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Chapter 2
The Infinite Dialogue
Between Text and Image

Ever since the beginning of the representational arts, poetry and painting have been
related. As Rensselaer W. Lee explains in his book U Pictura Poesis, which is now
a classic:

Between 1550 and 1750, almost all the treaties on art and literature insist on the
kinship between painting and poetry. Admittedly, “the two sisters,” as they were
commonly called—Lomazzo notes that they were even born at the same time—
were different in their means of expression, but they were considered as quasi
identical in their profound nature, their contents and their purpose.!

Poetry and painting were seen as two inseparable twins, two “sisters,”” who were
both trying to find their own identity independently of one another. Now, poetry
was ranked amongst the liberal arts while painting, considered as a mechanical art,
seemed closer to the work of a craftsman, and therefore not noble. Being compared
to poetry was therefore to the advantage of painting. However, one of the most
valued exercises in poetry—the one that best demonstrated the talent of the artist—
was the description of works of art, like that of Achilles’ shield, in the far-reaching
thetorical exercise called ekphrasis. Horace’s famous phrase, ut pictura poesis, was
thus used both ways: undoubtedly “poetry should be like painting,” but “painting
should be like poetry” too. We shall see how this debate was taken up by whole
philosophical systems, by modes of apprehension of the seemg act, by rhetoric, and
by the analysis of descriptive modes.

Ut Picture Poesis: The Paragone’

The link between painting and poetry has been acknowledged ever since Antiquity.
Lucian and then Petrarch celebrated Homer, “the first painter of ancient memories,”

! Rensselaer W. Lee, Ut pictura poesis: humanisme et théorie de la peinture XVéme,

XVIleme siécles (Paris {19671, 1991), p. 7.

2 “The nouns signifying art are feminine in Greek, Latin, and Ttalian,” points out
Maurice Brock, Lee’s translator.

® The following titles are most useful: Lee, Ut pictura poesis; W.I.T. Mitchell,
Iconology: Image, Texi, Ideology (Chicago, 1986); Yves Bonnefoy, “Ut pictura poesis,”
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according to Petrarch.* Plutarch saw in Simonides of Ceos, in the sixth century
Be, the father of the famous aphorism supposedly at the origin of the comparison
between painting and poetry:® painting is mute poetry and poetry a speaking painting.
“Simonides also affirmed that the poetic word is an image (eikon) of reality: in the
poetic text, the word is like those eikones produced by painters and sculptors,” as
Daniel Arasse explains,® The analogy had also been established by Plato in Book Ten
of The Republic and in Cratylus.

The origin of the comparison between painting and poetry derives from two major
theoretical texts: Aristotle’s Poetics and Horace’s Ars Poetica. Even though neither
Aristotle nor Horace had tried to force a comparison between the two arts, both had
suggested stimulating analogies. In Poetics, after positing that painters and poets imitate
men and make them better, worse, or similar to us, Aristotle uses a parenthesis to trace
a parallel between the structure of the painted work and that of tragedy, i.e. history:

The principle or, as it were, the soul of tragedy is history. The characters come
second (this is somewhat similar to painting: if a painter applied at random the
most beautiful materials, the result would not be as charming as an image drawn
in black and white).”

The plot is therefore a mere groundwork or sketch.
In Ars Poetica, Horace twice makes a comparison between painters and poets.
Lee mentions that he describes:

a painting representing grotesque hybrids and compares it to a book whose wild
imaginings mimic the dreams of a deranged person. He concludes by admitting
that painters and poets also have the right to exercise their imagination freely as
long as this Pegasus whose powers are sometimes dangerous stays tied up in the
stables of the probable and the decent.®

This is an interesting passage which highlights the connection between artistic
creation, the work of the imagination—I am thinking here of Henry Fuseli’s
Nightmare, which shows a horse leaning over a woman—and the work of dreams.

The famous lines 361-5 from Horace’s Ars Poetica are the ones, however, in which

Horace makes the definite parallel which was to have such an enduring posterity:

Ut pictura poesis. Erit quae, si propius stes,
Te capiat magis, et quaedam, si longius abstes;

Lisible/Visible, ed. D. Moncond’huy, Cahiers Forell, 9 (March 1998).
4 See Lee, Ut pictura poesis, fn. 6, pp. 7-8.
Plutarch, De Gloria Atheniensium, 111, pp. 346£-347c.
Daniel Arasse, Le détail: Pour une histoire rapprochée de la peinture (Paris, 1992), p. 257.
Aristotle, Poétique, V1, p. 50a.
Lee, Ut pictura poesis, p. 12; reference to Horace’s 4rs Poetica, lines 1-13.
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Haec amat obscurum, volet haec sub luce videri,
lucidis argutum quae non formidat acumen;
Haec placuit semel, haec deciens repetita placebit,

A poem is like a painting, This one will appeal to you more than another if you stand
closer to it; this other one if you stand further away. This one requires darkness; this
other one needs to be seen in full light, for it can stand the critic’s scathing eye, Some
only please once, while others, examined over and over again, continue to please.’

Now, critics altered Aristotle’s and Horace’s comparisons by ranking painting as one
of the liberal arts. By doing so, they were distorting the original arguments of the two
theorists who merely saw, in the parallel between the two arts, a way of showing,
in the case of Aristotle, the primacy of structure in tragedies, and in Horace, the
various sources of “pleasure” that both painting and poetry can offer depending on
point of view, frequency, and lighting effects. It is true, however, that a metaphor is
never innocent and that rhetoric plays the part of theory in action, as evidenced by
the success of the two comparisons and the ensuing recommendation that poetry
must act-as painting. Murray Krieger comes back to this aspect of the debate in his
discussion of ut pictura poesis: nobody is asking poetry to “act as painting.”°

In 1667, Charles du Fresnoy provides the paradigmatic example of an inversion
of the phrase. In his poem “De Arte Graphica,” he pushes back the period in Horace’s
quotation beyond the verb erit, thus permanently articulating the similitnde around
an eloquent chiasmus to such a point that some critics, citing Horace’s hnes are in
fact citing the first four words of du Fresnoy’s poem:

Ut pictura poesis erit; similisque Poesi

Sit Pictura; refert par aemula quaeque sororem,
Alternantque vices et nomina; muta Poesis

Dicitur haec, Pictura loquens solet illa vocari,

Quod fuit auditu gratum cecinere Poetae;

Quad pulchrum aspectu Pictores pingere currant;
Quaeque Poetarum Numeris indigna fuere,

Non eadem Pictorum Operam Studiumque merentuor.

Poetry will be like painting; and painting like poetry; the two sisters vie with one
another in reflecting each other, they exchange theit tasks and their names; painting
is said to be mute poetry, and poetry is given the name of speaking painting; poets sing
what is pleasant to the ear, while painters endeavor to depict what is beautiful to look
at; and what is unworthy of the poets’ verse is not worth the painters’ efforts either.!!
*" Lee, Ut pictura poesis, p. 13, fn. 15,
Murray Krieger, Ekphrasis: The Illusion of the Natural Sign (Baltimore, 1992),

Charles du Fresnoy, De arte graphica (Paris, 1967), lines 1-8; cited by Lee, Ur
pzctma poesis, fn. 5, p. 8.

10
1
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As Daniel Arasse explains:

‘When classical theory uses again Simonides of Ceos’s arguments and relates
them to Horace’s parallel, it does not retain the end of the comparisdn, forgetting
that the Roman poet spoke of the two modalities (close and distant). of pleasure
that one can derive from these two art forms, As a result, by inverting the terms
of the equivalence and by positing that “painting will be like poetry,” classical
thinking, ever since its humanist origin, has worked hard for painting to have
the same prestige as poetry, that is to say, in reality, to be submitted to its order,
that of discourse. '

This enticing analogy encourages a closeness between the two arts but also a
necessary differentiation, even a competition. This is precisely what Leonardo
Da Vinei does through what he called Paragone—the fight between the two arts
as to which will come first. For Leonardo, which is not surprising, painting wins
over her “sister,” poetry, for the basic reason that the visual arts are ... visual,
and that the eye is superior to the ear.'* As W.J.T. Mitchell writes:

Leonardo musters every traditional sensory prejudice he can think of: the eye
is the noblest sense, the window of the soul; it is the most far-reaching and
eapacious; it is the most useful and scientific, since it naturally constructs a
perspectival view “along straight lines that compose a pyramid based in the
object and leading to the eye." ‘

Leonardo thus states the principle of the visual pyramid and affirms “the difference
between painting and poetry, which relies on the difference between shadow and
substance, fact and the mere signs.of facts,”!*

Ut pictura poesis, ut poesis pictura: the reversibility of the phrase is edifying.
It shows how there has been a shift from the principle advocating the vividiess
of poetic images when “poetry is like painting” and ascribes the scene described
before one’s eyes—the very definition of enargeia—to the tradition of historical

12 Arasse, Le détail, p. 257.

3 Let us mention on the subject Marianna Torgovnick’s clever use of the Paragone
as applied to the biographical in her chapter “The Sisters’ Arts,” a chapter in which she
studies the emulation that existed between the two Stephen sisters. As was the proper thing
to do, Virginia and Vanessa had divided the realm of the arts between the two of them, the
one opting for painting and the other for “poetry.” This emulation was not without jealousy
on the part of Virginia, as evidenced by her leiters in which her compliments come with
critical comments, which was not the case with Vanessa. The Visual Arts, Pictorialism, and
the Novel: James, Lawrence and Woolf (Princeton, 1985).

1 Mitchell, fconology, pp. 119-20, citing the American edition of Leonardo’s Treatise
on Painting, ed. A. Philip McMahon (Princeton, 1956), p. xx.

5 Ibid., p. 118.
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painting, placed at the top of the hierarchy of pictorial works, when painting must
be like poetry—because, that is to say, it must draw its inspiration from a text
(mythological, biblical, historical, etc.) and select the elements in the composition
which will make possible the truest and greatest representation of the action.
This is what Alberti advocates in De la peinture when, after telling the painter to
“endeavor to simulate only what is seen; the things that cannot be seen are not his
responsibility,”® he suggests to start by drawing a rectangle on the figurative plan
in the manner of an open window through which the painter will see, not nature,
but what he wants to represent; in other words, the arrangement of the scene, the
composition of the istoria, which corresponds to the rhetorical dispositio:

Principio dove io debbo dipigniere. Scrivo uno quadrangolo di retti angoli quanto
grande io voglio, el quale reputo essere una finestra aperta per donde io miro
quello che quivi sara dipinto.” '

It is appropriate to cite the text in Italian so as to cast aside erroneous translations,
like the ones which turned painting into “a window open onto the world.” These -
metaphorical errors, however, made possible the invention of literary scenic and
descriptive devices, as well as framing effects which we shall describe further on.

Text and image are brought together again in Poussin’s famous phrase regarding
La Manne, when he tells his friend Chantelou: “Read the story and the painting.”'®
As Daniel Arasse emphasizes:

From this perspective, what we could call the “language” of painting is based
on much more than a mere comparison or even the domination of linguistic and
rhetorical conceptions of classical culture. If, according to Yves Bonnefoy, the
contour of figures is “a trap set by language,” that trap is the very trap of Western
representation. Standing at his window, Delacroix sees no contours in nature, but
in front of his easel, he uses Nature as a “dictionary.” Poussin, once again, is the
one who gave the clearest and most concise formulation of this similarity: “In
the same way the twenty-four letters of the alphabet serve to form our words and |
express our thoughts, the outlines of the body serve to express the various passions
of the soul so as to reveal to the outside world what goes through our minds.”*

16 Hubert Damisch, Théorie du nuage: Pour une histoire de la peinture (Paris, 1972),

p. 152, citing Leon Alberti, De Pictura (1435) (Paris, 1992), vol. 1I, p. 78.

17 Tbid., vol. 1, p. 70.

¥ Letter to Chantelou dated November 1747. See Louis Marin’s analysis, which takes
up again Poussin’s “alphabet” to evoke the “letters of pictorial writing [...] the bodily signs
left by the movements of the minds as traces of their emotions,” Détruire la peinture (To
Destroy Painting), “Musique poussinienne encore: & propos de la Manne” (Paris, 1977);
and Arasse, Le détail, pp. 138-9.

¥ Arasse, ibid,, p. 142, specifies in a footnote that the reference to Yves Bonmefoy is

to be found in Bernard Vouilloux, “La description du tableau: la peinture et I’innommable,”
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To paint “all that can be seen under the sun” but also to interpret what one sees;
to structure the image on the model of language, and also to cheose one’s subject
matter; and finally, to strive towards an ideal form and not a mere imitation of
nature—this is another way of espousing Alberti’s Neoplatonic Idealism: to paint
nature not as it is, but as it should be and also to conform to Aristotle’s theory of
a selective imitation of nature,? for instance by making a hybrid painting which
would pick up in various models the details of beauty—as in the case of Zeuxis
who drew his inspiration from six young women so as to paint Helen?—or by
having in mind an ideal of beauty. Imitation painting must be larger than life and

present such an Idea of beauty and truth that one cannot tell what is fiction and

what is reality. Hence the longevity of the story told by Pliny, the famous episode of
Zeuxis’ grapes which deceived birds, and the accounts of Philostratus’s paintings
in which it was impossible to tell “if it was a real bee which was deceived by the
painted flowers or we who were mistaken, thinking it was real.”? Is it a bee lured
in by the painting or a painting which lures in the viewer? This tale brings us back
to the origins of painting: to make absence present and replace it by an illusion.

The Fortunes of Ut Pictura Poesis: A Few Theoretical Approaches
Let us now examine briefly a few theories which have had a major impact on the

study of the relations between text and image. These theories will help clarify
some of the allusions contained in the pictorial devices, as well as highlight the

questions debated by experts that we will encounter in our analyses of literary |

works. In the wake, as it were, of the humanist theory of ut pictura poesis, theorists
have periodically felt the need to reconsider the Paragone in the light of their own

Littérature, 73 (February 1989): pp. 61-82, citing Bonnefoy, p. 63. Poussin’s phrase about
the “twenty-four letters” is mentioned by Felibian, cited in Nicolas Poussin’s Leftres et
propos sur lart (Paris, 1964), p. 184.

2 Tor a discussion of these principles, see Lee, Ut pictura poesis, in the chapter on

“Imitation,” pp. 22-37.
2t Thid., p. 33. Lee specifies that Cicero tells the story of Zeuxis in De inventione, 11,
1, 1, sq., as well as Pliny in Natural History and Giovan Pietro Bellori in Le vite de’ pittori,
scultori e architetti moderni (Turin, 1976), pp. 13~15.
2 Apdré Chastel, in Musca depicta (Milan, 1994), lists the numerous stories of
deception induced by trompe-1 ‘eeil paintings, inganno, and the strategic importance of the

 fly, ever since Zeuxis’s grapes in Philostratus’s Imagines, I, 23, “Narcissus” (Chastel 16),

via the classical example give by Filarete in 1464 in Giotto’s Burla(Trattato di architectura,
MilanTA.M. Finoli and L. Grassi}, 1972, 11, 665) (Chastel 20), and then by Vasari in 1568 in
Vita di Giotto: the apprentice painter put a fly on the painting of his master Cimabue, who
conld not wave it away. The story took on several forms until a certain Marechal Ferant,
an unknown painter who was in love with Rubens’s daughter, used the same technique to
display his talent and thus obtain the object of his desire (Chastel 44).

S e
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period of time.” We have seen how Simonides of Ceos viewed painting as mute
poetry and poetry as speaking painting, and how Leonardo considered painting as
the leader of the-arts because of the natural superiority of the eye over the word.
Pictorial works thus have an evidentiary value, which explains their apparently
immediate presentation of the object.

Edmund Burke, in 4 Philosophical Enquiry Into the Origin of Our Ideas of the
Sublime and Beautiful ® takes up again the famous opposition between the eye
and the ear. Borrowing from the work of Locke*—particularly concerning the
categories of wit, the apprehension of resemblances, and jucdgment, the perception
of differences—Burke compares the “sublime” words to the “beautiful” images,
thereby drawing the main arguments of his theory of the “sublime.” Locke
compared poetry and prose, putting poetry on the side of the obscure because of
the abundance of images which cannot be seen, and prose on the side of clarity,
that of mental images, thus inverting the initial theory which conferred on images
a cognitive value. Burke extends this opposition to the comparison between poetry
and painting. For if, on the one hand, words are on the side of the obscure, of the
difficulty generated by the recognition of resemblances, but also of the suffering
caused by the excesses of verbal imagery, leading to confusion and pain and,
by extension, to the effect of the sublime, images, on the other hand, are on the
side of evidence and clear judgment. Following a painful process which makes
possible the perception of distinct images, the subject finally experiences the
pleasure of clarity which causes the aesthetic pleasure of the beautiful. We know
also how Burke applied the differentiation between the beautiful and the sublime,
resemblance and difference, and image and text to the categories of gender and
race—the sublime relying on terror and power by being a male aesthetic mode,
whereas the beautiful, with its qualities of softness and refinement and its capacity
to provide pleasure, was on the side of the feminine. According to him, the French
people were on the side of the sublime and the English people on the side of the
beautiful; hence his ideological discourse and the political consequences of his
theories,? inevitable in the context of the French Revolution.

Lessing’s Laocoon, published in 1766,” is famous for its critique of ut pictura
poesis “as it was embodied by history painters, but also, among the critics of
this doctrine, by those who, like de Piles, advocated a wider range of legitimate

2 This section draws heavily from Mitchell, Iconology, who takes up the various

relationships between text and image and offers an excellent synthesis.

24 Bdmund Burke, 4 Philosophical Enquiry into the Origin of Our Ideas of the
Sublime and Beautiful (1757), ed. James T. Boulton (Notre-Dame, 1958).

2 John Locke, Essay Concerning Human Understanding, Book 11 and Book I11, in
particular (1690). :

% Edmund Burke, Reflections on the Revolution in France (1790), in The Works of
Edmund Burke, 12 vols, ed. George Nichols (Boston, MA, 1865-67).

7 Gotthold Ephraim Lessing, Laocoon (Paris [17661, 1990).
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activities for painters.”? For Lessing, the aim of painting was above all to represent
beautiful bodies. Everything is subordinated to the “koperliche Schonheit,” the
beauty of the body. Hence the hierarchy he proposes of the various genres, with
landscape painting and still lifes at the bottom of the ladder. History painting did
not find favor with him either. The avowed goal of the Laocoon was to put an
" end to the confusion between poetry (a temporal art) and painting (a spatial art),
a famous distinction which concealed the fact that, by assigning to painting the
task of rendering the beauty of the body before its expression—"‘beautiful bodies
in beautiful postures”—ILessing unconsciously gave painting the same status as
sculpture, as evidenced in the example of the sculpted group emblematic of his
theory. If he was criticized for his narrow conception of formal beauty and his
rigorous classicism, his famous dichotomy, which divides poetry and painting
according to temporal and spatial axes, is still mentioned by critics. According to
this theory, poetry is a temporal art requiring a linear form of apprehension, like
reading, It is only afterwards, at the end of the reading process, that the work can
be appreciated in its totality, through a process of mental reconstruction. Painting,
however—the art of visible space, with an evidentiary value—can be apprehended
immediately and globally. This theory, as we know, is easy to criticize. Indeed,
even if it takes longer to read a novel than to view a painting, it does take time also
to decipher a painting. The more knowledgeable in art is the viewer, the longer
s/he will contemplate the work, examining its inner structure, its symbolic
elements, and its use of matter. A poem reads faster than a novel but requires one
or several re-readings as it resonates with itself and with other works long after the
first reading. There are poems whose layout, like calligrams, define a textual space
in the same way paintings may tell stories.”

Mariamna Torgovnick explains that reading a book or a painting requires
similar processes as they are both interpretive activities:

Cognitive psychologists have unsettled widely accepted ideas that reading
pictures and reading printed pages radically differ. They have shown that the
eye does not really perceive paintings holistically, nor really perceive words
sequentially.’®

She cites Ernest Gilman’s argument according to which, in both cases, one has
to see the whole thing, and then the parts, and then the whole thing again, this
phenomenon being comparable to two activities—that of “reading” and that of

8 See Lee, Ut pictura poesis, pp. 45-9 Tor a discussion of Lessing’s formula, and
also Mitchell, Ch. 4, “Space and Time: Lessing’s Laocoon and the Politics of Gender,” pp.
93-115.

29 Gee the discussion and clarification by Torgovuick, The Visual Arts, pp. 31-3, as
well as work by Rudolph Arnheim, in particular in Visual Thinking (Berkeley, 1969).

30 Torgovnick, The Visual Arts, p. 31,
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“vision” as comprehension.! The difference between the two experiences is
apparently in the order of the two operations: we first see a painting, then we
“read” it, we read a text, and then we “see” it (in the sense of “understand”).
There is also a considerable difference between the first and last perceptions of a
painting:

The order of experience in painting (seeing first, then “reading”) is superficially
the reverse of the literary experience, except that the final painting which, having
been seen and “read” is finally known, is no longer identical with the square of
canvas we happened to notice when we first walked into the room 32

This schematization of the experience of the legible and the visible in a chiasmic
mode provides a common ground to the interpretation of texts and paintings. Let
us note, however, that if a text is read, and then “seen” as a mental image, painting
is seen, then “read,” and then seen again. The text is rarely re-read immediately,
except if it poses any specific reading problem; or if the textual strategy requires
it to be re-read; or else if a professional obligation compels the reader to go
through it again. Is an extra stage therefore necessary in the case of the pictorial
or photographic image?

Not only did Lessing contrast painting and poetry in terms of space and time,
he also conceived them according to the following dichotomies: natural signs/
arbitrary signs; finite/infinite; imitation/expression; body/soul; exterior/interior;
silence/words; the beautiful/the sublime; the eye/the ear; femininity/masculinity.
These distinctions illustrate how close Burke’s and Lessing’s theories were at the
time. Much later, Ernst Gombrich, in Art and Hlusion,® discusses the platonic
opposition described in Cratylus between “conventional” signs and “natural”
signs, drawing the dividing line between language and image according to the axis
separating artifice (what is made up by man) and nature (what is given). As was
commonly thought even before Plato, images represent objects “directly” and are
therefore on the side of nature, whereas language, which requires the mediation
of thinking as well as the knowledge of a code, is on the side of convention and
artifice. Gombrich criticizes this dichotomy by putting forward the idea of a
graphic language of pictorial signs, and of a vocabulary of conventional forms,
which rules out the idea of pictorial representation as a mere translation of the
real. He thus lays out the foundation stone for a future “linguistics of the image.”
“Nature,” in that sense, is merely a conventional figure, a “second nature”—and
not a physical necessity—a code, like, for example, the code of “perspective” that
seems “natural” to us. Finally, Gombrich recreates the difference between nature
and convention at the level of the reception and production of images for, if the
act of seeing is just as natural as the act of opening one’s eyes, the production of

3 Tbid, p. 34.
2 Ernest Gilman, cited by Torgovnick, The Fisual Arts, pp. 34-5.
3 Ernst Gombrich, 4rt and Hlusion (London [1960], 1995).
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an image necessitates all the art available to the creator of images. Therefore, to
draw an outline is not merely a conventional way of circumscribing a subject; it
is also the trace of a routine operation that we carry out when we differentiate the
objects which surround us.

~ Gombrich’s theory is not approved unanimously; Mitchell criticizes it, seizing
the opportunity to reaffirm the text/image dichotomy in terms of natural vs.
artificial:

Gombrich’s power stems from his ability to retain the “traditional view” of
imagery while flirting with notions that seern innovative, modern or which
approach the boundaries of common sense.

Mitchell opposes the easy access to images to the difficulty of reading, images
being the signs that we share with animals and which are thus “naturally” adapted
to our senses.

In Languages of Art, Nelson Goodman elaborates a general grammar of symbolic
systems which relies on a theory of language and resorts to semiotics in the wake
of Roland Barthes’s work in Essais de sémiologie (Elements of Semiology) and
“Rhétorique de 1’image” (Rhetoric of the Image). He makes use of the distinction
between a sign and an icon, following the typology established by Charles Pierce,
for whom the world of signs is comprised of icons, symbols, and indexes—i.e. of
signs by resemblance and analogy, signs by convention, and signs by causal or
existential connections.?® The producer of the text or the image, and consequently
the reader or viewer, must carry out operations of denotation and connotation.
Gombrich elaborates a grammar of difference. For him, the image is part of a
dense, even system, which provides an example of a continuous system akin to
infinity. Each element is connected with the totality and derives its meaning from
the rest. Gombrich illustrates this proposition thanks to the metaphor of the non-
graduated thermometer. Language, on the contrary, is a differentiated symbolic
language which functions in a discontinuous way, as evidenced in the alphabet,
which contains a limited number of well-separated letters. Even when combined
as words, the letters remain isolated by blanks—there is no intermediate character
between a and b—and function as differentiated units, which may be combined
and transferred from one system to another. Language relies on a finite system due
to the limited number of characters, whereas a dense system remains open to an
infinite number of marks which are new, significant, and easy to integrate with the
symbol. The image of the thermometer, graduated this time, provides the model
for this system which functions on the mode of disjunction.

For Mitchell, “The trope of uf pictura poesis, seems, in Goodman’s work, to
have achieved its verbal apotheosis. Pictures, like paragraphs, have to be read as

3 Mitchell, Iconology, p. 87.
35 Nelson Goodman, Languages of Art (Indianapolis, 1976); Charles Pierce, Ecrifts
sur le signe (Paris, 1978). |
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an arbitrary code.”s Goodman’s system is obviously not a series of prescriptions
for the artist. Inventiveness and creativity are there to defy the rules of theorists
and enable artists to create their own theory in constant rupture with what precedes
them. Hybrid forms combining text and image are numerous enough for the
analogical system to be satisfied. As Goodman summarizes it, “a picture in one
system may be a description in another system.”” A paragraph may become a
skyscraper’s skyline, or a pictorial work may be covered with letters or legible
sequentially from left to right. It is a matter of symbolic systems and questions of
habit, convention, and prescription on the author’s part.

The aim of this survey of major theoretical works in text and image studies
is to give a few guidelines to the reader. Any review of a theory is necessarily
distorted, and we can only encourage the reader to go back to the sources to
elucidate the questions raised above. Let us note, however, that the issue of
the Paragone, the rivalry between text and image, is still much debated among
theorists, who tend to organize the painting space into a “syntax of the visible.”
We have seen that Jean-Louis Schefer’s book, which provides a “scenography of
a painting” under the auspices of signs and syntax, applies a grammar of painting
to Paris Bordone’s The Chess-Players3® As to Hubert Damisch in Fenétre jaune
cadmium,”® who studies the works of contemporary painters Rouan, Mondrian,
and Adami, he compares the paintings to the texts from which they supposedly
originate. Such is the case with Adami’s Freud en voyage (Freud’s Journey) and
Rouan’s braiding effects. In the first example, Damisch takes up again Poussin’s
phrase, “Read the story and the painting,” and integrates it to the semiotic analysis
of the painting. In the second example, he uses the old etymology—rtelayed by
Barthes who connects “text” and “tissu” (fabric)—in Rouan’s work by bringing
together “tresses™ (braiding) and text, We may be tempted to see in this constant
seesaw movement between text and image a reminder that language “speaks”
human beings as much as human beings are “language beings,” and that between
pictorial works and human discourse there is an infinite dialogue. Language
figures in and around the works, either in the form of a title which, even when
reduced to the denegation of “Without Title,” exists as a text which produces an
effect. This text triggers a process of gestalt, as is the case, for instance, in this
small painting by Nicolas de Sta&l in which vertical blue and white stripes break
apart a pale yellow space—a painting which all at once comes together thanks to
its title, Le Lavandou.*® Admittedly, one needs to know what the Lavandou is, and
what connotations this place has—such as Provence, the sea, and the sunshine—
hence the parasols and the deckchairs. However, far removed from the abstraction

36 Mitchell, Iconology, p. 65.

31 Goodman, Languages of Art, p. 226.
Jean-Louis Schefer, Scénographie d'un tableau (Paris, 1969).
Hubert Damisch, Fenétre jaune cadmium (Paris, 1984).

) Nicolas de Staél, Peintures et dessins, Catalogue de 1’exposition (March 15-June
19, 1994), p. 133.
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process, the painting may also be read, first and foremost, as a pictorial manifesto
and as a sheer jubilation of paste, matter, and rhythm. There is therefore a double
‘level of reading, as well as the outline of a narrative—the narrative of a day by the
sea, or the narrative of the sketch of a composition displaying the paste of the pure
color, in one location, and the graphic gesture in another. “We could say that the
trace, the hatching, the shape, in other words, the graphic event is what gives the
sheet or the canvas its existence, its significance, its jouissance.”*!

Sometimes the text also appears in the painting, figuring the words uttered by
the characters, as in the phylacteries of medieval manuscripts, or inscribed on one

. of the objects represented. The text may also stand for the voice of the logos inside
the tomb, as in Guerchin’s The Arcadian Shepherds or in Poussin’s Shepherds of
Arcadia, which was so brilliantly analyzed by Louis Marin.” The text may also be
the artists’ signatures as they appear on the sixteenth-century cartellini, sometimes
adorned with a fly which seems to have come to perch on the surface represented,
beyond the boundaries of the representing space—as a striking example of
inganno, savoir faire, and frompe-I'ceil. The text may also appear briefly as a
commemorative plaque, like that of Philippe de Champaigne which was painted
in 1662 and is now displayed at the Louvre.* Finally, a sentence may sometimes
negate the subject of the representation, like Magritte’s famous and polysemic Ceci
1'est pas une pipe (This is Not a Pipe). The text constitutes the painting’s system
when “undecipherable” types of writings, signs without referents, and simulacra
of letters cover the surface of the painting, as in some of Nicolas de Staél’s Indian
ink drawings—see his 1953 Etude(s) d’aprés Seghers (Study(ies) after Seghers)
and 1953 Etudes de Paysages en Italie (Studies of Italian Landscape),* which are
nothing but traces, accents, and spaces—or some of Braque’s drawings, such as
his 1931 S#ll Life.”> We might also be tempted to do a similar “reading,” at least
in part, of Pollock’s drippings, which represent gestures very close to a mode of
writing.

The legible may also figure in the form of an object, like the innumerable books
that punctuate the history of painting, such as the books in the hands of the Virgin
or of the saints; the Books of Hours like that of Mary of Burgundy;* or the books
that the Evangelists or the saints are supposed to be writing, like Hans Memling’s
Tryptich with Saint-John the Baptist and Saint-John the Evangelist, which is kept
at the Hopital Saint-Jean in Bruges, Belgium, and in which one can see Saint John,

41 Barthes, L obvie et I'obtus, p. 178,
42 Matin, Détruire la peinture, pp. 82-114.

4 See Svetlana Alpers in her chapter “Regarder les mots,” L’art de dépeindre: la .

peinture hollandaise au XVIléme siécle (Paris, 1990); and André Chastel, Musca depicta.

" De Stagl, Peintures, pp. 11-12 and pp. 187-8.

45 Braque, Nature morte (1931), watercolor in grey, white, and black. Baltimore Art
Museum, reproduced in Modern Drawings, ed. Monroe Wheeler (New York, 1947).

6 Mary of Burgundy Reading, Mary of Burgundy’s Book of Hours, tenth century,
Mlumination, reproduced by Daniel Arasse, Le détail, p. 53.
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sitting, writing his narrative with various scenes from the Apocalypse painted
behind him.* Finally, even though Duchamp’s ready-mades, for example, turn
into art the most prosaic objects, such as a urinal or a bottle-holder, they take on
an iconoclastic dimension which destroys painting even more than Caravaggio
did according to Poussin’s famous accusation: “ M. Poussin, who could not stand
the Caravaggio, would say that the latter was born fo destroy painting.”*® Those
objects nonetheless do produce a theoretical “text” through their incongruous and
provocative presence in museums,” as evidenced by the title of Mitchell’s book,
Picture Theory: Ut Pictura Theoria, which plays on Horace’s famous phrase.

After noticing the conflicting relationships between painting and poetry—we
have seen that, through a predictable inversion, or chiasmus, painting worked just
like poetry, by telling a story—we are now going to examine the instances of
the pictorial arts within literary texts, By giving back all its strength to Horace’s
phrase, we shall try to see how poetry “is like” or “acts like” painting through
a distortion of the phrase, The pictorial image thus appears as the return of the
repressed of the “poetic™ text (“poetic” being used here in its broadest sense), in
the form of a narrative or indirectly through the descriptive mode,

Figures, Figural, Figured, Figurative, Figuration ...
Ekphrasis

To prolong the comparison between the Sister Arts and uf pictura poesis:
ekphrasis is the major figure to which hypotyposes and “tableaux,” among others,
will conform. Over time, the meaning of ekphrasis—elk-phraso meaning “to speak
out,” as Ruth Webb recalls,* was defined at its origins as “an extended description
of an object in vivid, animated terms”—became restricted to the description of
an art object (painting or sculpture) which, by being rich and detailed, seems to
give it life. It endowed a silent work with the capacity to speak, as the etymology
suggests, thus bringing an answer to Simonides of Ceos’s aphorism: mute painting
was beginning to talk. It was the ear at the service of the eye, a wider domain
traditionally reserved for enargeia, a rhetorical device which consisted in giving
a vivid description meant for the eye of the soul. Used by lawyers, enargeia was

7 Like the burning rock destroying ships, the grasshopper plague, the horses on the

beach, the angel, the Lady of the Apocalypse, and the seven-headed dragon. Hilde Lobelle-
Caluwe, Musée Memling (Bruges, 1987), p. 54.

8 Marin, Détruire la peinture, p. 14,

See Alain Séguy-Duclot’s analysis in “Un ready-made est-il une ccuvre d’art?”,

Poétique, 105 (1996): pp. 3-22. , )

0 For a more recent, sound, and detailed approach of ekphrasis resting on classical
theory, see the work of Ruth Webb, Elkphrasis, Imagination and Persuasion in dncient
Rhetorical Theory and Practice (Farnham, 2009).
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supposed to help depict the scene in such a way as to lead the judges to a favorable
verdict. Tt gradually ended up coinciding with ekphrasis as a poetic principle,
ekphrasis itself having now a restricted field.

In Ekphrasis, an exhaustive book which expands on W.J.T. Mitchell’s work on
iconology, Murray Krieger starts by listing the canonical examples of the shields
that served as prototypes for ekphrastic description,™ and then proceeds to examine
the theories that punctuated the endless fight Da Vinci called Paragone. Homer’s
description of Achilles’ shield, and then Virgil’s description of Aeneus’ shield are
indeed descriptions of fictitious works of art since the shields will remain mythical.
The rhetorical artifice serves to suspend the action in progress while presenting
other actions of a heroic nature, which are supposed to be sculpted onto the shields.
Let us note that we are presented here with one of the two functions of narrativized
description, as we shall discuss later. Krieger juxtoposes two reproductions of
shields. One, after an engraving by Vleugel reproduced for Pope’s Iliad, appeared
in Jean Boivin’s L Apologie d’Homére et le bouclier d’Achille (Homer's Apology
and Achilles’ Shield); the other, after a photograph of Flaxman’s shield, consists
in a silver bas-relief stuck on a plaster mold, dating back to 1821 (Huntington
Library).” These Achilles’ shields testify to the efforts made by artists to give
life, down to the slightest detail, to what was a mere textual shield—a just reward
which highlights the constant seesaw movement between text and image.

The circular shape of the shield produces a circular narrative, the narrative of
the injury to Achilles and the hero’s decision not to get revenge, in the same way
the Odyssey will be later the narrative of a journey, a voyage in the shape of a
loop. We can see through this example that the spatialization of a narrative plays a
prominent part, as evidenced by the great number of spatial metaphors in literary
discourse, through words such as “structure,” “frame,” “circularity,” “mirror,”
“mise en abyme,” “chiasmus,” “figlire,” “construction,” “antithesis,” “parallel,”
“opening,” “rise,” “peak,” “fall,” typographic “blank,” “ ”
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teﬁ(ture, image,” and
“période carrée,” as evidenced in the old rhetoric books. The Renaissance used
the word “commonplace,” from the Ciceronian tradition of the eulogy, to codify
and list the clichés and forms to use in speeches. This phenomenon may be an
indicator of the importance of the visual in the act of reading, since the textual
image is what remains in the reader’s eye once he/she has put down the book:
devices, “frames,” scenes, places, and atmospheres.

Krieger finds the circularity of the canonical ekphrasis in another archeo-
literary model, that of the funeral urn as in Keats’ “Ode on a Grecian Urn,” or
in Donne, Shakespeare, T.S. Eliot, and Faulkner.® Leo Spitzer, in his analysis of
Keats’ “Ode on a Grecian Urn,”" has brilliantly shown the fecundity of the circular

L Krieger, Elphrasis, fo. 10,

2 Ibid,, p. xiii.

3 Ibid., Appendix, pp. 263-88, 271,

3 Leo Spitzer, “The ‘Ode on a Grecian Urn,” or Contents vs. Metagrammar,” in Anna
Hatcher (ed.), Essays on English and American Literature (Princeton, 1962), pp. 67-97.
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shape of the Grecian urn as a modeling principle—a container which mimics its
contents since the urn contains the ashes of the deceased. A variation on this theme
is to be found in Graham Swift’s novel Last Orders, in which four friends of the
deceased, carrying out his last orders, travel from London to Margate, Kent, so
as to scatter his ashes. The novel, scattering the narration into a multiplicity of
voices—four major ones to which are added minor ones—builds itself as a funeral
urn containing fragments of the life of Jack the butcher, which the reader can
reconstruct thanks to the polyphonic discourse. “Dust to dust, ashes to ashes,” the
rotundity of the last orders’ (plastic) urn is superimposed in parodic mode to the
rotundity of the polysemic “last orders” beer glass, the last ritualistic injunction for
“last orders” just before a pub closes.

The shape of the funeral wrn therefore functions as a paradigmatic model for
a lot of other circular narratives which are, for Krieger, like the ouroboros, the
eternal return. He sees in it a sign of closure in modern narratives, against which
postmodernism will react, refusing closure and, to quote Derrida, the logocentrism
of the word which says the world. There are lots of weli-known examples of
narratives “eating their own tails.” Let us mention, for instance, Barthelme’s
Mobius ring in Welcome to the Funhouse, Joyce’s Finnegan’s Wake, whose last
sentence takes the reader back to the incipit, or Paul Auster’s Moon Palace.
Another emblem of circular structure is the wheel which often, as in T.S. Eliot,
turns and stays still: “That the pattern may subsist, that the wheel may turn and
still/Be forever still.”™s It suffices to read W.B. Yeats and John McGahern to see
the importance of wheels, circularity, and circles in Irish literature, for instance,
possibly to echo the religious word and also Eliot’s (“in my end is my beginning,
in my beginning is my end”),’ as well as the Celtic entanglements of the Book of
Kells. Thinking is thus structured along the axes of time and space, paradigm and
syntagm, upon which man inscribes himself in the manner of Leonardo Da Vinci’s
human figure,

To summarize, ekphrasis was therefore, in the great poetic tradition, a
celebration, an homage. It was part of the epideictic genre. The representation
of a representation, ekphrasis shows itself through this distance as a theoretical
act of self-reflexivity from an art form which discloses another art form, It is the
non-natural sign of a natural sign within the conversation which aimed at ranking
the arts according to the categories of the natural (painting, on account of its
immediacy) and non-natural (poetry, on account of its convention and artificiality).
The insertion or inclusion within the flux of the narration of a spatial object—
shield, urn, painting—spatializes narrative, which is a temporal art, and blurs the

See also Grant F. Scott on Keats in The Sculpted Word: Keats, Ekphrasis and the Visual Arts

“(Hanover, NH, 1994), and James Heffernan’s own references to such a favorite of word/

image studies, in his Museum of Words: The Poetics of Ekphrasis from Homer to Ashbery
(Chicago, 1993),

55 T.S Eliot, Murder in the Cathedral, cited by Krieger, Elkphrasis, p. 265.

*6 John McGahern, “Like all Other Men,” Collected Stories (London, 1992).
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sharp distinctions made by Lessing between painting as a spatial art and narrative
as a temporal art. Let us note also that Krieger makes a distinction between two
types of enargeia. Hypotyposis was one of the forms of the rhetorical trope of
enargeia.”” Enargeia, to quote Krieger, is “the capacity of words to describe with a
vividness that, in effect, reproduces an object before our very eyes (i.e. before the
eyes of the mind)” (68). For Krieger, the first type of enargeia consists in giving
a vivid description of the object so as to place it before the eyes of the viewer,
who sees it from the exterior and theréfore stays at a distance from it. The aim is
to produce a verbal equivalent of the object. In the second type of enargeia, the
idea is to penetrate the very process of representation, to be as close as possible to
the acting creator, to “render” what he felt, what is at the source of his inspiration;
in the same way, at the other end of the spectrum, the idea was to “render” the
viewer’s feelings and emotion. This is the theory of empathy with the subject, i.e.
M.H. Abrams’s “expressive theory,” of which Krieger offers a definition based
on the writings of Longin on the sublime—hence its success with the Romantics.
This second type of enargeia makes possible, among other things, the description
of the fantastic visions which exist only in the creator’s mind. There is therefore an
intensity of the visual representation in Enargeia I, and of the emotional reaction
in Enargeia I which goes beyond the mimetic representation, central in Enargeia
1. This distinction seems useful concerning the various possible combinations
between the poles of reception and production of a work, thereby enabling
ekphrasis to focus on the description of an image from the viewer’s perspective or
to step across the mirror from the creator’s perspective, which changes the textual
data and shifts the modalities at stake. :

The polarities characterizing the various actors of Krieger’s ekphrasis can be
schematized in the following way:

object (of imitation) referent
viewer creator

work of art

This chart illustrates clearly the systems of polarity and triangularity which are
at stake in the relationships between viewer-work-referent, creator-work-referent,
and work-referent, but it lacks the interaction between creator and viewer. This
schema shows the modes ruling the relationships between the thing and its
icon, relationships which can take place on the symmetrical or dissymmetrical,
analogical or antithetical, and even transgressive mode.

M.H. Abrams had already suggested a model taking into account the same
actors of the artistic relationship, but functioning in a slightly different way. In
The Mirror and the Lamp, he draws the famous triangular schema highlighting

57 Not to be confused with energeia, the powerful presentation of an argument,

The Infinite Dialogue Between Text and Image 47

the various directions taken by criticism, depending on which of the four actors of
representation it focuses on:*

UNIVERSE
WORK
ARTIST AUDIENCE

Hence the following aesthetic preoccupations: “mimetic theory” (concerned with
the referent); “pragmatic theory” (whose object is the effect on the viewer and
the aimn, edifying or didactic); “expressive theory” (the artist expresses his/her
feelings); and “objective theory” (concerned with the object, hence the phrase
“art for art’s sake”), We can see that these two schemas are reminiscent of that
of Roman Jakobson highlighting “the various factors of verbal communication”:

CONTEXT
ADDRESSER MESSAGE ADDRESSEE
CONTACT
- CODE

This schema encompasses the six functions, which are oriented according to the
six factors of communication: the emotive function (addresser); the poetic function
(message); the phatic function (contact); the metalinguistic function (code); the
referential function (context); and the conative function (addressee). Jakobson
classifies poetic genres also by involving the participants:

Beside the predominant poetic function, [there are also] other verbal functions,
in a hierarchical order which varies. Epic poetry, centered on the third person,
draws heavily on the referential function; lyric poetry, centered on the first
person, is intimately linked to the emotive function; the poetry of the second
person is marked by the conative function, and is supplicatory and exhortative,
depending on whether the first person is dependent on the second or the second
on the first. '

We saw that ekphrasis belonged to the epideictic genre, which Philippe Hamon
calls “the semiotic counter-gift, in the form of a text, owed by the collectivity who
designates the describer to do so, and given to some benefactor (king, nature, God,
etc).”Ekphrasis therefore combines the referential function and the conative
function, which also appears in classical descriptive modes, such as prosopopeia
which gives a voice to the absent, hence apostrophe and dialogism.

8 ML.H. Abrams, The Mirror and the Lamp (Oxford [19531, 1971), p. 6.

% Roman Jakobson, “Linguistique et poétique” [1960], Essais de linguistique
générale (Paris [1963], 1986), pp. 214-20.
8 Philippe Hamon, Introduction & I'analyse du descriptif (Paris, 1981), p. 10.
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And prosopopeia is one of the staples of James Heffernan’s own discussion
of ekphrasis and of Krieger’s work:®! thus he makes a point of drawing a line
between Krieger’s work and his own. His approach is more rhetorical and he
clearly advocates the dynamic quality of ekphrasis, refusing to see it as a frozen
part of a text, a trait I would strongly support. Interestingly enough, he puts forth
the fact that “what has kept it alive is its paragonal energy” (Heffernan 6). For
Heffernan, ekphrasis is “an enduring as well as ancient poetic mode” (Heffernan
137). He also sees it in gendered terms, which is a trait I also defended:*? image
(description) is seen in feminine terms, whereas language (narrative) verges on
the masculine. Heffernan mostly studies ekphrasis in relation to poetry, its ideal
locus as it were. This book will focus on ekphrasis in fiction, a different kind
of ekphrasis altogether producing or responding to different ways of working/
reading, Heffernan also insists on it being a mode more than a genre. For Heffernan,
ekphrasis works along four lines—conversion, friction, Paragone, prosopoeial
envoicing (Heffernan 136)—that we shall also find in my analyses. From mere
ornament to self-sufficient detachable piece as Barthes recalled, the evolution of
ekphrasis is also linked to the evolution of museums according to Heffernan, a
stimulating point indeed (Heffernan 138).

To represent works of art through language is to proceed to an operation of
over-coding, i.e. to present a second time the sensible world which was already
represented, i.e. Plato’s appearances of appearances. The artistic image within the
text takes on an epistemic or heuristic value. It is always “already there,” “pre-
constructed,” as the linguists say. It thus appears as a place where meaning is
increased, a place of aesthetic over-saturation. This will lead us to posit the artistic
image as a trope, a full-fledged “figure” of enargeia of which hypotyposis and
ekphrasis are specific forms.

Svetlana Alpers has brilliantly shown the heuristic value of Dutch painting, a
“descriptive” sort of painting which she opposes to the narrative value of Italian

painting based on the Albertian model.® Dutch painting is supposed to have .

popularized the discoveries of physics, in particular optics. The minute work of
Dutch painters—who were more concerned with the details and light (fumen)
coming from the objects than with the light (/ux) coming from the viewer’s eye, and
who lit up the objects according to an anthropocentric tradition—paved the way
for Kepler, whose theories of vision as a mere recipient of images at the back of
one’s eye revolutionized dioptrics. Therefore, according to Alpers, Dutch painting,
- concerned with nature, has a descriptive nature, recording the world as the image

8 Heffernan, Museum of Words. For further discussion of ekphrasis, see 1, Hillis

Miller, Mustration (London, 1992); Peter Wagner, Icons — Texts — Iconotexts (Berlin,
1996); and Webb, Ekphrasis, Imagination and Persuasion.
% See Liliane Louvel, Le fiers pictural: Pour une critique intermédiale (Rennes,
2010). :
8 Alpers, L'art de dépeindre, pp. 1819, and the chapter entitled “Ut pictura, ita
visio.”
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does at the back of the retina, which Kepler calls “pictura,” uf pictura, ita visio—
unlike the Albertian model which imposes a frame on representation in the form
of a window. Let us mention that in the hierarchy of arts,.the Italian Renaissance
ranked narrative painting, and above all history painting, first. Landscapes and still
lifes, which were favored by Dutch painting, came last,

Finally, let us note that according to the rules of ekphrasis, to describe a work
of art so vividly that it seems to place the object before the viewer’s eyes paved
the way for fantastic and Gothic art, which knows no boundaries when it comes to
making paintings talk, animating statues, or having their characters step off their
pedestals, or out of their frames, as in Walpole’s The Castle of Otranto—not to
mention conversations which resurrect the dead and leave behind houses fissured
from top to bottom and about to collapse into the dark waters of a pond (think of
Edgar Allan Poe’s The Fall of the House of Usher).

Hypotyposis

According to Pierre Fontanier,™ there are only two “figures of style by imitation”;
hypotyposis (to make someone see) and harmonism (to make someone hear),
He reminds his readers that hypotyposis comes from the Greek word signifying
“model, original, painting” and derives from the verb “to draw, to paint.” Stemming
from “under” and “to figure,” hypotyposis, just like ekphrasis, makes the person
see the object vividly, “replaces the original with the copy” (Fontanier 266):

Hypotyposis paints things in such a vivid and forceful manner that it places them,
as it were, before the eyes of the viewer and turms a narrative or a description
into an image, a painting, or even a real-life scene [...] sometimes, it consists
in just one stroke [...] sometimes, there are several strokes, brought together in
a narrow frame, more or less one single sentence [...] sometimes also, a series
of sentences, a series of hypotyposes, produce a painting which is more or less
large and more or less complex. (390, emphasis mine)

It is pertinent to mention that if, in the definition, hypotyposis varies in length (the
shorter version being the diatyposis, which has fewer words and things visualized,
in the same way a metaphor is shorter than an allegory), the sentence plays the part
of the fiame, the series of sentences that of the painting, and the pictorial code is
brought up to convey the vividness of the description. Bernard Dupriez confirms
the link with the pictorial in the following way:

Hypotyposis is therefore a development of the image in the double sense of
the term: visual image and rhetorical image (metonymy or metaphor); [.]

8 Pierre Fontanier, Les figures du discours (Paris [1821-30], 1977).
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comparisons, allegories, and applications will often be hypotyposes when they

“form an image.”®

He makes the distinction between a descriptive hypotyposis and a rhetorical
hypotyposis, “in which the action is an artificial representation of the idea.” It
is therefore not surprising that in order to convey the impression of life, writers
should sometimes resort to what was called in the nineteenth century a “tableau
vivant,” a kind of mise en scéne of a famous painting or historical event, which is
a hybrid form drawing from the theater, from painting, and from real life. A writer
like Angela Carter made the most of this hybrid form in Nights at the Circus,
thanks to a baroque and lush kind of writing. It would be worth analyzing the
relations between theatricality and painting for, as we know, certain “scenes”
were the occasion of veritable pictorial or artistic arrangements within Italian
design. They were conceived as “tableaux,” a term used in the theater, The mise
en scéne is like a survival of the painter’s eye framing the scene, setting the décor,
and choosing the colors of the costumes; while in their interpretation of body
language or kinesics, the body movements were like Poussin’s alphabet, which

was mentioned above. Bob Wilson’s work is there to remind us of this period,

just like the memory of the dialogue between Greuze’s paintings and Rousseau’s
theatrical attempts.

For Morier also, hypotyposis is a figure which consists in “describing a'scene
so vividly, dynamically, and accurately that it meets our eyes with the presence,
the sharpness, and the colors of reality.”® Note here the word “presence” for what
is in fact absent, which is precisely one of the functions of re-presentation, making
the scene so lively, as well as the word “relief,” a characteristic of animated beings
but also of sculpture. The reference to “colors” also suggests the emphasis on
the pictorial code. These comments are corroborated by the following remark by
Francis Wey and his insistence on the analogy with painting:

Almost all figures are descriptions in disguise: any allegory, any metaphor even,
is a brief description; he who cannot describe cannot write. Poetic imagination
is conveyed through a multiplicity of images; to describe is to paint, and to paint
is to form images.”’

Rhetoric offers a whole series of categories which make it possible to relate a
“pictorial” description to the various genres of painting. Bernard Dupriez suggests
as synonyms of hypotyposis: “image (Boileau); painting (Fenelon); painting
(Fontanier); painted image (Edmond De Goncourt), mise en scéne, energy

65 Bernard Dupriez, Les procédés littéraires (Paris, 1984),

Henri Morier, Dictionnaire de poétique et de rhétorique (Paris, 1981).

7 Francis Wey, Remarques sur la langue francaise (Paris, 1845), vol. 2, p. 404, cited
by Philippe Hamon, Introduction & 'analyse du descriptif, p. 25.
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(Du Bellay).” To these categories can be added collages, mirrors, mises en abyme,
clichés and so on.

For Jean-Louis de Boissieu and Anne-Marie Garagnon, an image designates:

in the usval sense, certain forms of visual representations and oral or written
descriptions. In the rhetorical sense, the image is used, without any specifications,
for an expression in which, through a trope (based or not on analogy), through a
figure or through any semantic anomaly, a second meaning appears”® (Dupriez).

For the sake of clarity, let us propose two schemas which take up again Bernard
Dupnez_’s distinction between a “literary image” (the emergence of a second
analogical meaning) and a “visual image” (a synonym for “mental image”):

“the literary image”
metaphor comparison allegory

(one word) (a syntagm) (a series of syntagms)

. “the visual image” (= mental image)
description hypotyposis diatyposis portrait  prosopopeia

A few concluding remarks: one could object that if hypotyposis and a fortiori
ekphrasis are two means of conjuring up the visual image, they are nonetheless,
since they draw on art, an analogical system of discourse which creates “figures.”
Let us posit also that since hypotyposis differs from ekphrasis in the fact that
hypotyposis does not concern an art object identified as such, but rather evokes
a painting indirectly, thus producing a “painting-effect,” it forces the critic to
establish rigorous criteria which will enable him to spot in the text the pictorial
markers without succumbing to easy analogies. The role of llypofyposis and
ekphrasis cannot simply be reduced to ornamentation, as people thought for a
long timFt, in particular in classical times. We shall have the opportunity to see its
pragmatic impact on the reader, but also on the narrator thanks to its expressive
force, in the etymological sense of the term “to bring out of.” From hypotyposis,
which suggests a pictorial analogy, to ekphrasis, where the art object is present,
via all the intermediary forms presented above, “pictorial description” shall enable
us to lay the foundations of a poetics of the iconotext. Whereas other theorists
fmd critics have tended to put under the same heading very different ways for the
image to manifest itself in a text, what I will offer is a scale of pictorial description
that takes into account their precise gradations and different degrees of saturation.

68 Jean-Louis de Boissieu and Anne-Marie Garagnon, Commentaires stylistiques
(Paris, 1987), p. 264.
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many twinklings of meaning that signal themselves in the interstices opened by
the wound caused by the image to the body of the text, when the image “touches”
and “leaves marks.” The image is also a figured fantasy which manifests itself
against the resistance of the text. Style is what opens the text, * revealed like those
anatomy figures, cutaway drawings. The image is what also makes p0531ble a
thorough investigation of the flesh of the text, the layered organics under smooth
aesthetics when the anatomic Angel spreads its wings. This too is an illusion.

54 See Georges Didi-Huberman, Ouvrir Vénus (Paris, 1999), “Le temps des images,”

back cover.

Bibliography

Literary Theory and Word/Image Studies

Abrams, M.H., The Mirror and the Lamp (Oxford: Oxford University Press
[1953], 1971).

Alberti, Leon Battista, De la peinture, 11, trans. Jean-Louis Schefer (Paris: Macula-
Dédale, 1992).

Alpers, Svetlana, L'art de dépeindre: la peinture hollandaise au XVIléme siécle
(Paris: Gallimard, 1990).

Arasse, Daniel, Le détail: Pour une histolre rapprochée de la peinture (Paris:
Flammarion, 1992).

——, On n’y voit rien (Paris: Denogl, 2000).

Aristotle, Poétigue (Paris: Gallimard, 1990).

Armstrong, Nancy, Fiction in the Age of Photography: The Legacy of British
Realism (Cambridge, MA: Harvard University Press, 1999).

Arnheim, Rudolph, Visual Thinking (Berkeley: University of California Press,
1969).

Jan Baetens and Pascal Lefévre, Pour une lecture moderne de la bande dessinée
(Amsterdam/Brussels, 1993).

Bal, Mieke, Images littéraires ou comment live Proust (Montréal: XYZ/Toulouse,
PUM, 1997)

“Rembrandt,” Beyond the Word-Image Opposition, The Northrop
Fry Lectures in Literary Theory (Cambridge: Cambridge University Press,
1991).

Baltrusaitis, Jurgis, Anamorphoses: Les perspectives dépravées (Paris: Flammarion
[1955], 1984).

Banu, Georges, Le rideau ou la félure du monde (Paris: Adam Biro, 1997).

Barbaras, Renaud, et al.,, Phénoménologie et esthétique (Paris: Encre Marine,
1998).

Barthes, Roland, La chambre claire (Paris: Cahiers du cinéma, Galhmard Seuil,
1980).

——, L’image génératrice de textes de fiction, La Licorne (Poitiers: Faculté des
Lettres et des Langues, 1995).

——, L’obvie et ['obtus (Paris: Seuil, 1982)

, S/Z (Paris: Seuil, 1970).

Beaujour, Michel, Miroirs d’encre (Paris: Seuil, 1980).

Benveniste, Emile, Problémes de linguistique générale, 2 vols (Paris: Gallimard
[1966], 1974).




190 Poetics of the Iconotext

Blanchot, Maurice, L’espace littéraire (Paris: Gallimard, Folio Essays, 1988).

Bonfand, Alain, L’expérience esthétique & 1’épreuve de la phénoménologie (Paris:
PUF, 1995).

Borel, France, Le modéle ou I'artiste séduit (Paris: Skira, 1988).

Brunet, Roger, La carte, mode d’emploi (Paris: Fayard, 1987).

Bryson, Norman, Word and Image: French Painting and the Ancient Regime (New
York: Cambridge University Press, 1981).

, Vision and Painting: The Logic of the Gaze (London: Macmillan, 1983).

Buci-Glucksmann, Christine, L @il cartographique de ’art (Paris: Galilée, 1996).

Burke, Edmund, 4 Philosophical Enquiry into the Origin of Our Ideas of the
Sublime and Beautiful, ed. James T. Boulton (Notre-Dame: University of
Notre Dame Press [1757], 1958).

Camille Michael, Image on the Edge (London: Reaktion Books, 1992); Images
dans les marges (Paris: Gallimard, 1997).

Caws Mary Ann, The Eye in the Text: Essays on Perception, Mannerist to Modern
(Princeton: Princeton Essays on the Art, 1981).

Chastel, André, Musca depicta (Milan: Ricci, 1994).

Clair, Jean, Méduse: Contribution & une anthropologie des arts Du visual (Paris:
Gallimard, 1989),

Dillenbach, Lucien, Le Récit spéculaire: Essais sur la mise en abyme (Paris:
Seuil, 1977).

Damisch, Hubert, Théorie du nuage: Pour une histoire de la peinture (Paris: Seuil,
1972).

——, Fenétre jaune cadmium (Paris: Seuil, 1984).

de Piles, Roger, Cours de peinture par principes (Paris: Gallimard [1708], 1989).

Debray, Régis, Vie et mort de 'image (Paris: Gallimard, 1992).

Deleuze, Gilles and Félix Guattari, Mille plateaux (Paris: Minuit, 1980).

——, Différence et répétition (Paris: PUF, 1969).

——, Logigque du sens (Paris: Minuit, 1969).

, Francis Bacon: Logique de la sensation (Paris: La Différence, 1996).

——, Critique et clinique (Paris: Minuit, 1993),

Derrida, Jacques, Marges de la philosophie (Paris: Minuit, 1972).

——, L’écriture et la différence (Paris: Seuil, Points [1967], 1979).

——, La vérité en peinture (Paris: Flammarion, 1978).

Dessons, Gérard, Emile Benveniste (Paris, 1993).

——, L'odeur de la peinture: Essai sur une question posée par Rembrandt d la
peinture (Paris: I’ Aphélie, 1987).

and Henri Meschonnic, Traité du rythme (Paris: Dunod, 1998).

Didi-Huberman, Georges, La peinture incarnée (Paris: Minuit, 1990).

——, Ce que nous voyons, ce qui nous regarde (Paris: Minuit, 1992).

——, Fra Angelico: Dissemblance et figuration (Paris: Flammarion, 1995).

——, Ouvrir Vénus (Paris: Gallimard, 1999).

, Devant le temps (Paris: Minuit, 2000).

Dupriez, Bernard, Les procédés littéraires (Paris: UGE, 1984).

Bibliography 191

Dupuis, Michel and Paulette Michel (eds), The Fine Instrument: Essays on
Katherine Mansfield (Sydney: Dangaroo Press, 1989).

Eco, Umberto, Lector in fabula (Paris: Grasset, Biblio Essais, 1985).

, Sugli specchi e altri saggi (Milan: Bompiani, 1985).

Escoubas, Eliane, Imago Mundi: Topologie de I'art (Paris: Galilée, 1986).

Flaxman, Rhoda L., Victorian Word-Painting and Narration (Ann Arbor/London:
UMI Research Press, 1983).

Fludernik, Monika, Towards a Natural Narratology (London: Routledge, 1996).

Fontanier, Pietre, Les figures du discours (Paris: Flammarion [1821-301, 1977).

Foucault, Michel, Les mots et les choses (Paris: Gallimard, 1990).

Fresnault-Deruvelle, L éloguence des images: Images fixes III (Paris: PUF, 1993).

Gandelman, Clande, Le regard dans le texte: Image et écriture du quattrocento au
XXé siecle (Paris: Méridiens Klincksieck, 1986).

Genette, Gérard, Figures III: Discours du récit (Paris: Seuil, 1978).

, Palimpsestes: La littérature au second degré (Paris: Seuil, 1982).

Gillespie, Diane, The Sisters’ Arts (Syracuse, NY: Syracuse University Press,
1988). '

Gombrich, E.H., Art and Illusion (London: Phaidon [1960], 1995).

Goodman, Nelson, Languages of Art: An Approach to a Theory of Symbols
(Indianapolis: Hackett, 1976).

Gowing, Lawrence, Cézanne (Edinburgh/London: Tate Gallery, 1974).

Groensten, Thierry, Systéme de la bande dessinée (Paris: PUF, 1999).

Gurr, Andrew, Writers in Exile: The Identity of Home in Modern Literature
(Brighton: Harvester Press, 1981).

and Clare Hanson, Katherine Mansfield (London: Macmillan, 1981).

Hagstrom, Jean, The Sister Arts: The Tradition of Literary Pictorialism from
Dryden to Gray (Chicago: University of Chicago Press, 1958).

Hamon, Philippe, Imageries et image au XIXe siécle (Paris: José Corti, 2001).

, Introduction a l'analyse du descriptif (Paris: Hachette, 1981).

Hanson, Clare, Short Stories and Short Fiction, 1880~1980 (London: Macmillan,
1985).

Heffernan, James A.W., Museum of Words: The Poetics of Ekphrasis from Homer
to Ashbery (Chicago: University of Chicago Press, 1993).

Heusser, Martin et al. (eds), Word and Image Interactions 1 (Amsterdam: Rodopi,
1990). ;

——, The Pictured Word: Word and Image Interactions 2 (Amsterdam/Atlanta;
Rodopi, 1998).

——, On Verbal/Visual Representation: Word and Image Interactions 4
(Amsterdam: Rodopi, 2005).

Holly, Michael Ann and Keith Moxey, Art History, Aesthetics, Visual Studies,
Clark Studies in the Visual Arts (New Haven: Yale University Press, 2002).

Jacobs, Karen, The Eye 5 Mind (Ithaca: Cornell University Press, 2001).

Jakobson, Roman, Essais de linguistique générale (Paris: Minuit [1960], 1986).




192 Poetics of the Iconotext

Joly, Martine, L'image et les signes: Approche sémiologique de I'image fixe (Paris:

Nathan Université, 1994).

Krieger, Murray, Ekphrasis: The Illusion of the Natural Sign (Baltimore: The
Johns Hopkins University Press, 1992).

Kobler, J.F., Katherine Mansfield: A Study of the Short Fiction (Boston, MA:
.Twayne, 1990).

Lacan, Jacques, “Le séminaire sur ‘la lettre volée,”” Ecrits I (Paris: Seuil, 1966).

Laszlo, Pierre, La legon de choses (Paris: Austral, 1995).

Lecercle, Jean-Jacques, Interpretation as Pragmatics (London: Macmillan, 1999).

Lee, Hermione, Virginia Woolf (London: Vintage, 1996).

Lee, Rensselaer, Ut pictura poesis: Humanisme et théorie de la peinture XVeme,
XVIléme siécles (Paris: Macula [1967], 1991). '

Lessing, Gotthold Ephraim, Laocoon, trans. Edward A, McCormick (Indianapolis/
New York: Bobbs Merrill [1766], 1962).

Lévy-Strauss, Claude, Regarder, écouter, lire (Paris: Plon, 1993).

Lichtenstein, Jacqueline, La couleur éloquente (Paris: Flammarion, 1989).

Lobelle-Caluwe, Hilde, Musée Memling, Bruges (Paris: Albin-Michel, 1987).

Lotman, louri, La structure du texte artistique (Paris: Gallimard, 1973).

Louvel, Liliane and Claudine Verley, Introduction a I’étude de la nouvelle de
langue anglaise (Toulouse: PUM, 1993).

Louvel, Liliane (ed.), Like Painting, La Licorne (Poitiers: Faculté des Lettres et
des Langues/MSHS, 1999).

, L'eeil du texte (Toulouse: PUM, 1998).

, The Picture of Dorian Gray: Le double miroir de I'art (Paris: Ellipses,
2000).

——, Texte/image images a lire textes & voir (Rennes: PUR, 2002).

, Le tiers pictural, pur une critique intermédiale (Rennes: PUR, 2010).

Maldiney, Henri, Regard, parole, espace (Paris: I’ Age d’homme, 1973).

Manguel Alberto, Le livie d'images (Arles: Actes sud, 2001).

Marin, Louis, Etudes sémiologiques: Ecritures peintures (Paris: Galilée, 1971).

, Utopiques: Jeux d’espace (Paris: Minuit, 1973).

——, Détruire la peinture (Paris: Galilée, 1977).

——, Des pouvoirs de l'image (Paris: Seuil, 1993).

——, De la représentation (Paris: Sevil/EHESS, 1994).

——, Philippe de Champaigne, ou la présence cachée (Paris: Hazan, Collection
35/37, 1995).

Marion, Jean-Luc, La croisée du visible (Paris: PUF, 1996).

Melchior-Bonnet, Sabine, Histoire du miroir (Paris: Auzas Imago, 1995).

Merleau-Ponty, Maurice, Signes (Paris; NRF, 1960).

, L'ceil et esprit (Paris: Gallimard, 1995).

——, Le visible et I’invisible (Paris: Gallimard, [1964], 1995).

Meschonnic, Henri, La rime et la vie (Paris: Verdier, 1989).

- , Le rythine et la lumiére, with Pierre Soulages (Paris: Odile Jacob, 2000).

Miller, J. Hillis, Illustration (London: Reaktion Books, 1992).

Bibliography 193

Milman, Miriam, Le frompe [’eil (Lausanne: Skira, 1992).

Minazzoli, Agnés, La premiére ombre: Réflexion sur le miroir et la pensée (Paris:
Minuit, 1989).

Mitchell, W.I.T., Iconology: Image, Text, Ideology (Chicago: University of
Chicago Press, 1986). .

——, Picture Theory: Essays on Verbal and Visual Representation (Chicago:
University of Chicago Press, 1992),

—— What Do Pictures Want?: The Lives and Loves of Images (Chicago:
University of Chicago Press, 2005).

Montandon, Alain (ed.), Jconofextes (Paris: Ophrys, 1990).

Mougin, Pascal, L effet d'image (Paris: L’Harmattan, 1997).

Nadar Pavl and Georges Banu, Sarah Bernhardt: Sculptures de I'éphémére (Paris:
Caisses Nationale des Monuments Historiques, 1995).

Panovsky, Erwin, Essais d'iconologie (Paris: Gallimard [1939], 1967).

s L'uvre d’art et ses significations (Paris: Gallimard [1955], 1969).

Paris, Jean, Lisible/visible: Six essais de critique générative (Paris: Seghers, 1978). -

Pascal, Blaise, (Euvres complétes, ed. L. Lafuma (Paris: Seuil, 1963).

Pérec, Georges and Cucchi White, L’eil ébloui (Paris: Chéne, 1981).

Peyré, Yves, Peinture et poésie: Le dialogue par le livre (Paris: Gallimard, 2001),

Pierce, Charles, Ecrits sur le signe (Paris: Seuil, 1978).

Pommier, Bdovard, Théories du portrait: De la Renaissance aux humiéves (Paris:
Gallimard, 1998).

Poussin, Nicolas, Lettres et propos sur I’art (Paris: Hermann, 1964).

Rancidre, Jacques, The Politics of the Aesthetic, trans. Gabriel Rockhill (London/
New York: Continuum, 2000/04).

Rée, Jonathan, I See a Voice: A Philosophical History of Language, Deafhess and
the Senses (London: Flamingo, 1999),

Riceeur, Paul, Mémoire et imagination (Paris: Seuil, 2000).

Rosolato, Guy, Essais sur le symbolique (Paris: Gallimard, 1969).

Sabry, Randa, Stratégies discursives (Paris: EHESS, 1992).

Said, Edward, The World, the Text, and the Critic (Cambridge, MA: Harvard
University Press, 1983).

Schapiro, Meyer, Les mots et les images, Préface d’Hubert Damisch, “La peinture
prise aux mots” (Paris: Macula, 2000).

. Style, Artiste et Société (Paris: Gallimard, 1982).

, Word and Pictures: On the Literal and the Symbolic in the Illustration of the
Text (The Hague: Mouton, 1973).

Schaeffer, Jean-Marie, L ‘image précairve (Paris: Seuil, 1987).

Schefer, Jean-Louis, Scénographie d'un tableau (Paris: Seuil, 1969).

Scott Grant K., The Sculpted Word: Keats, Ekphrasis and the Visual Avts (Hanover,
NH: University Press of New England, 1994).

Sontag, Susan, On Photography (New York: Penguin Books, 1973).

Shusterman, Ronald (ed.), Cartes, paysages, territoires (Bordeaux: Presses
Universitaires de Bordeaux, 2000).




194 Poetics of the Iconotext

Spitzer, Leo, Etudes de style (Paris: Gallimard [1970], 1991).

Starobinski, Jean, Diderot dans I’espace des peintres, suivi de le sacrifice en réve
(Paris: RMN, 1991).

Steiner, Wendy, The Colors of Rhetoric (Chicago: University of Chicago Press,
1982).

_ Piztures of Romance (Chicago: University of Chicago Press, 1988).

Stoichita, Victor, L apparition du tableau (Geneva: Droz, 1999).

Thévoz, Michel, Le miroir infidéle (Paris: Minuit, 1996).

Tisseron, Serge, Le bonheur dans I’image (Paris: Le Plessis-Robinso1, 1996).

Torgovnick, Marianna, The Visual Arts, Pictorialism, and the Novel: James,
Lawrence and Woolf (Princeton: Princeton University Press, 1985).

Valéry, Paul, Mauvaises pensées et autres (Paris: Gallimard, 1942).

Van Gunsteren, Julia, Katherine Mansfield and Literary Impre essionism
(Amsterdam: Rodopi, 1990).

Vouilloux, Bernard, La peinture dans le texte, XVIIIe-XXe siecles (Paris: CNRS
L‘arigage, 1994).

——, Langages de l'art et relations transesthétiques (Paris: L’éclat, 1997).

——, Le tableau vivant (Paris: Flammarion, 2001).

——, L’eeuvre en souffrance (Paris: Belin, 2004).

Wagner, Peter, Icons — Texts — Iconotexts (Berlin: de Gruyter, 1996).

—— and Ogée Frédéric (eds), Representation and Performance in the 18th
Century (Trier: WVT, 2006).

Webb, Ruth, Ekphrasis, Imagination and Persuasion in Ancient Rhetorical Theory
and Practice (Farnham: Ashgate, 2009).

Weélfflin, Heinrich, Principes fondamentaux d’histoire de I’art (Paris: Gallimard,
1966).

Woodwa)rd, David, 4rt and Cartography: Six Historical Essays (Chicago/London:
University of Chicago Press, 1987).

Articles

Baridon, Michel, “Bibliographie,” Interfaces, Université de Bourgogne, 5 (1994):
240.

- Barthes, Roland, “Introduction a [’analyse structural du récit,” Communications,

8 (Paris: Seuil, 1966).

——, “L’effet de réel,” in Barthes et al. (eds.), Littérature et réalité (Paris: Seuil,
1982)

———, Rhetoric of the Image (1977) Communications, 4 (Novembe1 1964).

Ben_]amm, Walter, “L’ceuvre d’art & I’époque de sa reproduction mécanisée,” in
I M. Monnoyer (ed.), Ecrit frangais (Paris: Gallimard, 1991).

Best, Stephen and Sharon Marcus, “Surface Reading: An Introduction,”
Representations, 108/1 (2009).

Bibliography ) 195

Bonnefoy, Yves, “Ut pictura poesis,” in Dominique Moncond’hwy (ed.), Lisible/
visible: Cahiers FORELL, 8 (Poitiers: Faculté des Lettres et des Langues,
1993).

Braun, Lucien, “Speculum and specula, bréve rétrospective d*une métaphore
inépuisable,” Correspondances, Revue des Arts de 1"Université des Sciences
Humaines de Strasbourg, 7 (1995/96).

Calle-Gruber, Mireille, “La métamorphose & 1’ceuvre,” Corps écrit, La
métamorphose, 26 (1988).

Chateau, Dominique, “Le récit dans le cadre,” Fabula, 4 (1994).

Christin, Anne-Marie, “L’image informée par 1’écriture,” in Julie Leblanc (ed.),
Iconicité et narrativité, TEXTE, Revue de critique et de théorie littéraire,
Toronto, Trinity College, Trintexte, 21/22 (1997),

Chouard, Géraldine, “Arrét sur image et temporalité dans One Wiiter’s
Beginnings,” in Hubert Teyssandier (ed.), Polysémes, 4, “Le Tableau” (Paris,
1993): 101-7.

Clitver, Claus, “On Intersemiotic Transposition,” Art and Literature, Poetics
Today, 10/1 (Spring 1989),

de Diéguez, Manuel, “La raison et ses idoles,” in Christian Delacampagne and
Robert Maggiori (eds), Philosopher: Les interrogations contemporaines
(Paris: Fayard, 1980).

del Lungo, Andrea, “Pour une poétique de I'incipit,” Poétique, 94 (April 1993)
131-52.

Dengel, Michel, “Spieglein, spieglein ... Le miroir en proie 4 ’interrogation,”
Correspondances, Revue des Arts de 1’Université des Sciences Humaines de
Strasbourg, 7 (1995/96).

Dessons, Gérard, “La peinture est une poésie silencieuse,” in G. Dessons (ed.),
Penser la voix, La Licorne, 41 (Poitiers: Faculté des Lettres ct des Langues/
MSHS, 1997).

Diderot, Denis, “Salon de 1763,” in P, Verriére (ed.), Euvres esthétiques (Paris:
Garnier, 1965).

-Durrans-Brochon, Stéphanie, “L’envers et I’endroit de la toile,” in Marie-Claude

Pertin-Chenour (ed.), Edith Wharton: Lectures plurielles (Paris, 2001).
Dvorak, Marta, “Visual and Verbal Transcriptions of Alterity,” in Julie Leblanc
(ed.), Iconicité et navrativité, TEXTE, Revue de critique et de théorie littéraire,
Toronto, Trinity College, Trintexte, 21/22 (1997). '
Fétique, Jean, “Le miroir, le zéro ¢t la représentation,” Correspondances, Revue
des Arts de I"Université des Sciences Humaines de Strasbourg, 7 (1995/96).
Flesher, Erika, “Picturing the Truth in Fiction: Re-visionary Biography and the
Tllustrative Portraits for Orlando,” in Gillespie Diane and Leslie K. Hankins
(eds), Virginia Woolf and the Arts: Selected Papers from the Sixth Annual
Conference on Virginia Woolf, Clemson University, SC, June 13-16, 1996
(New Yorlk: Pace University Press, 1997),
Ganapathy-Dore, Geetha, “The Novel of the Nowhere Man: Michael Ondaatje’s
The English Patient,” Commonwealth, 16/2 (Spring 1993).




196 Poetics of the Iconotext

Gandelman, Claude, “Le texte litéraire comme carte anthropomorphe,” Littérature,
“Le lieu, la scéne,” 53 (February 1984).

Grewe, Cordula A., “Staging Painting, Painting the Staged: Late Romanticism, the
Tableau vivant and the Meaning of Intermediality,” Collogues, Ways of Seeing
(Paris: X-Nanterre, 2000).

Harmat, Andrée-Marie, “Anton Pavlovitch Thchekhov: maitre ou dme-sceur
de Katherine Mansfield,” in Harmat Andrée-Marie (ed.), Selected Stories,
Katherine Mansfield (Paris: Ellipses, 1997).

Hollander John, “The Poetics of ekphrasis,” Word & Image, 4 (1988).

Hopkins, Viola, “Visual Art Devices and Parallels in James,” in Tony Tanner (ed.),
Henry James (London: Macmillan, 1968).

Horstkotte, Silke and Pedri Nancy (eds), “Photography in Fiction,” Poetics Today,
29/1 (Spring 2008).

—, “Photography and Literature,” English Language Notes, 44/2 (Fall/Winter
2006).

Jones-Davies, Margaret, “The World is but a Word,” Cartes et strates, Tropismes

7 (Paris X-Nanterre, 1995).

Kibédi, Varga Aron, “Criteria for Describing Word-and-Image Relations,” 4r¢ ana’
Literature, Poetics Today, 10/1 (Spring 1989).

, “L’image pensée,” in Martin Heusser et al. (eds), The Pictured Word: Word
and Image Interactions 2 (Amsterdam/Atlanta: Rodopi, 1998).

Ladridre, J., “Représentation et connaissance,” in Encyclopedia Universalis, vol.
14 (Paris: Encyclopedia Universalis, 1972).

Larroux, Guy, “Mise en cadre et clausularité,” Poétique, 98 (April 1994).

Levinson, Marjorie, “What Is the New Formalism,” PMLA, 122/2 (2007).

Louvel, Liliane, “Henry James: The Ambassadors: entrer dans la peinture,” in
Cornelius Crowley (ed.), Donner & voir, Tropismes (Paris: X-Nanterre, 2002).

——, “La description picturale, pour une poétique de I’iconotexte,” Poétique, 112
(November 1997). )

——, “Nuances du pictural,” Poétique, 126 (April 2001).

— . “Pictorial Katherine?”, Les Nouvelles de Katherine Mansfield, Actes du
Colloque, Centre de Recherche sur la Nouvelle de Langue Anglaise, Presses
de I"Université d’Angers (January 16—17, 1998).

, “Portrait of a Lady, le double visage de ’art,” in Claudine Verley (ed.),

Portrait of a Lady: Lecture d’une czuvre (Paris, 1988).

. “Tablean vivant, fréle rideau de chair: ‘la peinture incarnée,”” Edith

Wharton: Lectures plurielles, ed. Marie-Claude Perrin-Chenour (Paris:

Editions du temps, 2001),

_ “V. Woolf: ‘The Lady in the Looking-Glass’: portrait(s) de dame(s) avec

miroir,” in Christine Reynier (ed.), Métamorphose et récit dans I'ccuvre de

Virginia Woolf (EBC, Special issue: Colloque de la SEW, Montpellier, 1997).

, “Photography as Critical Idiom and Intermedial Criticism,” in Nancy Pedri

and Silke Horstkotte (eds), “Photography in Fiction,” Poetics Today, 29/1

(Spring 2008).

Bibliography 197

Meschonnic, Henri, “La ponctuation, graphie du temps et de la voix,” in Jacques
Diirrenmatt (ed.), La ponctuation, La Licorne, 52 (Poitiers: Faculté des Lettres
et des Langues/MSHS, 2000).

Mesnil, Michel, “Métamorfilms,” Corps écrit, La métamorphose, 26 (Paris: PUF
1988).

Mitchell, W.J.T., “The Commitment to Form; or, Still Crazy After All These
Years,” PMLA, 118 (2003).

Miller, J. Hillis, “Image and Word in Turner,” in Martin Heusser et al. (eds), Word
and Image Interactions I (Amsterdam: Rodopi, 1990),

Morel, Michel, “Texte-image, Image-texte,” Le livre, I'image, le texte, Interfaces,
15 (Dijon: Université de Bourgogne, 1999).

Naugrette, Jean-Pierre, “Cartographies Aventureuses,” Carfes ef strates,
Tropismes, 7 (Paris: X-Nanterre, 1995).

Petit, Laurence, “Alchemy of the Word and Image: Towards a New ‘Iconographics’
of Postmodern Culture,” in Karen Jacobs (ed.), Photography and Literature,
English Language Notes, 44/2 (University of Boulder, CO, Fall/Winter 2006).

Porée, Marc and Alexis Tadié, “Les cartes sataniques de Salman Rushdie,” Cartes

et strates, Tropismes, 7 (Paris: X-Nanterre, 1995).

Prince, Gerald, “Revisiting Narrativity”, in Walter Griinzweig and Andreas
Solbas (eds), Grenziiberschreitungen: Narratologie in Kontext/Transcending
Boundaries: Narratology in Context (Tiibingen: Narr, 1999),

Sabry, Randa, “Raconter les pouvoirs de la peinture,” Poétique, 121 (February
2000).

Saklofske, Jon, “A Fly in the Ointment: Exploring the Creative Relationship

between William Blake and Thomas Gray,” Word & Image, 19/3 (July—-

September 2003): 166-79.

Scott, David, “Visual Cultures: Minding the Gap,” in Martin Heusser et al, (eds),
On Verbal/Visual Representation: Word and Image Interactions 4 (Amsterdam:
Rodopi, 2005).

Scott, Maria, “Textual Trompe I’ceil in Jacques Derrida’s Memoirs of the Blind,” in
Martin Heusser et al. (eds), On Verbal/Visual Representation: Word and Image
Interactions 4 (Amsterdam: Rodopi, 2005),

Spitzer, Leo, “The ‘Ode on a Grecian Urn,” or Contents vs. Metagrammar,” in
Anna Hatcher (ed.), Essays on English and American Literature (Princeton:
Princeton University Press, 1962): 67-97.

——, “Art and Literature,” Poetics Today, 10/1 (Spring 1989),

Ste1ne1 Wendy, “Introduction,” Art and Literature, Poetics Today, 10/1 (Spring
1989).

Tristmans, Bruno, “Réves de carte, récit et géométrie chez Gracq et Le Clézio,”
Poétique, 82 (April 1990),

Ventura, Héliane, “Derriére I’image: regard et révélation, sur ‘Foxes,’ de Timothy
Findley,” in Jean-Michel Lacroix et al. (eds), Image.et récit: Littérature(s)
et Arts visuels du Canada, Actes du Collogue de Strasbourg (October 224,
1992): 146-7.




198 Poetics of the Iconotext

Vouilloux, Bernard, “La description du tableau: la peinture et 1’innommable,”

Littérature, 73 (February 1989): 61-82.

, ““L’impressionnisme littéraire’: une révision,” Poétique, 121 (February

2000).

_ “Pour introduire & une poiétique de I'informe,” Poétique, 98 (April 1994).

Wagner, Peter, “How to (Mis)Read Blake: ‘The Tyger” Once Again,” in W.F.
Neumann (ed.), Anglistentag (1999): 269-86.

Werner, Wolf, “Narrative and Narrativity: A Narratological Reconceptualization
and Its Applicability to the Visual Arts,” Word & Image, 19 (2003): 180-97.

Wolfson, Susan J., “Reading for Form,” Modern Language Quarterly, 61 (2000).

Woolf, Virginia, “Walter Sickert: A Conversation,” Collected Essays II, ed.
Leonard Woolf (London: Hogarth Press, 1966).

Waussow, Helen, “Travesties of Excellence: Julia Margaret Cameron, Lytton
Strachey, Virginia Woolf and the Photographic Image,” in Diane Gillespie and
Leslie K. Hankins (eds), Virginia Woolf and the Arts: Selected Papers fiom
the Sixth Anmual Conference on Virginia Woolf, Clemson University, Clemson,
SC, June 13-16, 1996 (New York: Pace University Press, 1997).

Zacharasiewicz, Waldemar, “Views of Reality: Pictorial Art as Revelation,” in
Jean-Michel Lacroix et al. (eds), Image et récit: Littérature(s) et arts visuels
du Canada (Paris: Presses de la Sorbonne Nouvelle, 1993).

PhD Dissertations

Brevet-Barbaud, Anne-Laure, “Le sujet et ses reflets dans I’cenvre romanesque de
Doris Lessing,” Université de la Sorbonne Nouvelle, Paris, 1998.

Caplan-Philippe, Mutielle, “La couleur dans 1’ceuvre romanesque de Lawrence
Durrell,” University of Paris, November 2002.

Gillet, Fanny, “Saisie/dessaisissement: enjeux de 'unité texte/image chez Keats,
Tennyson, Rossetti et dans 1art préraphaélite,” University of Toulouse IT Le-
Mirail, December 2008.

Guilhamon, Lise, “Poétiques de la langue autre dans le roman indien d’expression
anglaise,” University of Rennes II, November 2006,

Keller, Isabelle, “I’anamorphose dans I’ceuvre romanesque de Lawrence Durrell,”
University of Toulouse II, December 2002.

Lapeyre, Marie-Laurence, “La représentation romanesque de la peinture
hollandaise du siécle d’or,” University of Paris VII, May 2007. '
Petit, Laurence, “Text and Image in the Fiction of Anita Brookner and A.S. Byatt,”

University of Colorado at Boulder, 2004.

Stawiarski, Marcin, “Dynamiques temporelles de la musique dans le roman
anglophone du XX& siécle: Conrad Aiken, Anthony Burgess, Gabriel
Josipovici,” University of Poitiers, December 2007.

Bibliography 199

Catalogues, Exhibitions

de Stagl, Nicolas, Peintures et dessins, Catalogue de 1’exposition, Hotel de Ville,
Paris, March 15-June 19, 1994,

Didi-Huberman, Georges and Didier Semin, Exposition, I'empreinte, coll.
“Procédures,” Mnam/CCI, Centre Georges Pompidou, February 19-May 12,
1997.

Exposition: Mémoire des camps. Photographies des camps de concentration cet
d’extermination nazis, 1933--1999, Hétel de Sully, Paris, January 12-March
25, 2001.

Hill, .Gllhan, Cartographical Curiosities, Bxposition itinérante de la British
Library, London, British Museum Publications, 1978.

Jacob, Christian (ed.), Cartes et figures de la terve, Catalogue de I'exposition,
Centre Georges Pompidou, 1980.

Miller, Jonathan, “On Reflection,” Mirror Image: Jonathan Miller on Reflection,
Lo'ndon, National Gallery Publications, September 16-December 13, 1998.
Quentin, Bajac, Catalogue de ['exposition: Tableaux vivants, fantaisies

victoriennes (1840-1880), RMN, 1999. .

Vermeer and the Delft School, London National Gallery, June 16—September 16

2001. ,

Literary Works, Essays, and Writers’ Diaries

Ackroyd, Petex, Chatterton (London: Hamish Hamilton, 1987).

Adair, Gilbert, The Death of the Author (London: Heinemann, 1992).

Atwood, Margaret, Car s Eye (London: Virago [1988], 1990).

Auster, Paul, The Invention of Solitude (London: Faber and Faber, 1988).

, “Auggie Wren’s Christmas Story,” New York Times (December 25, 1990).
Banville, John, The Book of Evidence (London: Minerva [1989], 1994).

, Ghosts (London: Minerva [1993], 1994).

, Athena (London: Secker and Warburg, 1995).

Bail, Murray, Eucalyptus (San Diego/New York: Harcourt and Brace, 1998).
Blixen, Karen, Winter’s Tales (Harmondsworth: Penguin, 1989).

Borges, Jorge Luis, Fictions (Paris: Gallimard, 1983).

Bront¢, Emily, Wuthering Heights (Harmondsworth: Penguin, 1974). -
Bunlygag17,) John, The Pilgrim’s Progress (London: Everyman’s Library [1678],
Byatt, A.S. (Antonia), The Virgin in the Garden (London: Vintage [1978], 1994),

~——, The Matisse Stories (London: Chatto and Windus, 1993).

, Angels and Insects (New York: Vintage, 1994).

Carter, Angela, “Flesh and the Mirtror,” Fireworks (London: Virago, 1992).
Chevalier, Tracy, Girl with a Pearl Earring (London: Harper and Collins, 2000),




200 . Poetics of the Iconotext

Clarke, Austin, The Bright Temptation: A Romance (Dublin: The Dolmen Press,
1965).

Cocteau, Jean, Orphée (Paris: Librio, 1999).

Coetzee, .M, Waiting for the Barbarians (Harmondsworth: Penguin, 1982).

, Age of Iron (London: Secker and Warburg, 1990).

Davies, Robertson, What’s Bred in the Bone (London: Penguin, 1985).

de Quincey, Thomas, The Criticism of Prose (London: Longman, 1973).

Faulkner, William, Absalom, Absalom (London: Chatto and Windus, 1951).

Frayn, Michael, Headlong (London: Faber and Faber, 1999).

Gray, Alasdair, Poor Things (Harmondsworth: Penguin, 1993).

Hardy, Thomas, The Trumpet Major (London: Macmillan, 1974).

Hawthorne, Nathaniel, “Endicott and the Red Cross,” Tivice-Told Tales in Tules in
Three Volumes, vol. 1 (London: George Bell and Sons, 1891).

Hoban, Russell, The Medusa Frequency (London: Picador, 1988).

Hurston, Zora Neale, Their Eyes Were Watching God (New York: Perennial
Library, Harper and Row, 1990).

James, Henry, The Ambassadors (London New York: Everyman, 1957).

, The Portrait of a Lady (London: Norton Critical Edition, 1995).

, The Wings of the Dove (Oxford: Oxford University Press [1902], 1984).

James, Montague Rhode, Collected Ghost Stories (London: Edward Arnold

[1931], 1949).

Joyce, James, Ulysses (Harmondsworth: Penguin, 1969). .

King, Stephen, “The Reaper’s Image,” Startling Mystery Stories (Spring 1969),
in R. Chetwynd-Hayes (ed.), The 17th Fontana Book of Great Ghost Stories
(London: Fontana, 1981).

Le Fanu, Joseph Sheridan, Uncle Silas: A Tale of Bartram-Haugh (London:
Richard Bentley, 1864).

Macé, Gérard, Le singe et le miroir (Cognac: Le temps qu’il fait, 1998).

Mansfield, Katherine, Selected Stories (Oxford: Oxford University Press, 1981).

McEwan, Ian, In-Between the Sheets (London: Picador, 1978).

McGahern, John, “Like All Other Men,” The Collected Stories (London: Faber
and Faber, 1992).

——, “The Image,” in John McGahern and Denis Sampson (eds), Canadian
Journal of Irish Studies, 17/1 (July 1991).

Millhauser, Steven, “Snowmen,” In the Penny Arcade (Normal, IL: Dalkey
Archive Press, 1998).

Moggach, Deborah, Tulip Fever (London: Vintage, 2000).

Montaigne, Michel Eyquem de, Les essais, ed. P. Villey (Paris: PUF, 1988).

O’Brien, Flann, The Third Policeman (London: Flamingo Classics, 1993).

Ondaatje, Michael, The Collected Works of Billy the Kid (Toronto: House of
Anansi Press, 1970). ‘

. The English Patient (London: Picador, 1992).

Peské, Antoinette, La boite en os (Paris: Phébus, 1984).

Bibliography 201

Poe, Bdgar Allan, “The Gold-Bug,” Selected Poetry and Prose (New York:
Random House, 1951).

—, “The Purloined Letter,” Selected Poetry and Prose (New York: Random
House, 1951).

——, “The Fall of the House of Usher,” The Complete Edgar Allan Poe Tales
(New York: Avenel, 1981). \

——, “The Oval Portrait,” The Complete Edgar Allan Poe Tules (New York:
Avenel, 1981).

Rhys, Jean, Wide Sargasso Sea (Harmondsworth: Penguin, 1968).

Rushdie, Salman, The Satanic Verses (Dover, DE: The Consortium, 1988).

Sebald, W.G., Vertigo (London: Vintage, 1990).

, The Emigrants (London: The Harvill Press, 1993).

, The Rings of Saturn (London: Vintage, 1995).

Smiley, Jane, 4 Thousand Acres (New York; Fawcett Columbine, 1991).

Stevenson, Robert Louis, “My First Book,” The Idler, Emma Letley (ed.), Treasure
Island (Oxford: Oxford University Press, 1985).

Swift, Jonathan, Gulliver's Travels (London: Routledge, 1726),

Thackeray, William, The History of Henry Esmond, Esq. (New York: Harper,
1852),

Thomas, D.M., Pictures at an Exhibition (New York: C. Scribner’s. Sons/
Macmillan, 1993), ‘ ‘

Thomas, More, The Complete Works of Thomas More, ST Surtz and J.H. Hexter
(eds) (New Haven: Yale University Press, 1965).

Twain, Mark, The Adventures of Huclleberry Finn (Harmondsworth: Penguin,
1966).

Welty, Eudora, One Writer’s Beginnings (Cambridge, MA: Harvard University
Press, 1983). )

Wharton, Edith, The Custom of the Country (Harmondsworth; Penguin, 1987).

, The House of Mirth (Harmondsworth: Penguin, 1985),

Wilde, Oscar, “The Critic as Artist,” Poems and Essays (London/Glasgow:
Collins, 1956).

——, The Picture of Dorian Gray (New York, London: Norton Critical Edition,
1988).

Winterson, Jeannette, 4rf and Lies (London: Cape, 1994).

» Sexing the Cherry (London: Bloomsbury, 1989),

, The Passion (London: Bloomsbury, 1987). '

Woolf, Virginia, 4 Writer’s Diary (St Albans; Panther Books, 1978).

, Collected Essays, 1I, ed. Leonard Woolf (London: The Hogarth Press, 1966).

—— Moments of Being (St Albans: Panther Books, 1976).

——; Orlando (Harmondsworth: Penguin, 1982).

——, The Captains’ Death Bed and Other Essays (London: The Hogarth Press,
1950).

——> The Common Reader (London: The Hogarth Press, 1957).




202 Poetics of the Iconotext

——, The Complete Shorter Fiction bf Virginia Woolf, ed. Susan Dick (San Diego/

New York/London: Harcourt and Brace, 1989).
——, The Waves (London: Triad Panther, 1979),

——, 1o the Lighthouse (Harmondsworth: Penguin, 1966).
Yourcenar, Marguerite, “Comment Wang-F6 fut sauvé,” Nowvelles orientales

(Paris: Gallimard, 1963).

Index

Abrams, M.H. 46, 189,

Achilles’s shield, 31, 44, 99

Ackroyd, Peter 58, 61, 66, 67, 110, 117,
121, 131, 199

aesthetic arrangement 94, 96, 97, 98, 99

affect, 8, 25, 76, 148, 186, 187

Alpers, Svletana 42, 48, 189

anamorphosis, anamorphic 17, 57, 63, 130,
141, 155, 182, 198

anthropormorphic 162, 166, 196

appearance/disappearance 16, 18, 115

Arasse, Daniel 32, 34, 35, 189

Archpictoriality 6, 63, 70

Aristotle 3, 15, 24, 32, 33, 36, 156

- Armstrong, Nancy 149, 150, 189

Aura 17,22,91, 110
Auster, Paul 8, 45, 69, 70, 104, 108,
' 114-116, 152, 199

Baltrusaitis, Jurgis 63, 69, 189

Banville, John 61, 63, 66, 101, 105, 107,
108, 110, 123, 128, 130, 171, 172,
199

Baridon, Michel 5, 17, 194

Barthes, Roland 3, 5, 23, 25, 27, 28, 40, 41,
42, 48,82, 83,99, 103, 106, 114,
149, 176, 187, 194

Benjamin, Walter 22, 187, 194

Benveniste, Emile 175, 177, 194

Blake, William 14, 67, 197

Buci-Glucksmann, Clristine 155, 158, 161
163, 165, 166, 167, 190

Byatt, A.S. 61, 63, 69, 104, 105, 117, 120,
124, 198, 199

H

camera obscura 65, 141, 144, 150

Carter, Angela 50, 199

cartography 147, 151, 155, 157, 160, 161,
162, 163, 166, 168, 194, 197, 199

chiaroscuro 58, 129

chiasmus 18, 22, 33, 39, 43, 44, 65, 73,
112, 119, 122, 126, 146 ‘

Coetzee JM. 8, 16, 58,77, 115, 151, 154,
165-166, 200

Damisch Hubert 29, 35, 41, 190

Davies Robertson 61, 62, 63, 101, 104,
105, 108, 110, 117, 123, 129, 200

Deleuze (and Guattari) 113, 155, 156, 165,
166, 167, 168, 190

" Derrida Jacques 7, 45, 59, 67, 82, 101, 123,

140, 151, 197

Dialogue (infinite) 1, 2, 5, 9, 11, 31, 33, 35,
37,39, 41, 43, 45, 47, 49, 51, 79,
101, 113, 125, 127, 137, 151, 159,
175, 185

Didi-Huberman Georges 20, 67, 84, 112,
186, 187,190 199

“double exposure” 84, 154

Duchamp Marcel 22, 70, 138

ekphrasis, ekphraseis 4,15, 16, 31, 34,

43-6, 49, 50, 51, 60-66, 70, 71, 73, -

80, 83, 90, 91, 97-100, 110, 111,
116, 120, 121, 125, 126, 128, 139,
142, 153, 159, 162, 172, 173, 193,
194, 196, 200

enargeia 43, 46, 98, 110

energeia 177, 186, 187.

epistemology 7, 9, 10, 101, 156,157

Escoubas, Eliane 177, 179, 185, 191

eye of the text 4, 7, 60, 83, 99, 113, 127,
145, 153, 154, 168

figural 6, 16, 17, 64, 89, 109

figuration 4, 6, 8, 9, 16, 171, 175, 190

Flaxman, Rhoda 44, 77, 80, 81, 82, 83, 84,
95,191

Fludernik, Monika 55, 61, 192

Focalization 8, 83, 115

Foucault, Michel 14, 17, 185, 191




