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 Writing in Images: Introduction

 Sabine Gross

 University of Wisconsin-Madison

 Image-text relations - and their investigation within a broad range of dis-
 ciplines from literature and philosophy to art history and geography - have
 a rich and varied tradition. The enduring fascination of picture-writing and
 image-text combinations cannot be traced to an origin in factual history, since
 writing, contrary to a long-held and still popular assumption, does not begin
 with images: its origin are abstract signs - tokens - followed subsequently by
 pictographs and ideographs.1 The appeal lies, instead, in the intriguing double
 mediality presented: a semiotic ambiguity or tension, a reciprocal activation
 and intersection of modes of signification performed in the act of reading and
 visual decoding.

 Attempts to define, compare, and distinguish pictorial and textual2 rep-
 resentation have been numerous. In the weighing and weighting of similarity
 and arbitrariness, Gotthold Ephraim Lessing's Laokoon and Charles Sanders
 Peirce's foundational notes on a theory of signs, characterizing the systematic
 rules and effects governing Zeichenregimes and providing material for subse-
 quent challenges,3 mark but two - if prominent and influential - forays into
 dividing and separating the two codes and media by assessing the conventions
 of representation that govern both.4 Yet if "[e]in Wissen um die mediale Eigen-
 logik trennt die Sphären des Sichtbaren und des Sprachlichen,"5 it seems that
 such boundaries are no sooner set than challenged - challenged by artists; by
 theories of literature, art, and culture; and not least by subversive acts of read-
 ing.6 Artists such as Paul Klee, Antoni Tapies, Cy Twombly, and Jasper Johns
 scramble pictures into script and confound pictoriality by bringing out its scrip-
 tural dimension at the same time as they turn letter-signs into quasi-images.7
 Rigorous semiotic analysis confirms modern art theory and practice in reveal-
 ing that pictures have highly conventional (if not quite arbitrary) elements,
 and texts, on their part, harbor a latent proto-iconic visuality that situates them
 not at the opposite pole, but in fact adjacent to pictures on a sliding scale that
 aligns, rather than separates, iconic and conventional-arbitrary codes: this is
 what one might call the "strong conventionalist" position.8 And the signifiers
 themselves are only part of the story without a recipient to bring them to life:
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 278 Sabine Gross

 it is possible to read images as texts, to approach writing visually as an image
 or series of images, to decode either using a mode of reading suitable to its
 non-identical twin and competitor.9
 And yet, attempts to assimilate image/picture and text to each other do

 less than justice to the phenomenal difference between the two codes, the dif-
 ferent ways in which they appeal to readers of each visual code and arrange-
 ment, and they fail to capture the particular pleasure we feel as we cross and
 recross those boundaries and differences that are in evidence in experiential
 practice, even if theoretical sleight-of-hand can seem to make them disap-
 pear.10 This, then, is the appeal of writing in images: not as a matter of course,
 but as an eye-opening transposition, a transgression, a tease, a challenge. Texts
 can describe, unpack, transform images; images can accompany, preempt, in-
 corporate texts. The permutations of the relationship are almost limitless, in a
 dance of the analogical and the digital, the presentational and the discursive,
 the iconic and the symbolic, mimesis and rhetoric.11
 In the relationship of image and word, inevitably hierarchies and pref-

 erential assessments come into play.12 This is true not only systematically,
 synchronically, but also diachronically, as the two media and sign systems
 intersect with historical definitions and cultural valuations of sensory facul-
 ties, changing definitions of perception and cognition, and art forms. Images,
 especially the complex representations of classical art - to sum up one po-
 sition associated most strongly with the tradition of iconology founded by
 Panofsky and Warburg13 - are always already prefigured and surrounded by
 words, are as it were saturated by textuality. Pictures, proponents of this tradi-
 tion insist, come into their own via writing as their significance is unpacked,
 their effect rendered into words and thus made fully legible: "Worte sagen,
 was Bilder sind," as Monika Schmitz-Emans puts it in her contribution to
 this issue.14 At the other end of a range of possible attitudes, images present
 an essence, an energy. They embody a perceptual and cognitive invitation15
 that eludes and transcends verbal language, and the primacy of their onto-
 logical status requires - in the words of Gottfried Boehm - that "[j]ede gute
 Ekphrasis [ . . . ] macht sich durchsichtig im Hinblick auf das Bild."16 In other
 words, to reverse Schmitz-Emans 's emphases: Images are, while words make
 attempts to capture that presence. Against the circuitous and doubtful effi-
 cacy of words, the double articulation of language, the iconic power of im-
 ages includes, but is not reducible to, an immediacy of impact. It constitutes
 a "sinnstiftender Akt" sui generis, as Boehm, one of the most eloquent pro-
 ponents of the "logos of the eikon," calls it in advocating a hermeneutics that
 does not subjugate pictures to the verbal/scriptural.17 Here, then, in its most
 abbreviated form, is the enduring sibling rivalry.18
 No matter whether one chooses to proclaim a "visual," "pictorial," or

 "iconic turn," or to challenge these terms:19 the past two decades have seen
 a rapid proliferation of image studies as well as scholarship on intermedial-
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 Writing in Images: Introduction 279

 ity including image-text relations.20 Bildwissenschaften in German- speaking
 Europe extend the study of images across the disciplines,21 and Euro-
 pean publishers have acknowledged the burgeoning field of image/media/
 visuality scholarship addressing in particular questions of 'text and image'
 over the past decade by launching series with titles such as Schrift und Bild in
 Bewegung (Aisthesis), Word & Image Interactions (Rodopi), Bild und Text and
 more recently eikones22 (Fink), or Pictura et Poesis (Böhlau). In the USA the
 emphasis has been on "visual (culture) studies" and the appearance of visual
 studies readers as well as book titles including that tag mark the acceptance
 into US teaching curricula and the academic market of a new inter-discipline
 that, while similarly challenging the privilege of classical art history, offers a
 much stronger ideological critique of the social construction of visual/scopic
 regimes and the power wielded via visuality.23

 The contributions in this special issue had their origin in the 2005 Wis-
 consin Workshop "Writing (in) Images / In Bildern schreiben" at the Uni-
 versity of Madison- Wisconsin, organized by the guest editors of this issue
 (with funding from the Thyssen Foundation, the UW College of Letters and
 Science, and the Department of German). Initially forming the core of the
 symposium, they have been extensively revised for publication. They explore
 double modalities and interrelations among images and texts; they focus on
 images that are transformed into writing or generate texts, images that anchor
 or supplement writing. Conceptually, their focus on Bilder extends to both im-
 ages and pictures (considered a subset of images, materially executed). Within
 this common orientation, they engage with a broad spectrum of media, forms,
 and modalities of (re)presentation, addressing the different ways in which
 these negotiate, straddle, delineate, or trouble the divide of image and text:
 diagram, laterna magica, illustrated text (Bildgeschichte), tattoo, ekphrasis.
 In exploring "writing in images," all articles take images beyond visibility,
 but also beyond the divide of visibility vs. legibility into the crosscurrents
 between both.

 We start out with a historical inquiry by Rüdiger Campe that joins epis-
 temological and aesthetic concerns as he aligns geometry and rhetoric in situ-
 ating the diagrammatic between schema and Anschaulichkeit, mapping out
 the space of evidential between a phenomenal and affective manifestation
 of evidence and its legal and rhetorical counterpart.25 His functional charac-
 terization of the Aristotelian pro ommaton or "placing before the eyes" ( Vor-
 Augen-Stellen) challenges the distinction between the realms of abstraction
 and intuition, of construction and Anschaulichkeit without short-circuiting the
 distinction of primary visuality (seeing what is actually visible and present)
 and imagination - a frequent conflation that is usually based on an invocation
 of resemblance or of vividness (enargeia). While his analysis both marks and
 moves across the boundaries between the discursive and the mimetic, between
 what is einsichtig and what is sichtbar, in exploring their shared contribution
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 280 Sabine Gross

 to representations of knowledge, ultimately his analysis of the "vividness" of
 representation highlights its non-mimetic character and takes "evidence" back
 to the distinction between writing and iconicity.
 Monika Schmitz-Emans turns to literary forms of Vor-Augen-Stellen,

 shedding light in her illuminating and richly detailed case studies on how the
 laterna magica generates not only images, but also texts and images in texts
 as it gets written into texts. Along with Thyra Knapp, she brings into focus
 specific instances of the enduring attraction - and challenge - of images for
 literary texts, which strive to incorporate, transform, and appropriate them, not
 least as reflexive metaphors for their own modes of representation and appeal-
 ing to the imagination.
 Where Schmitz-Emans explores the conspicuous visuality of texts, Ben

 Parrot reverses that relationship in directing our attention to striking instances
 of a textuality of the visual. He uncovers a paradoxical scrambling of custom-
 ary image-text-hierarchies in the classic Struwwelpeter, pointing out in the
 process the degree to which images can draw new attention to how we use
 words. In an intriguing display of mock obedience, a number of Struwwel-
 peter pictures subvert the text that accompanies them precisely through ex-
 ecuting pointedly literal readings. They thus make the text differently legible
 by remaining true to it across media and modes of signification; by mis-using,
 in effect, the conventions and expectations that generally govern the medial
 transposition of text into image. Parrot's contribution reveals an unexpected
 parallel to Campe's inquiry by driving home a crucial difference between vivid
 images in the mind generated by words on the one hand, and actual pictures of
 what words say on the other.
 In centering their attention on the development of epistemology between

 the 16th and the 18th century and on the poetological reflexivity - and produc-
 tivity - of the laterna magica as iconotext, the first two contributions also
 provide insights into the sociocultural history of knowledge formation. Ulrike
 Landfester offers the inverse emphasis: in a cultural-historical investigation
 that is both archivally specific and theoretically wide-ranging, she makes ex-
 plicit the presuppositions that drive the acquisition of knowledge and models
 of knowledge as it figures in the process of civilization in the 19th century;
 that is, in the wake of 18th-century exploration. She traces the relationship
 of body, writing, and image26 as she uncovers overarching attitudes towards
 Kulturtechniken and the disciplining of the body through writing in Heinrich
 Wuttke's bold attempt to anchor the origins of human writing in the tattoo:
 an attempt that de-iconicizes images and emphasizes their //legibility as a
 promise of meaning.
 Thyra Knapp, in turn, echoes Landfester's focus on the body as she pre-

 sents one of the most elaborate cases of ekphrasis - understood here as the
 verbal presentation of visual art, the transformation of paintings in, by, and
 into a literary text27 - in contemporary literature: Anne Duden grounds her
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 Writing in Images: Introduction 281

 central character in paintings that are inserted into the text as the character
 enters them: granting this entry to the images (as well as to the temporal un-
 folding of the consciousness that takes them in), the text also constitutes itself
 discursively through the paintings.

 Finally, the focus on image-text-relations in this issue carries over to
 the book review section and a review article on recent trends in German film

 scholarship. The volumes under review have been selected to complement the
 emphasis of the special issue in a number of directions, presenting and assess-
 ing current scholarship on film; forms of visual memory, commemoration, and
 knowledge; bimedial and iconotextual hybrids; literary ekphrasis and related
 genres; theoretical investigations of intermediali ty; and analyses of instances
 of intermedial practices, constellations, and paradigms.

 Writing in, of, through images does not disrupt our access to them: on
 the contrary, the varieties of intermodal and intermedial transpositions, trans-
 lations, and conjunctions all activate our imagination by drawing it to the roles
 that text and image can play vis-à-vis one another. The five articles that make up
 this special issue are all studies in different forms of image-text-intermediality.
 The images being written (in) are located in the realms of the real and ma-
 terial - on skin, on canvas, on paper - as well as the virtual: projected,
 imagined, results of mental construction. The contributors offer attention to
 cultural-historical context, but most importantly instances of close reading
 of the texts and images at hand that unfold their significance, their complex
 structure, and the interplay of word and image, legibility and imagination, that
 constitutes them.

 1 Historical evidence in: Denise Schmandt-Besserat, "An Archaic Recording System and
 the Origin of Writing," Syro-Mesopotamian Studies 1/2 (1977) 1-32; "An Ancient Token System:
 The Precursor to Numerals and Writing," Archaeology 39 (1986) 32-39. See also Sabine Gross,
 Lese-Zeichen. Kognition, Medium und Materialität im Leseprozeß (Darmstadt: Wissenschaft-
 liche Buchgesellschaft, 1994), esp. "Zeichengeschichte," 46f.

 2 For clarity, and as a heuristic device, the term "text" will be used in this introduction
 for writing only. Fully discussing the ramifications and legitimacy of applying it to images -
 their textuality, their codedness, the slipperiness of distinctions between "viewing" and "read-
 ing," the degree of metaphoricity one might grant the term "reading" - would require a separate
 disquisition.

 ^Meir Sternberg, in his comprehensive re-engagement with Lessing's 1766 Laokoon:
 oder über die Grenzen der Malerei und Poesie, calls it "the most cited, nowadays, and the worst
 read" of "all past works on [ . . . ] the sister arts" ("The Laokoon Today: Interart Relations,
 Modern Projects and Projections," Poetics Today 20.2 [Summer 1999], Special Issue Lessing's
 Laokoon: Context and Reception 291-379: 291).

 4 Where Lessing was most concerned with the appropriateness of usage in the visual and
 verbal arts in Laokoon, Peirce - like other semioticians and philosophers in his wake - was
 interested in the kinds of ties that bound the medium and means of representation to what was
 represented. See Charles Sanders Peirce, Collected Papers of Charles Sanders Peirce. Vol. II:
 Elements of Logic (Cambridge, Mass.: Harvard UP, 1932); Peirce on Signs. Writings on Semiotic
 by Charles Sanders Peirce. Ed. James Hoopes (Chapel Hill and London: U of North Carolina P,
 1991).
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 5 Helmut Pfotenhauer, Wolfgang Riedel, Sabine Schneider, eds., Poetik der Evidenz- Die
 Herausforderung der Bilder in der Literatur um 1900 (Würzburg: Königshausen und Neumann,
 2005Ì viii.

 6 Gross, Lese-Zeichen (note 1).
 7 Of the large number of art-historical volumes and exhibition catalogues that include dis-

 cussions of such hybrids, here is a recent instance worth mentioning for the attention it devotes
 to "an art infused with language," a language that is "both verbally intelligible and purely visible
 matter" (13): Luis Pérez-Oramas, Léon Ferrari and Mira Schendel: Tangled Alphabets (New
 York: The Museum of Modern Art, 2009).

 8 See esp.WJ.T. Mitchell, Iconology (Chicago: U of Chicago P, 1986), also Gross, Lese-
 Zeichen 55-57 (note 1). For a recent insistence that "Texte eine Modalität sind, Sprache zu
 ikonisieren" in a "Versinnlichung der 'logoi'" that is the specific achievement of written texts,
 see Sibylle Kramer's "'Schriftbildlichkeit' oder: Über eine (fast) vergessene Dimension der
 Schrift," Sibylle Krämer, Horst Bredekamp, eds., Bild, Schrift, Zahl (München: Fink, 2003)
 157-176: 160f.

 9 Claude Gandelman, Reading Pictures, Viewing Texts (Bloomington and Indianapolis: U
 of Indiana P, 1991). Dirck Linck and Stefanie Rentsch focus on "hybrid practices of significa-
 tion" and "impure forms of perception" (7) in their introduction to an edited volume that includes
 numerous case studies of such "crossover of texts and images" (9): Bildtext - Textbild. Probleme
 der Rede über Text-Hybride (Freiburg, Berlin, Wien: Rombach, 2007). For cross-over modes of
 reading, in particular, see Gross, Lese-Zeichen 46-87 (" Schrift/Bild") (note 1).

 10 As Ludwig Jäger insists: "Die verschiedenen semiotischen Modi der Objektreferenz
 sind also miteinander verwoben und zugleich nicht aufeinander reduzierbar." ("Indexikalität
 und Evidenz," Horst Wenzel, Ludwig Jäger, eds., Deixis und Evidenz [Freiburg, Berlin, Wien:
 Rombach, 2008] 289-315: 303)

 11 For the categorical distinction of analogical and digital, see Nelson Goodman, Lan-
 guages of Art. An Approach to a Theory of Symbols (Indianapolis: Hackett, 1976); for the pre-
 sentational and discursive, see Susanne Langer, Philosophy in a New Key (Cambridge, Mass:
 Harvard UP, 1982 [1942, 21956]); for icon and symbol, see Charles Sanders Peirce, Collected Pa-
 pers; Peirce on Signs (note 4). For forms of intermediality, multi-modality, hybridity, and modes
 of reception that scramble these distinctions, see note 9. Barbara Sandig, "Textmerkmale und
 Sprache-Bild-Texte," Ulla Fix, Hans Wellmann, eds., Bild im Text- Text im Bild (Heidelberg:
 Winter, 2000) 3-30 provides a linguistic account oriented towards different bimedial Textsorten.
 The following two volumes offer a number of case studies framed by excellent introductions:
 Thomas Eicher, Ulf Bleckmann, eds., Intermedialität. Vom Bild zum Text (Bielefeld: Aisthesis,
 1994); Silke Horstkotte, Karin Leonhard, eds., Lesen ist wie Sehen. Intermediale Zitate in Bild
 und Text (Köln, Weimar, Wien: Böhlau, 2006).

 12 Such hierarchies can, of course, also inflect definitions, such as Peter Wagner's use of
 the term "iconotext" (coined originally by Michael Nerlich) to designate, in one of his defini-
 tions, "the use of (by way of reference or allusion, in an explicit or implicit way) an image in a
 text or vice versa" ("Ekphrasis, Iconotexts, and Intermediality - the State(s) of the Art(s)," Peter
 Wagner, ed., Icons- Texts- Iconotexts. Essays on Ekphrasis and Intermediality [Berlin, New
 York: de Gruyter, 1996] 1-40: 11)

 13 Note the signs of recent renewed interest especially in the Warburg tradition (associated
 in particular with Horst Bredekamp and Martin Warnke; see, for instance, Horst Bredekamp,
 Michael Diers, Charlotte Schoell-Glass, eds., Aby Warburg. Akten des internationalen Sympo-
 sions Hamburg 1990 [Weinheim: VCH/Acta Humaniora, 1991]). Peter Kofier, ed., Ekstatische
 Kunst - besonnenes Wort. Aby Warburg und die Denkräume der Ekphrasis (Innsbruck, Wien,
 Bozen: Studien Verlag, 2009) presents work by a new generation of scholars in this area, and an
 extension of that interest beyond the European linguistic and scholarly realm is indicated by the
 translation of Philippe- Alain Michaud's 1998 monograph: Aby Warburg and the Image in Mo-
 tion. Trans. Sophie Hawkes (New York: Zone Books, 2004). A recent collection of "studies in the
 area of word and image interactions" ("Introduction," by Charlotte Schoell-Glass, xi), explicitly
 credits Aby Warburg's library as inspiration (ibid.): Claus Clüver, Véronique Plesch, Leo Hoek,
 eds., Orientations. Space/Time/Image/Word (Amsterdam, New York: Rodopi, 2005).

 14Schmitz-Emans has persuasively argued that words play a significant role in revealing
 what may otherwise remain unseen in images in Die Literatur, die Bilder und das Unsichtbare.
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 Spielformen literarischer Bildinterpretation vom 18. bis zum 20. Jahrhundert (Würzburg: Königs-
 hausen und Neumann, 1999).

 15 This invitation has been expressed by two leading theorists of intermedial visuality
 and pictoriality in terms of reciprocity, indeed of desire, on the part of pictures: Georges Didi-
 Huberman, Ce que nous voyons, ce qui nous regarde (Paris: Éditions de minuit, 1992); W.J.T.
 Mitchell, What Do Pictures Want? The Lives and Loves of Images (Chicago: U of Chicago P,
 2005). One of Mitchell's assertions in the essay that provides the title for the volume: "Pictures
 want equal rights with language, not to be turned into language." 47

 ]6 Gottfried Boehm, "Bildbeschreibung. Über die Grenzen von Bild und Sprache," Gott-
 fried Boehm und Helmut Pfotenhauer, eds., Beschreibungskunst - Kunstbeschreibung. Ekphrasis
 von der Antike bis zur Gegenwart (München: Fink, 1995) 23-40: 40. But see Renate Brosch,
 "Die 'gute' Ekphrasis: Grenzgänge der Repräsentation" (Renate Brosch, ed., Ikono/Philo/
 Logie: Wechselspiele von Texten und Bildern [Berlin: trafo, 2004] 61-78) for a pointedly non-
 ontological counter-position that considers ekphrasis as an intervention in contemporary cul-
 ture, as "Möglichkeit [...], den omnipräsenten Bilderfluß für einen Moment anzuhalten, die
 Aufmerksamkeit auf das so arretierte Bild zu konzentrieren und seine Verfaßtheit und seine

 weltanschaulichen Prämissen zu reflektieren. "(61)
 17 See his recent exchange with W.J.T. Mitchell in Hans Belting, ed.: Bilderfragen. Die

 Bildwissenschaften im Aufbruch (München: Fink, 2007) 27-46: 29.
 18 Jean Hagstrum's classic The Sister Arts (Chicago: U of Chicago P, 1958) focuses on the

 "sister" part, Grant Scott emphasizes the agon or struggle (The Sculpted Word. Hanover: UP of
 New England, 1994).

 iySee Mitchell and Boehm in Belting, Bilderfragen (note 17), also W.J.T. Mitchell, What
 Do Pictures Want? (note 15) For a useful overview, see "Iconic Turn," Doris Bachmann-Medick,
 Cultural Turns. Neuorientierungen in den Kulturwissenschaften (Reinbek: Rowohlt, 2006)
 329-380.

 20 The categories offered by scholars in the area of intermediality include medial transfer/
 transposition (Medienwechsel) as well as medial combinations, intermedial reference, interfer-
 ence, or medial transgressions/boundary crossings. For an overview, see the editors' introduc-
 tion '"Lesen ist wie Sehen' - über Möglichkeiten und Grenzen intermedialer Wahrnehmung" in
 Silke Horstkotte, Karin Leonhard, eds., "Lesen ist wie Sehen". Intermediale Zitate in Bild und
 Text (Köln: Böhlau, 2006) 1-15. See also the reviews by Horstkotte, Gray, and Malkmus in the
 review section of this issue.

 21 See, for instance, the 25-plus disciplines featured in Klaus Sachs-Hombach, ed.: Bild-
 wissenschaft. Disziplinen, Themen, Methoden (Frankfurt am Main: Suhrkamp, 2005).

 22 The eikones series documents work associated with the Nationaler Forschungsschwer-
 punkt Bildkritik under the direction of Gottfried Boehm at Basel University.

 15 Nicholas Mirzoeff offers a good introduction in his Introduction to Visual Culture (Lon-
 don and New York: Routledge, 1999). For an example of Visual Studies as interdisciplinary
 Culture Studies and social critique see, for instance, Jennifer González, Subject to Display:
 Reframing Race in Contemporary Installation Arts (Cambridge, MA: The MIT Press, 2008)
 and Marcus Wood Blind Memory. Visual Representations of Slavery in England and America
 1780-1865 (London and New York: Routledge, 2002). For a measured assessment of Visual
 (Culture) Studies, its role vis-à-vis traditional disciplines such as aesthetics and art history, and
 the purview of its objects as well as of "the visual see W.J.T. Mitchell, "Showing Seeing: A
 Critique of Visual Culture" in: What Do Pictures Want? 336-356 (note 15).

 Z4 He directs us to the Enlightenment conception of "evidence" in a move to bridge the
 divide between Begriff and Anschauung, in contrast to the "spezifisch moderne Evidenz [ . . . ]
 einer überkomplexen Zeichenfülle jenseits der Mangellogik des Begriffs" offered by Pfoten-
 hauer/Riedel/Schneider, Poetik der Evidenz, ix (note 5)

 25 For a somewhat analogous account of writing within the larger context of "Kultur-
 techniken" and as "incorporated" semiotic practice between "Phantasie" and "Kalkül," see
 Sibylle Kramer's "Schriftbildlichkeit" (note 8), esp. 166ff. Also relevant is Kramer's investi-
 gation of "operative" (as opposed to phonetic) forms of notation (mathematics, logic, com-
 puter code) (161). See also Wolfgang Coy, "Die Konstruktion technischer Bilder- eine Einheit
 von Bild, Zahl, Schrift," in the same volume (143-153), as well as contributions on 'technical'
 image- writing in Sachs-Hombach (note 21).
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 284 Sabine Gross

 26 See also more generally her "Tertium datur. 'Schrift und Bild und Körper' als kultur-
 theoretische Denkfigur," Ulrike Landfester, ed., Schrift und Bild und Körper (Bielefeld: Aisthe-
 sis, 2002) 9-41.
 27 For a history of the genre beyond - and before - this more recent narrow definition,

 see Fritz Graf, "Ekphrasis: Die Entstehung der Gattung in der Antike," Beschreibungskunst -
 Kunstbeschreibung (note 16) 143-155. Recently, Ruth Webb has insisted on this sense of ek-
 phrasis as being not about pictures, but about the "word's ability to summon up images in the
 listener's mind" in a monograph that persuasively reclaims the term for the rhetorical tradition:
 Ekphrasis, Imagination and Persuasion in Ancient Rhetorical Theory and Practice (London,
 Burlington: Ashgate, 2009) 4.
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