1530 

Lorenzo Lotto, one of the most engaging and prolific artists of the Renaissance, completed a 

portrait of the jeweler Bartolomeo Carpan [é].ò231 The terms: ñ1530,ò ñLorenzo Lottoò and 

ñportraitò are all written in both, the first sentence of the chapter and caption; therefore, as 

identical signs in both elements, they link between the verbal and visual components of the 

MFA. Additionally, the term ñjeweler,ò in the first sentence, and ñgoldsmith,ò in the caption, 

have a high semantic similarity. In the first sentence, ñjewelerò explicitly describes Bartolomeo 

Carpan; its high semantic similarity with ñgoldsmith,ò makes the latter a noun that indirectly 

describes Bartolomeo Carpan, in the caption. The semantic identity and similarity between terms 

in the first sentence of the chapter and caption enable Martin to signify the figure in the portrait 

as Carpan, without using an explicit MFR, and the name ñCarpanò in the caption. Therefore, we 

consider the terms ñBartolomeoò and ñCarpanò as the main verbal counterpart of the visual 

component of the MFA. The terms that refer to the genre of the artwork; to the artistôs and 

modelôs names; to the year of the artistic production; and to the profession of the model function 

                                                 
231 Martin, Myths of Renaissance Individualism, 21. 
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as implicit MFRs from the main text to the caption and image. These terms allow us to identify 

their own pronouns and holonyms, that have looser semantic relatedness with terms in the 

caption and image.232 Pronouns and holonyms are, too, referring poles of implicit MFRs that 

contribute to the cohesiveness and coherence of the MFA.  

As in the previous analyses, in the analysis of ñQuestions,ò we highlight implicit MFRs 

that are based on semantic similarity and their pronouns in blue. And we highlight the groups, 

identities and abstract phenomena, that the ñblue termsò (and image) represent in red. Unlike 

with ñPerfecting,ò however, we will not highlight the image in blue, since we will give more 

attention to the details in it, to which Martin clearly refers from the main text. Positioning each 

of those six paragraphs and the image side by side - and marking details in the image according 

to terms in the paragraphs - is to take a step further into understanding MFG. The physical 

vicinity of the MFAôs verbal and visual components and the short time it takes to shift between 

signs from the two semiotic systems allow us to see how hybrid utterances consolidate hybrid 

notions in a single sequence. It is no coincidence that Martinôs approach to the portrait as ñvisual 

evidenceò of the Renaissance self boosts the exploration of MFG. As we will see, the attribution 

of the Renaissance self to Carpan while negating it in Lotto 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 the material plane on which Martinôs words, including his 

                                                 
232 Interestingly, as we have already noticed, the caption in ñPerfectingò does not indicate the name of the artist and 

the fact that it is a self-portrait, which could have added another aspect to the individualism that the chapter 

explores. The caption of Albertiôs self-portrait does not indicate the year of the artistic production either, while the 

location of the artwork that it indicates was irrelevant already at time of publication. Martin does not refer to the 

location of Carpanôs portrait either in the main text or caption (it is in Kunsthistorisches Museum, Vienna). Morris, 

who uses explicit MFRs, indicates the locations of the four artworks we have examined in both the main text and 

captions.         
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quotes, and Carpanôs image signify meanings. Shifting or ñslidingò between verbal and visual 

signs on the plane of Martinôs MFA (in its original form) is like gliding through sequence of 

words, in a sentence 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 introduces the painter Lorenzo Lotto, model and 

jeweler Bartolomeo Carpan, and the portraitôs realistic nature and sense of psychological depth. 

The paragraph is from page 21, the first page of the chapter. These are the terms in it that we 

hypothesize as implicit MFRs and highlight in blue: ñLorenzo Lotto;ò ñportrait;ò ñjeweler;ò 

ñBartolomeo Carpan;ò ñman;ò ñmajor figure;ò ñthis one;ò ñevidence;ò ñparticular person;ò 

ñBartolomeo;ò ñpainting;ò ñartist;ò ñLotto;ò ñhis;ò ñcraft;ò ñBartolomeoôs eyes;ò ñwide open;ò 

and ñthem.ò In the caption we highlight in blue: ñPortrait;ò ñGoldsmith;ò ñthree views;ò and 

ñLotto, Lorenzo.ò We highlight these terms as holonyms in red, since the implicit MFRs that we 

have highlighted in blue can represent them (by being a member or part of them): ñmost 

engaging and prolific artists of the Renaissance;ò ñevangelical movement in Venice;ò and 

ñRenaissance discovery of the individual.ò  

Interestingly, although ñ1530ò is written in the first sentence of the chapter and caption, 

we do not highlight it as a holonym in red, as we did with the other periods of time in the 

previous analyses. The reason is that the sentence writes that Lotto completed the portrait: ñ[i]n 

1529 or 1530,ò while the caption indicates that Lotto had worked on the portrait between ñ1530-

1535.ò Obviously, if Lotto completed the portrait in 1530, he could not have started working on 
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it in the same year. Therefore, we highlight the temporal framework of the artistic production in 

orange, as an indeterminate MFR, a term whose semantic relatedness to the image is vague. In 

this case, we cannot know what the years in the main text and caption signify in relation to the 

image. Further, we identify ñlikeness;ò ñpsychological depth;ò and ñexternal reflections of some 

interior traitò as indeterminate MFRs as well. These terms signify either a potential that, 

according to Martin, was meant to be actualized by painting portraits such as Carpanôs, or 

Martinôs own interpretation of the image, that is not necessarily seen in the image. Finally, we 

mark the details in the image to which Martin refers by an ellipse, blue line. The terms that 

signify these details are: ñjeweler,ò ñBartolome Carpan;ò ñman;ò ñmajor figure;ò ñparticular 

person;ò ñBartolomeoôs eye;ò ñwide open;ò and ñthem.ò The terms ñportrait;ò ñthis one;ò 

ñevidence;ò ñpainting;ò and ñcraftò may signify the portrait as a whole, rather than details in it; 

therefore, although they have semantic similarity with either the caption, title of the artwork, 

illustration or image, we do not circle their visual counterpart, i.e., everything that is seen within 

the frame of the illustration (Fig. 4.2). 

  

Fig. 4.2 Paragraph 1 (p. 21) and Lorenzo Lottoôs Portrait of a Goldsmith in Three Views, Martinôs ñQuestions.ò 
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The next paragraph locates the portrait in a social context, demonstrating how its details 

signify Carpanôs belonging to varied groups. It starts at the bottom of page 21 and continues on 

page 22. In it, we highlight these implicit MFRs in blue: ñthis painting;ò ñportrait;ò ñindividual;ò 

ñit;ò ñsocial dimensions;ò ñthis representation;ò ñartist;ò ñhis;ò ñhe;ò ñhis portrait;ò ñhis subject;ò 

ñits;ò ñsmall box of rings;ò ñcenter foreground;ò ñBartolomeo;ò ñhigh collar;ò ñshirt;ò ñjeweler;ò 

ñthree views;ò ñthree figures;ò ñone of;ò ñpresentation;ò ñthree faces;ò ñtre visi;ò 

ñBartolomeoôs;ò ñLottoôs;ò and ñinhabitant.ò We highlight these implicit MFRs in red: ñsocial 

context;ò ñsocial framework;ò ñcraft;ò ñjeweler wealth;ò ñhigh station in Venetian society;ò 

ñfamily;ò ñcity;ò ñBartolomeoôs family;ò ñthree brothers;ò ñTreviso;ò ñbirth place;ò ñplace in 

society;ò ñRenaissance understanding of identity;ò ñRenaissance city or town;ò and ñnetwork of 

overlapping groupings.ò We highlight these indeterminate MFRs in orange: ñexpensive;ò 

ñdelicate silk;ò ñidentity;ò and ñsocial self.ò The terms that signify details or areas in the 

illustration are: ñsmall box of rings;ò ñhigh collar;ò ñthree views; ñthree figures;ò and ñthree 

faces.ò We add these markings to the markings of Carpanôs eyes and each of his ñthree views,ò 

that we have made in the analysis of the paragraph from page 21.  

Maintaining markings from the previous analysis in the current analysis allows us to get a 

sense of how the processing of the sequence of Martinôs MFRs develops a multiform notion 

about the Renaissance self. The nature of the ellipse delineation is schematic; it might exclude 

some of the margins of the details that Martin refers to from the main text; on the other hand, it 

might contain details and areas that Martin does not refer to but are part of the visual input of his 

MFA. In fact, the visual data that are discussed in the MFA have varied spatial and semantic 

relations with details that are not discussed but are, albeit, processed. For example, the ñsmall 
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box of ringsò signifies Carpanôs hand - its hold on the box and gesture; Carpanôs ñthree viewsò 

signifies some of the background in the painting; and the ñhigh collarò of Carpanôs ñsilk shirtò 

signifies the lace that is tied around his neck.233 The spatial vicinity of the details in the painting 

allows Martin to direct readersô attention to details by mentioning other details. In this case, 

implicit MFRs function much like explicit MFRs, as they direct the attention to their 

surroundings. At any rate, we inevitably process - in varied degrees of consciousness - the 

ñneighboring detailsò to those discussed in the main text, and this process influences our 

cognition, while we are consolidating a notion about the past. Therefore, the reference from the 

main text to details in the image, to process their neighboring details, is a rhetorical device (Fig. 

4.3).  

                                                 
233 The ñsmall box of ringsò also signifies Carpanôs ring on his pinky finger; a ring that is represented twice in the 

portrait. The ñbox of rings,ò in the main text, signifies the ring/s that Carpan wears by two semantic similarities. 

First, there is semantic similarity between the term ñrings,ò in the main text, and any painted ring in the portrait. 

Second, there is visual similarity between the rings in the box and the one on Carpanôs finger; in this case, both 

images visually-signify the same thing. From the readerôs point of view, in both cases, the order of signification 

starts from the ñbox of ringsò written in the main text. In this analysis, we do not mark the ring that Carpan wears, 

since it would be a precedent for detecting and tracking further possibilities of signification from the main text to 

details in the painting, and between different details in the painting. These significations are based on varied 

semantic denotations and cultural connotations, which make their tracking a complex task. I think that this task 

could be better accomplished if we track readersô eye movements, that indicate - to a certain extent - semantic 

relatedness among the MFAôs verbal and visual components.  
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The idea that the propinquity of details in a painting allows them to signify each other 

suggests that there are ñgrammaticalò relations between those details. For example, the spatial 

vicinity between the painted ñbox of ringsò and the hand, in the center foreground, enables the 

elements to signify one another by bringing the other element to the viewerôs attention and mind, 

while attributing a meaning to it. The box attributes the meaning ñholding a boxò to the hand, 

and the hand attributes the meaning ñsmallò to the box. It seems, however, that there are other 

details in the painting that can attribute the meaning ñsmallò to the box, if we compare their size 

to that of the box; for instance, the hands that do not hold it or Carpanôs head (or heads). And 

yet, the hand that does hold the box has priority over other details in the painting, in attributing 

the meaning ñsmallò to the box; its great-spatial vicinity to the box - and specific anatomical 

modification - makes it the prime signifier of the box as ñsmall.ò Spatial vicinity, its degrees and 

linguistic modifications play a semantic role in grammatical and sentential structures as well. For 

Fig. 4.3 Paragraph 2 (pp. 21-22) and Lorenzo Lottoôs Portrait of a Goldsmith in Three Views, Martinôs ñQuestions.ò 

 

 


