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Pictorial knowledge
Image, text and their experiential base in  

the 19th-century illustrated press

Art-historical knowledge production has more than once been de­
scribed as a “translation” of images into words, which reaches deeper 
than merely the communication of scholarly results through the writings 
of articles and books: in the process of examination and interpretation, 
the image is thought of as “translated” into conceptual knowledge.1 In 
this discussion, “translation” is used to emphasize the image’s alterity 
or its distinctiveness from text, the latter in the inclusive sense of the 
arch medium of writing, words and conceptual knowledge. My intention 
here is to nuance and provide an alternative to this idea of art-historical 
knowledge production as ultimately a “translation” between image and 
text. The chapter aims to pursue the reversed idea that knowing pictures 
involves cooperative acts of thinking and experiencing in images and 
texts. As I understand “text” inclusively, I take “image” to cover pictorial 
as well as virtual and metaphorical manifestations—which will become 
clear throughout the study.2 First, what is the problem with the transla­
tion metaphor ?

Translation ?
The fact that pictures are standardly addressed by linguistic language, 
either critical or colloquial, is just one aspect of a much richer sphere of 
interrelations between images and texts and does not deprive the picture 
of the capacity of acting—if not strictly speaking—back.3 Traditionally, 
knowledge and cognition are restricted to how thoughts, concepts and 

1.  Cf., e.g. Baxandall 1985, pp. 1–11; Elkins 1998; Elsner 2010.
2.  About the image–picture distinction, see Mitchell 2005, pp. 84–86.
3. My use of “acting” and “act” builds on Bredekamp 2018, esp. pp. 1–35, but is slightly 

broader. While Bredekamp’s focus is on investigating the image’s agency and its condi-
tions of possibility, my idea of agency is that it is distributed between the image in its 
pictorial manifestation, its relations to texts of different kinds, its relations to cultural 
conventions, and its relations to the embodied mind that makes sense of it. 

Figure 1. Views from Mörrum. 
Xylographic print in Ny 
illustrerad tidning 9, 1876, 
p. 75. Dimensions: 30.8 × 
20.8 cm.
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propositions operate through words. But this is only one of the many 
forms of knowledge that are embedded in, as well as conveyed, processed 
and altered by, the experience of pictorial media that is simultaneously 
perceptual and cognitive, past and present. With this point of departure, 
I see three reasons to be suspicious of the idea of translation:

The first is that many pictures are in obvious ways involved with texts 
of different kinds. Examples range from pictures with inscriptions on 
the pictorial surface to pictures with juxtaposed texts (historiographi­
cal, critical, journalistic, literary) and pictures with texts inside their 
iconic fields. In such cases, both image and text are present with their 
own sign vehicles in, on or around the picture. In other cases, stories 
are visualized in pictorial media, as when the famous iconography of 
the Danse Macabre (Dance of Death) was reworked from a medieval ro­
mance to Hans Holbein the Younger’s drawings disseminated through 
Hans Lützelburger’s engravings (which were printed with juxtaposed 
verses) as one particularly well-known instance of its many pictorial 
manifestations.4 Pictures are, in these and many other ways, iconotextual 
from the start (defined here as an umbrella term for all image and text 
interrelations that are activated by the picture).5 This does not, however, 
mean that the textual dimensions of pictures exhaust their capacity of 
knowledge production. It only means that the pictorial and the textual 
dimensions of the knowledge-producing process are deeply intertwined. 
And further, to account for textual dimensions in/of pictorial media also 
serves to highlight those pictorial elements that resist easy labelling and 
conceptualization. Effects of texture belong here as well as the minimal 
marks that build up iconicity but are lost in the language that names the 
referent. In a notable contribution to the discussion about translation 
in art history, Keith Moxey has, on the one hand, emphasized the lack 
of congruence between what he calls “the verbal and the visual”; on the 
other hand, his preferred way of dealing with this gulf is to recognize 
it as a productive tension: “Far from canceling or obviating the need 
for words, the recognition that visuality and language are inextricably 
entwined but never coincide indicates that we desperately need all the 
powers of language—analytic and poetic—to explore the inexhaustible 

4.  For earlier manifestations of the Dance of Death, see Fein 2014.
5.  The concept is taken from the works of Liliane Louvel and Peter Wagner, where it 

is developed in relation to images in literature (Louvel) and in relation to texts in and 
around graphic art (Wagner). Cf. Louvel 2011; 2018; Wagner 1995; 2015. Related image and 
text relations are discussed in Mitchell 1994. 
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potential of their incommensurability.” 6 In other words, the fundamental 
difference between pictorial and textual media is a source of meaning 
rather than a loss of “pure” pictoriality.

The second reason to be suspicious of translation as a metaphor for 
the inability of words to capture pictorial ways of existing and making 
meaning in space and time is that it seems to include too much. If one 
understands “translation” in line with Benjamin as a “transformation 
and renewal” of the preceding text or in line with most discussions 
on transmediality as an at once transferring and transforming process, 
one could ask what would not—metaphorically—be a translation when 
content is transposed either within the same (arch) medium or sign 
repertoire or across different media or sign repertoires.7 No one would 
expect a quote of a first text in a second text to relate to the first text in 
a 1:1 fashion, just as no one would expect a photographic reproduction 
of a painting to be anything other than a transferred and transformed 
visual quotation. Even in these cases, which do not include transfers 
across (arch) media and sign repertoires, we are aware of selections, 
partial views, new materialities and new media channels and interfaces 
that meet new addressees. Then, one wonders if not all transfers, either 
within textual or pictorial media, or across textual and pictorial media, 
are not slightly or radically translated. 

The third reason to move beyond the translation metaphor is that 
it seems to suggest both the existence of media purity and firm analo­
gies between media and perceptual and cognitive capabilities.8 Icono­
textual pictures are not only labelled that way because they are in a 
strict sense composed of both pictorial and textual elements, but also 
because their ability to act involves perceptual and cognitive input and 
response; relations to referents that are grounded in likeness, contiguity 
and convention; and spatial and temporal modes of interacting with the 
embodied and historically situated experience of the addressee. Pictures 
are iconotextual, multimodal and situated, because perception and cog­
nition are iconotextual, multimodal and situated in the first place. Even 
so, it is a commonplace that any idea of iconotextuality needs to assume 

6. Moxey 2013, p. 100.
7.  Benjamin 1996, pp. 256. For “transmediality”, see Elleström 2014. For a different 

take on the prefix “trans-” as opposed to “inter-”, see Bal 2022, pp. 162–164.
8.  As if pictures would be restricted to seeing and iconic and spatial representation, 

whereas writing would be restricted to thinking and symbolic and temporal represen-
tation. See note 9 for references.
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some sort of media difference—if only to account for the image and text 
interrelations that constitute the iconotextual object. Any talk about  
tensions, fusions and combinations presupposes that there is more than 
one medium to begin with, and that there are borders of some kind 
between media, even though they are transgressed or deferred from 
another point of view.9 In order to explore the “inexhaustible poten­
tial” of the tensions, fusions and combinations of pictorial and textual 
media, including their material, modal, representational and experien­
tial dimensions of acting and making meaning in the world, we need 
a language that specifies the differences between media as well as the 
character of the interrelations.

For these reasons, my question mark after “translation” is not meant 
to question productive difference; rather, I understand the latter as the 
starting point of a process of iconotextual transfers and reworkings that 
yield what I tentatively define as pictorial knowledge, or knowledge that 
is, in one or another way, derived from the picture.

The pictorial letter as a figure with which to think
The plate Views from Mörrum (fig. 1) is taken from the Swedish weekly 
Ny illustrerad tidning (1865–1900), an equivalent of many European 
and North American counterparts, such as The Graphic in England or 
L’Illustration in France.10 The plate is chosen because it exemplifies a 
type of picture, sometimes called metapictorial or metareferential,11 that 
regularly occurred in the 19th-century illustrated press. These pictures 
are interesting because they deviate from illustrations that, at least su­
perficially, were more adapted to the journalistic coverage of the cultural, 
political and social events of the day. They include the standard repre­
sentations of celebrities, crime scenes, tourist sites, social affairs and so 
on, but also an extensive repertoire of something completely different: 
depictions of other pictures (cf. fig. 4), frames (cf. figs 1 and 2), inscrip­
tions that are incorporated in pictorial space (cf. fig. 1), and other devices 
that engage with modes of pictoriality and transgressions of any easily 
fetched idea of what is pictorial in the first place. As my prime example, 
Views from Mörrum will be the focus of attention throughout the study, 

9. Cf. the discussions about “mixed media” and “intermediality” in Rajewsky 2010, 
p. 52 and Mitchell 2015, pp. 129, 125–135.

10.  For studies on the 19th-century illustrated press, see Beegan 2008; Korda 2015; 
Mainardi 2017.

11.  “Metapictorial”: Mitchell 1994, pp. 35–82. “Metareferential”: Wolf 2009.

Figure 2. Spring Images. 
Xylographic print in Ny 
illustrerad tidning 19, 1868, 
p. 149. Dimensions: 32.5 × 
22.8 cm.
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but not its sole actor. Other examples will be integrated insofar as they 
clarify, develop or ground the prime example.12 

The Mörrum plate shows, metaphorically speaking, a “montage” of 
different landscape views from a Swedish country town (Mörrum, in the 
south of Sweden) in a both continuous and interrupted pictorial space. 
The top view of a river changes into a silhouette of houses that continues 
into a view of a jetty and a waterfall, and, finally, into a panorama over a 
verdant landscape with a river. One by one, the views occupy their own 
space. At the same time, they flow into each other’s space. But there is 
more going on in the picture that complicates its depiction of space. To 
the left, the views are framed by an arrangement of fishing gear, which, 
at the bottom, extends into a railing with two bystanders looking in over 
the panorama (the man to the left) and out of the picture (the woman 
to the right). At the top of the frame, the landing-net ends with another 
“frame” that encloses yet another, smaller view. Through its iconicity and 
illusion of three-dimensionality, the framing arrangement constitutes a 
space of its own. While this could be said about many framing arrange­
ments in the 19th-century illustrated press (cf. fig. 2), what is important 
here is that the curious text in the middle of the plate makes the con­
struction of space an object of attention. The text plays with space.

The text “Mörrum” is not an inscription on the surface of the picture. 
Only the second and third letter could be described as such, whereas the 
others are localized inside both the space of the frame and the space of 
the views. Also, habits of reading, and therefore to view the word not 
as separate letters but as a graphic entity of its own, create an effect 
of seeing the word as in front of the jetty, as hovering in the air, and 
continuing into the scene at the other end. And more, the last letter “M” 
differs from the first in another way than by its place in space. If the 
first “M” is a letter caught up in a net, like a fish, the middle part of the 
last “M” constitutes a thing in the fishermen scene: a supporting crutch 
for the landing-net that extends into the scene, where it is handled by 
the two men. The difference here is that while the first “M” is nested in 
the iconicity of the net, it is still a letter. The last “M”, however, is both 
a letter (conventionally expected to communicate by formal code) and a 

12.  The title Views from Mörrum is mine but modelled on the practice of Ny illustre-
rad tidning to caption its plates “pictures/images/scenes from …”, as can be noted in 
fig. 4, Pictures from Norway. The title of fig. 2, Spring Images, is another variant of this 
pattern, which emphasizes image qualities of representation, whether in the form of 
pictures, depicted as material objects as in fig. 4, or of contemporary scenes of town 
and country life as in fig. 2.



Pictorial knowledge 193

depiction of a crutch (conventionally expected 
to communicate by similarity).

This fusion of the “M” with (a depiction of) 
a crutch might be viewed as somewhat elusive 
as it is “hidden” in a letter of a proper name. 
But in relation to the historical experience of 
what should properly be called explicit icono­
textual conventions in the 19th-century illus­
trated press, it is more eye-catching. Variants 
of pictorial letters appeared regularly, especially 

pictorial initials such as the one in figure 3, taken from Ny illustrerad 
tidning’s sister magazine Kasper. The recurring heading “Teater-verlden” 
(The Theatre World) begins with the figure of Kasper forming a “T” by 
holding out his arms. The more elusive iconicity of the “M” becomes 
more explicit as seen through pictorial letters such as the Kasper “T”, as 
a figure that acts through less explicit examples. What is assumed here is 
familiarity with surrounding pictorial conventions. In that perspective, 
the pictorial “M” constitutes a sort of occasional ground for a possible 
sphere of referents, including the Kasper “T”, and makes implicitness and 
explicitness less a question of articulation and more a question of what 
is within one’s frame of reference (for a related discussion about pictorial 
contexts, see Jessica Sjöholm Skrubbe’s chapter in this volume). 

The same reliance on pictorial conventions also accounts for how Views 
from Mörrum (fig. 1) exposes its own representation as resulting from acts 
of artistry, artificiality and manipulation. In relation to the realism in­
herent in both 19th-century painting and pictorial print media, the Mör­
rum plate is fancifully distorted. Each one of the views, taken separately, 
exposes a monochrome graphic version of ordered space, where the far 
landscape at the bottom is smaller and the river at the top regresses into 
the depth of the scene. These age-old techniques of illusion are coupled 
with, and hence suspended by, the way the views flow into each other and 
the framing arrangement’s extension into the picture by a word that ends 
with a pictorial letter. These features provoke awareness of media and of 
preceding acts of artistry, artificiality and manipulation. Additionally, in 
the fisherman scene, both scale and spatiality are confused. The men are 
over-sized compared to the bystanders below, who are better fitted into 
their environment. Following the stick of the landing-net, its front-and-
back scheme is slightly peculiar. It projects from behind the fisherman’s 
leg, continues through, both behind and in front of, the last “M”, then 

Figure 3. Pictorial Letter. 
Xylographic print in Kasper 
3, 1878. Dimensions (of the 
pictorial letter): 3.3 × 3.1 cm. 
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behind the “U”, and ends with the “R” being draped by the net bag. 
This way, the plate directs attention to its transgression of the pictorial 
conventions it simultaneously exposes. Because the plate foregrounds 
the artistry, artificiality and manipulation of representation, it can be 
argued that the represented views in the picture fall out of focus, while 
representational conventions and means of depiction take centre stage.13

Against this backdrop of a play with conventions of representation, the 
pictorial letter cannot but expose itself as a fusion of two medialities, two 
medial means of representation, rather than merely representing a part 
of a proper name or a thing in the iconic field. This involves a tension 
between the pictorial letter and the well-known comparative, separatist 
and supplemental image and text paradigms (see below). The fusion of 
the pictorial letter is seamless, continuous, uninterrupted—or expos­
ing integration far beyond combinations such as picture and caption or 
picture and inscription (such as the framed words in fig. 2). Of course, 
the paradox of the pictorial letter is that any identification of a fusion 
depends on having a previous idea of exactly what the fusion postpones: 
media difference. For these reasons, the pictorial letter is a remarkable 
figure in the history of iconotextuality. It refutes the comparative model 
encapsulated in Horace’s simile ut pictura poesis, which throughout the 
Renaissance until the end of the 18th century was evoked to justify a 
common goal for the arts, poetry and painting, in the ideal imitation 
of human nature and actions in shared subjects (i.e. stories).14 At the 
same time, the pictorial letter also eschews Lessing’s separation, which 
distinguishes the visual arts of space from the literary arts of time along 
with their “natural” and “arbitrary” signs.15 In 19th-century discussions 
on aesthetics, Lessing was more frequently evoked in theory, while the 
older comparative model was treated as a matter of history. The longev­
ity of both models is nevertheless attested to by the fact that they are 
standardly addressed, both theoretically and historically, in any modern 
textbook on topics such as, for example, ekphrasis.16 Finally, in a nar­
rower perspective, the 19th century had its preferred image and text 
relation in illustration. Critics and publishers alike celebrated the “new” 
communicative means of juxtaposing pictures with printed text, both in 

13.  Cf. Karin Kukkonen’s study of metalepsis in 20th-century comics in Kukkonen 
2011.

14. Horatius [Horace] 1992, line 361. One classic text on the ut pictura poesis doctrine 
is Lee 1940.

15.  Lessing 2005. 
16.  E.g. Kennedy & Meek 2019, pp. 5–6, 9.
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treatises on “the art of illustration” and in journals such as Ny illustrerad 
tidning.17 But, like the other models, “illustration” does not correspond 
to the fusion of the pictorial letter: the illustration, although argued to 
surpass or complement writing, was still destined to work in the service 
of a preceding word, as the supplement without which the word could 
not be sufficiently illuminated.18

The pictorial letter’s refusal to adhere to these models makes me un­
derstand it as significant in two regards. First, it offers itself as a starting 
point for a history of iconotextuality that relies less on the treatises that 
form the bulk of theory, the authoritative paradigms that speak on its 
behalf, and more on actual iconotextual manifestations. Second, it offers 
itself as a figure with which to think when further examining Views 
from Mörrum.

Images of motion in description and depiction
As most pictures in the 19th-century illustrated press, Views from Mör-
rum is juxtaposed to an article. Aimed at an urban middle class, the 
article introduces its topic, the country town of Mörrum, by mention­
ing the ongoing establishment of railways and their benefit for tourists 
travelling in the countryside. In editorial voice, the plate is addressed 
simply as an illustration of the article’s content, or more precisely, as a 
depiction of the actual sites that are described in the text. What is of 
greater importance is that the first paragraph of the article, by textual 
means, describes a verbal image or a virtual scene of changing landscape 
views as seen through the window of a train compartment in motion. 
Words that relate to vision, such as “the sight of”, “the sights expanding 
themselves” and “little variety for the eye”, alternate with descriptions 
of the shifting sites (that are also sights): “barely inviting forests and 
swamps” that change to “streaming waterfalls” and “verdant banks”.19

This virtual image, generated out of description, has no privileged po­
sition towards the plate in the sense that it would be destined to inform 
the plate. Both the virtual image and the pictorial plate could be brought 
to bear on the other in repeatable and invertible acts of meaning-making. 
Therefore, they reinforce each other.

17.  E.g. Blackburn 1896, esp. pp. 15–39; Anonymous 1889.
18.  Cf. ‘Supplement’ in Derrida 1997, pp. 141–164.
19.  “[Å]synen af”, “vidga sig utsigterna”, “för ögat föga omvexling”; “föga inbjudande 

skogs- och myrmarker”, “skummande forsar”, “grönskande stränder”. Anonymous 1876, 
p. 73. 
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The virtual image, suggesting a real-world scene of visual sense im­
pressions, has a mise en abîme character in that the window of the train 
compartment constitutes a frame, as well as a “screen” for the unfolding 
sites that are described as sights. The frame makes the passing landscape 
appear as a moving image within the image of the compartment scene 
(nested in description accessible through writing). This virtual image-
in-image structure is reinforced by being “framed” by many analogous 
plates in Ny illustrerad tidning as well as by the practice of displaying 
paintings.20 In general, the frame is that which marks the painting as an 
object of attention. It constitutes a border(zone) to the environment. In 
the Mörrum plate, the frame marks the flow of views as an object of visual 
interest, as something worth looking into, both in the sense of repeating 
the act of one of the bystanders and of something to explore. The frame 
invites viewing and examination. This analogy with a framed paint­
ing should not be taken too literally, however. Even though the frame 
importantly emphasizes the image character of that which it frames, it 
does not necessarily make it appear as a picture. In the case of Views from 
Mörrum, the frame is part of the picture, although outside the space of 
the views (cf. also fig. 2). The views are not presented as pictures in the 
same way as in figure 4, Pictures from Norway, which depicts (in drawing 
reproduced through xylography or wood engraving) a montage of what 
appear to be five photographs pinned-up on top of each other, with 
curly edges, faint shadows and foliage to produce illusionistic effects. 
The first-order picture (i.e. the whole montage) has no depicted frame 
comparable to the white margin of the second-order middle picture, 
but appears as a picture (of pictures) by virtue of being “framed” by the 
cultural and communicational conventions that make it recognizable as 
such,21 including its declarative and genre-typical caption as well as the 
more fundamental familiarity with pictures as representational objects. 
The framed views of the Mörrum plate are more reminiscent of how 
figure 2, Spring Images, depicts three “living” tableaux that are decidedly 
theatrical: the middle scene looks as if its figures were actors on stage 
in front of painted scenery. Such framed scenes, views and pictures in 
the plates of Ny illustrerad tidning heighten the image modality of the 

20.  I will use frame without quotation marks when denoting a concrete, physical 
frame in analogy with painting and “frame” with quotation marks when denoting 
“framing” or the concept that grew out of a critique of context in the 1980s and 1990s. 
About the latter, see Bal 2002, pp. 133–193. See also “framing” in Dan Karlholm’s chapter 
in this volume.

21.  Cf. “Immaterial frame” in Nöth 2007, pp. 69–70.
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real-world experience described in the article and impart on it the status 
of something worth looking into. 

The virtual image of the article and the Views from Mörrum are both 
about motion, although the one is generated out of writing and the other 
is generated out of the fixed print on the page. More precisely, even if 
both picture and description are the objects of reading and viewing acts, 
i.e. at once perceptual and cognitive operations that unfold in, and are 
affected by, space and time, their sign vehicles are fixed. The inner “film” 
generated out of words in writing is immaterial, unlike the film that is 
projected in a cinema (to use a later media concept as metaphor), and 
the continuous flow of the depicted views are still. Nonetheless, the plate 
evokes or conjures up the modality of motion: partly through the whole 
layout, partly through indicating different directions—the flow of water 
downwards, the road beneath the houses running horizontally out of 
view to the right—and partly through the transitional areas in between 

Figure 4. Pictures from 
Norway. Xylographic print 
in Ny illustrerad tidning 17, 
1882, p. 156. Dimensions: 
15.1 × 23 cm.
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the views, where the water turns to sky in the top view and the stream 
turns to sky in the middle view. Above, these areas have been designated 
by words such as “flow” and “continuous”, or abstract motion concepts 
(that are further supported by the layout, etc.). These in-between areas 
differ from the views that are tied to their referents by, and termed after, 
figurative depiction. The transitional areas in between the views are 
abstract; they reside outside depiction. They are built up of parallel and 
horizontal xylographic lines and strokes, which constitute the reversed 
print from an engraved wood block (that likely had a drawing transferred 
to it photographically). It is impossible to say exactly which one of the 
parallel horizontal lines and strokes that signifies water, and which one 
signifies sky. Therefore, these are areas of transition, gradual shift and 
uncertainty at the same time as they refer to the ideas of transition, 
etc. (for more on the interplay between abstraction and figuration, see 
Margaretha Thomson’s chapter in this volume).

The relations between the images in the description of the article and 
the depiction of the plate, the motion concepts they give rise to and the 
analytical figure of iconotextuality that encourages the comparison are 
mutually meaning generative and built into the way pictures act and are 
interacted with. I believe this to be an accurate but reductive description 
of the process of pictorial knowledge production. The way from elements 
on the page via referents in depiction and description to motion concepts 
(“flow”, “continuous”) is no straightforward exchange between pictorial 
elements and linguistic language. To make sense of motion concepts in 
the first place, the interrelations between writing, pictorial elements 
and their referents must be understood as embedded in and mediated 
by experience in two senses of the term. The first sense, concerning bod-
ily experience, is informed by Mark Johnson’s philosophy of embodied 
meaning (see also Lena Liepe’s phenomenologically informed analysis of 
architectural space in this volume).22 Depiction and description of motion 
(with or without the use of explicit expressions) are shaped by the bodily 
experience of moving in the world as well as by experiencing the natu­
ral–cultural environment in motion. The reason why back-and-front, dis­
torted scale, etc., are meaningful as such is their embeddedness both in 
representational conventions (cf. the preceding section) and in the bodily 

22.  Johnson emphasizes the primordial role of the bodily experience and acquired 
“image schemas”. For my purposes, it suffices to understand them as co-dependent 
on representational conventions. Cf. Johnson 2007, pp. 113–154; 2018, pp. 18–19, 46–47, 
218–219.
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experience “stored” in internal, sensorimotorically acquired “image sche­
mas” of scale, verticality, motion, etc. Such internal and experience-based 
schemas guide one’s interaction with the world and unconsciously shape 
one’s understanding of scale, motion, etc., in depiction and description. 
In the second sense of the term, plates such as Views from Mörrum are 
embedded in the intersubjective historical experience of an addressee 
that cannot but relate the representational conventions, modalities and 
media channels of the plates to the larger culture they are part of, includ­
ing aesthetic, epistemic and communicational standards and deviations 
as manifested in concrete pictorial form. Any “translation” from image 
to text runs through embodied and historical experience.

Iconotextual imagery through the magic lantern
The “flow” of views depicted in the Mörrum plate and described in its 
article are, from the perspective of the historical experience of the sur­
rounding image culture, closely related to the media practice of the magic 
lantern. As the Kasper “T” acts through the pictorial “M”, the magic 
lantern acts through the fixed “flow” of the depiction and the virtual flow 
of the description, in ways that tie together different pictorial media, 
metaphoric language and the modality of sequence.

The magic lantern was a 17th-century invention that had its heyday 
in the 19th century. It was basically a lamp with a system of lenses and 
mirrors for picture projection. Printed or painted slides on a transparent 
support (usually glass) were inserted in the lantern, lit from behind, and 
projected on a screen (usually a linen cloth). Magic lantern shows were 
operated by one or two lanternists and accompanied by speech and some­
times music. Besides the early 20th-century scholarly use of the lantern 
(e.g. for art-historical lectures), the lantern practice that is perhaps best 
remembered today is the post-revolutionary phantasmagorias associated 
with Étienne-Gaspard Robert’s projections of spectres and demons with 
startling light and smoke effects and lanterns on wheels to create the 
illusion of movement.23 But this should not obscure the fact that magic 
lantern shows, staged by travelling lanternists as well as by societies 
for education or the entertainment industry, were a regular part of the 
broader 19th-century image culture, in addition to the use of magic 

23. Warner 2006, pp. 146–156. The standard text on the magic lantern as one of 
several pre-film technologies is Mannoni 2000. More recent scholarship on the magic 
lantern has turned away from the pre-film perspective, e.g. Dellmann & Kessler 2020; 
Jolly & deCourcy 2020.
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lanterns in homes. As in the illustrated press, an extensive part of the 
international as well as Swedish lantern imagery consisted of landscape 
views.

Shared imagery is important as one of several interconnections be­
tween the magic lantern and the illustrated press, but not the chief 
reason to bring the magic lantern into this study. Rather, the claim here 
is that the fixed and virtual “flow” of views described in the previous 
sections mediates the magic lantern practice and its actual sequences of 
pictures. Given previous familiarity with the image culture that included 
both the illustrated press and the magic lantern, the fixed and virtual 
“flow” of views had the potential of evoking the magic lantern as a media 
type, characterized by certain modes and modalities of representation, 
and as a widely used media metaphor.

As a media metaphor, “magic lantern” was nested in both journalistic 
and literary prose to denote the flow of images in the human mind. This 
wide-spread metaphoric usage included two main characteristics: the 
idea of a sequential flow of shifting images and the location of these to 
the memory or the imagination (via sense impressions), as can be noted 
in the following examples from 19th-century Swedish literature: “the 
most comic shapes now filed through the magic lantern of her imagina­
tion” or “[d]ifferent were the images, that the mother pulled from the 
magic lantern of her memory”.24 In relation to the Mörrum plate and 
its article, it is also noteworthy that the magic lantern was especially 
evoked in the context of travelling: “Who does not otherwise long to 
travel and to let, as in a magic lantern, new scenes alternate as quickly 
as the fancy of the moment.” 25 In these examples, the magic lantern is 
used as an image for the images of the mind, or, in other words, abstract 
mental processes are substituted for the sequential picture projections 
of the magic lantern. As the fixed “flow” of the Mörrum plate and the 
inner “film” of the article were likely to convey the media concept “magic 
lantern”, the latter’s metaphorical usage directs attention to the unfold­
ing images of the mind, like the sites described as sights.

One of the characteristic features of the magic lantern as a media 
practice was its sequentiality. If no special effects were used, its pictures 

24.  “[D]e mest komiska skepnader nu defilerade genom hennes inbillnings laterna 
magica”, Gyllenhaal 1883, pp. 182–183; “[O]lika voro de bilder, som modren drog fram af 
sitt minnes laterna magica”, Cronholm 1852–1854, p. 115. 

25.  “Hvem längtar ej annars att resa och att låta, liksom i en laterna magica, nya 
scener vexla snabbt som stundens infall.” Carlén 1861, p. 196.
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were projected one after the other, which means that the first picture dis­
appeared when the next appeared. In the illustrated press, the plates are 
materially present (as long as one does not turn the page)—which does 
not mean that they are non-sequential. The point of understanding the 
lantern practice as acting through the Views from Mörrum plate is that 
its actual sequentiality, which was enacted in practice and underlined 
by metaphoric usage, directs attention to other kinds of sequentiality 
in the Mörrum plate and other pictures of its kind in the 19th-century 
illustrated press. In general, pictorial sequentiality can be described as 
without order and without determined beginning or end (in the latter 
sense, it resembles Margaretha Thomson’s concept of presence in this 
volume). It could be argued that one is inclined to “read” the Mörrum 
plate from the top down, following the direction of the water, but many 
other routes are possible. The bystander looking in over the bottom 
panorama invites another entrance. Without order, the plate’s sequential 
character is reminiscent of how Gottfried Boehm describes image per­
ception as a “taking apart” of elements while “taking part” or attending 
to the relations between the elements as well as to the totality. Image 
perception thus includes engaging both in “a visual sequence that never 
comes to rest” (in following the elements one by one) and in the duration 
of “taking part” (in attending to that which is at hand).26 The following 
of the views one by one is the succession, the sequence that is heightened 
by analogy with the lantern but still contains the possibility of resting 
in each one of them. In the more particular case of the 19th-century 
illustrated press, the pictorial sequence was also a newly established 
convention, including sequences suggested by numbering parts of pic­
tures, by assembling several pictures on one page, by arranging pictures 
in captioned rows, inviting the order of reading, and by the “montages” 
exemplified by figures 1 and 2.

It should be emphasized that such pictorial sequences in the 19th-
century illustrated press are rarely held together by a story. They do not 
commonly represent a chain of unfolding actions and events, which is 
also true about their juxtaposed texts. The articles in the journals and 
the captions (to plates as well as to lantern slides) were descriptive rather 
than narrative. Therefore, these pictorial sequences fall outside Jacques 
Rancière’s “representational regime of art”, which refers to imagery that 
is conditioned by the logic of a story or, differently put, by a specific sort 

26.  Boehm 2019, esp. pp. 25, 30.
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of relation to a text. The latter had the function of a “conceptual linking 
of actions”, whereas the image functioned as “the supplement of presence 
that imparted flesh and substance” to the story.27 Rather, the pictorial 
sequences in the 19th-century illustrated press were entangled in other 
types of relations to texts, which are better characterized in terms of 
juxtaposition and varying fusions of difference. The first, juxtaposition, 
is in the sense that articles (but not captions) seldom target the picture 
in an explicit or elaborated way. If the pictures are mentioned, it is once 
or twice in passing, as a deictic gesture to the picture as a stand-in for the 
real thing (as the actual sites at Mörrum). The second, varying fusions of 
difference, is in the sense that metaphors and virtual images are nested 
in language: language extends into pictures when brought to bear on 
them (as well as the other way around), and language is generated out of 
pictures (as the Views from Mörrum generate motion concepts).

Lastly, the magic lantern as a media practice offers yet another mo­
tion concept that targets the plate’s transition between the different 
views: namely the so-called dissolving view. It has often been remarked 
that this concept, like many other specialized media concepts, such as 
diorama or chromatrope,28 are essentially unstable as the terms were 
applied to a whole range of different practices and techniques.29 What 
matters here, however, is that the dissolving view of the lantern is tied 
to the Mörrum plate by resemblance, whether or not addressed by the 
term. In other words, the fixed “flow” in Views from Mörrum had, by 
similarity, the potential of recalling the image of the actual flow of the 
dissolving view. The dissolving view (often referred to in Swedish 19th-
century texts by the English term) was a visual effect, including the play 
of light and movement, where a first image was gradually transitioned 
into another.30 The effect was achieved either by using two lanterns 
projected on the same spot or by using “biunial” or even “triunial” lan­
terns (lanterns with two or three lenses). In both cases, the trick was to 
slowly diminish the first image by stopping down light while lighting up 

27.  Rancière 2007, p. 46.
28. With “specialized media concept” I mean something like the hierarchical  

categories of information specialists, in the sense that, e.g. “picture” covers a broader 
field than “xylographic print”, which is a particular type of picture. Cf. Gartner 2016.

29.  Potter 2018, p. 72.
30. Even though the gradual transition of the dissolving view involves movement, it 

should not be confused with the moving images of chromatropes and other mechani-
cally moving discs or slides (with figures that make funny faces or animals that move 
their heads up and down) displayed via the magic lantern.
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the second, sometimes with the assistance of special instruments, such 
as hand-operated shutters. The result was an actual transition from, for 
example, the Colosseum or St Paul’s Cathedral in daylight to moonlight. 
Figures 5 and 6 show two lantern slides displaying the same view of a 
ruin in daylight and moonlight, with only minor differences—the small 
persons in the foreground are in daylight a seated man drawing, and 
in moonlight two standing men looking and pointing at the site. Most 
dissolving views shifted from day to night or from season to season, but 
some had more advanced transitions, such as a set of slides showing the 
eruption of Vesuvius in four steps.31 These transitions from day to night, 
from season to season, or from a quiescent to an erupting volcano, are 
counterparts to the Mörrum plate’s metaphorical “dissolve” from water 
to sky. The difference between the dissolving view of the magic lantern 
and Views from Mörrum is that in the former, the site is more or less the 
same, while the light conditions change with an altering of the repre­
sentation from day to night. In the latter, the first picture changes into 
a completely new landscape, from the river to the silhouette of houses 
or from the waterfall to the panorama. Still, it is striking that the row 
of houses is darkened as the sun sets (or rises) below a clouded sky, with 
the effect that the river scene above “dissolves” into dark. 

Pictorial knowledge
“Pictorial” is a casual choice of term, intended to indicate that my study 
is based on what is conventionally delineated as a picture and that every­
thing else brought into it is determined by the chief example of the 
Views from Mörrum plate. In less casual terms, pictorial knowledge is 
iconotextual knowledge and the chief example is an iconotext. The point 
of determining “knowledge” by “pictorial” is to emphasize that picto­
rial knowledge is derived from the picture. Thereby, this study begs the 
question of the limits of the picture: What is inside the actual plate on 
the page ? What is outside the plate but still in its material adjacency ? 
What is outside the plate as a material entity but still belonging to it 
in the senses of being either evoked by or generated out of features in 
it ? And most importantly, how are these ontologically different entities 
held together ? One way of dealing with the limits of the picture is by 
paying close attention to the historical object of study. In the specific case 

31.  All examples of dissolving views are taken from the sales catalogue Hasselblad 
et al. 1896, pp. 254–256. 

Figure 5. A Ruin in Daylight. 
Wood-framed glass slide 
for magic lantern display. 
Dimensions: 12.5 × 20.3 cm, 
diameter 10 cm. 

Figure 6. A Ruin in 
Moonlight. Wood-framed 
glass slide for magic lantern 
display. Dimensions: 12.5 × 
20.3 cm, diameter 10 cm.
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of the 19th-century illustrated press, juxtaposed captions and articles 
belong to the plates both by intentions of production and expectations of 
consumption. By the same reasoning, evocations have been addressed as 
a product of historical contiguity in the late 19th-century image culture, 
exemplified by, for instance, the Mörrum plate’s potential of evoking the 
media practice of the magic lantern on the basis of mediating the latter’s 
imagery and modality (which also means that the magic lantern practice, 
from the point of view of the historical experience of the addressee, is 
understood as preceding the plate). Another way of dealing with the 
limits of the picture is the assumption that perception and cognition 
necessarily involve iconotextuality and multimodality. Not even “purely” 
iconic or trace-like elements (such as the horizontal lines and strokes 
between the views) can escape the ongoing evocation and generation of 
preceding and forthcoming words, images and modalities, because these 
different forms of knowledge are already in experience—embodied and 
historical. Further, by “pictorial knowledge” I intend both a process of 
knowledge production and a result generated out of the picture (the 
latter indicated by the noun form “knowledge”). Another way of putting 
this is that the result is derived from the picture, but dependent on the 
picture’s capacity of acting upon historical circumstances in the past 
as well as on methodological procedures and theoretical premises in  
the present.

One of the afterthoughts of this study is that the concept of icono­
textuality needs to be further specified. First, it is necessary to point out 
that iconotextual relations between elements in the picture, the entities 
to which they refer and the response they produce cannot be reduced 
to relations between the abstract media concepts of image (or iconic 
dimensions of images) and text. Both image and text, whether thought 
of as (arch) media or sign repertoires, are realized in particular media 
technologies, materialities and channels which are always operative in 
relation to embodied and historical experience. It is necessary to remem­
ber that as abstract media concepts, “image” and “text” do not specify 
the materiality nor the concrete operative character of the interface, 
the contact zone of the addressee. Iconotextuality should therefore be 
thought of in relation to a third parameter: its realization in the particu­
lar materiality and mediality of the object (or of elements in the object). 
Second, the concept includes a range of different relations between image 
and text in their specific medial and material realizations. The fusion 
of the pictorial letter, where both pictorial and textual sign vehicles are 



Pictorial knowledge 205

present, differs from the nested character of the virtual image in the 
article, accessible only through description and writing, but still with 
a fusion-like, imperceptible passage from writing to image. Both cases 
differ from the juxtaposed relation between the article and the plate 
and from how the fixed “flow” of the views generate, rather than evoke, 
motion concepts. The distinction between evoked and generated words, 
images, etc., may be slight but important. It consists in the contrast 
between recognizing, for instance, the media practice of the dissolving 
view in the plate on the basis of some of its actual features and a more 
wide-reaching generation of “new” knowledge entities that could not be 
born without the plate but surpass any of its single features.

These image and text relations are, in their turn, embedded in simul­
taneously active but more fundamental relations between the picture 
(or elements in the picture) and the world as it is known. Traditionally, 
pictorial meaning is conceived of as the product of similarity, or a vast 
category that equally includes the straightforward case of a view in rela­
tion to its referent in the world and the relation that holds the graphic 
flow of views and the virtual image of the article together. On almost 
the same overarching level, one could add historical contiguity as the 
force of evocation, as the link, for instance, between the graphic and 
virtual “flow” and between the graphic “flow” and the magic lantern 
as a metaphor and a media practice. Historical contiguity includes both 
the mediation of something absent and material adjacency, as long as 
the linkage is meaningful within the same historical space. One can 
also add embodied experience as actively involved in understanding fixed 
expressions of motion in relation to the modality of motion, while the 
historical experience links together expressions of motion in the illus­
trated press with counterparts—fixed, sequential, dissolving—in the 
broader image culture. The most important point, however, is that all 
these interrelations are stimulated by actual features in the picture and 
working more or less simultaneously. Together, they produce pictorial  
knowledge.

Moreover, pictorial knowledge is generated out of the non-unidirec-
tional and processual character of both the picture itself and of percep­
tion and cognition, which has implications for the well-established idea 
that the medium disappears once its content appears. This idea would 
amount to, for instance, a suspension of the graphic “flow” of views the 
moment the dissolving views of the magic lantern are called to mind. 
Notably, Sybille Krämer places the idea of a withdrawal of media to make 
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the message appear at the centre of her media philosophy but makes an 
important exemption for the arts.32 It is easy to agree; arts and cultural 
artefacts are intended and expected to act by virtue of their forms and 
materiality. Another reason why I think the idea of a withdrawal of media 
to make the message appear is misleading in the case of pictorial knowl­
edge is that pictorial perception and cognition never rests in one place. 
Returning to the transitory areas of Views from Mörrum, even if one is, 
for the moment, immersed in understanding the lines and strokes on the 
page as “transitory areas” and even if one is, for the moment, forgetful 
of their ink-on-paper and line-and-stroke appearance, this momentary 
understanding is still preceded and followed by attention to material, 
modal and medial qualities as well as attention to other elements in the 
picture that may (or may not) support the perception and cognition of 
the line-and-stroke areas as “transitory” (or “uncertain” or “dissolving”). 
I would rather describe this perceptual and cognitive act as an ongoing 
oscillation between, on the one hand, the abstract concept of “transition” 
and its pictorial realization in ink, lines and strokes, and, on the other 
hand, between the first oscillation and its preceding and forthcoming 
counterparts. Such shifts between simultaneously successive and rest-
inviting elements in the picture, the entities to which they relate and 
the responses to which they give rise, are also the reason why it is funda­
mentally beyond the point to speak of either logocentric or iconocentric 
origins of pictorial knowledge production. The texts juxtaposed to the 
plate in my example do not determine the understanding of the picture 
per se (or the other way around) but they are, in a continuous process of 
embodied, past and present experience, alternately brought to bear on 
each other. The virtual image of the article heightens the fixed “flow” of 
the plate whereas the framing devices of the plate and its neighbouring 
pictures heightens the image-in-image character of the virtual image. 
In the ongoing process of pictorial knowledge production, changes in 
meaning—slight or radical—occur at each stage.

In this section, I have addressed the concept of pictorial knowledge 
and its experiential base, including issues about the limits of the picture, 
the third parameter of iconotextuality and the processual character of 
picture perception and cognition. These issues are derived from and 
developed against my chief example, Views from Mörrum, but are of an 
inclusive character in the sense that they could be brought to and fur­

32. Krämer 2015, pp. 31, 35, 59, 60, 84, 172–173.
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ther informed by many other pictures from different times and places. 
Obviously, none of my examples are traditionally included among the 
visual arts, even though it is true that the illustrations in the 19th-
century illustrated press were connected to the visual arts of the period 
as sometimes designed by contemporary artists (e.g. Carl Larsson, Jenny 
Nyström, Thyra Kleen), sometimes reproducing past and present famous 
works of art and, as has been noted above, building on pictorial conven­
tions from the history of art. For my argument here, it is of minor im­
portance whether one, as I do, understands these pictures as exponents 
of the broader 19th-century image culture or if one instead wishes to 
further explore their interconnections to the visual arts. The crucial issue 
is that the basic idea of pictorial knowledge as iconotextual knowledge 
could be brought to and reshaped by non-art as well as art pictures. The 
chief importance of my examples is that they make explicit and develop 
the issue of iconotextual knowledge.

On another level, the particular issues of the Mörrum plate have bear­
ing beyond the latter’s location in 19th-century image culture. What 
additionally makes the Mörrum example worthy of attention today is 
that it offers renewed and refined knowledge about the border zones and 
transgressions of pictoriality itself. Here I would like to recall the seam­
less manifestation of the pictorial letter that opposes received models of 
image and text relations; the play with the illusion of pictorial space by 
the juxtaposition of the separate views, the curious text and the framing 
device; the juxtaposition of graphic and virtual images that evoke the 
moving images of the magic lantern; the play with fixed “flow” as if to 
push the limits of the picture to show movement; the ongoing media­
tion of other media in addition to the pictorial representation of the 
journalistic topic of a Swedish country site. Views from Mörrum belongs 
to a type of picture in the 19th-century illustrated press that generates 
reflections on media, mediality and representation. Such self-reflexivity 
is a phenomenon too often narrowly tied to postmodern art and culture, 
albeit with occasional gestures towards isolated predecessors such as, 
e.g. Laurence Sterne’s novel The Life and Opinions of Tristram Shandy, 
Gentleman (1759–1767) and Diego Velázquez’s 1656 painting Las Meninas. 
Apart from being an antidote to that kind of short-sightedness, Views 
from Mörrum and its fellow illustrations are pictures with which to think, 
in the past and the present tense.



Sonya Petersson208

Bibliography
Anonymous 1876. ‘Mörrum i Blekinge’, Ny illustrerad tidning 9, pp. 73–76. 
Anonymous 1889. ‘Illustrationen och dess betydelse’, Ny illustrerad tidning 4,  

p. 36.
Bal, Mieke 2002. Travelling Concepts in the Humanities. A Rough Guide, Toronto: 

University of Toronto Press.
Bal, Mieke 2022. Image-Thinking. Artmaking as Cultural Analysis, Edinburgh: Ed­

inburgh University Press.
Baxandall, Michael 1985. Patterns of Intention. On the Historical Explanation of 

Pictures, New Haven: Yale University Press.
Beegan, Gerry 2008. The Mass Image. A Social History of Photomechanical Repro-

duction in Victorian London, Basingstoke: Palgrave Macmillan.
Benjamin, Walter 1996. ‘The task of the translator’ (1923), in Marcus Bullock 

& Michael W. Jennings eds, Selected Writings 1913–1926, vol. 1, Cambridge,  
Massachusetts: The Belknap Press of Harvard University Press, pp. 253–263.

Blackburn, Henry 1896. The Art of Illustration, London: W.H. Allen & Co. 
Boehm, Gottfried 2019. ‘Divided attention: Remarks on “iconic difference”’, in 

Jan Bäcklund, Henrik Oxvig, Michael Renner & Martin Søberg eds, What Im-
ages Do, Aarhus: Aarhus University Press, pp. 23–31.

Bredekamp, Horst 2018. Image Acts. A Systematic Approach to Visual Agency, 
trans. and ed. Elizabeth Clegg, Berlin: De Gruyter.

Carlén, Rosa 1861. Agnes Tell. En äktenskaps-historia: Svenskt original, Stock­
holm: Albert Bonniers förlag.

Cronholm, Bernhard ed. 1852–1854. Freja. Poëtisk kalender för 1853–1855, Lund: 
B. Cronholm.

Dellmann, Sarah & Frank Kessler eds 2020. A Million Pictures. Magic Lantern 
Slides in the History of Learning, New Barnet: John Libbey. 

Derrida, Jacques 1997. Of Grammatology, trans. Gayatri Chakravorty Spivak, 
Baltimore: Johns Hopkins University Press.

Elkins, James 1998. On Pictures and the Words that Fail Them, Cambridge: Cam­
bridge University Press.

Elleström, Lars 2014. Media Transformation. The Transfer of Media Characteris-
tics Among Media, Basingstoke: Palgrave Macmillan.

Elsner, Jaś 2010. ‘Art history as ekphrasis’, Art History 33:1, pp. 10–27. 
Fein, David A. 2014. ‘Text and image mirror play in Guyot Marchant’s 1485 Danse 

Macabre’, Neophilologus 98, pp. 225–239.
Gartner, Richard 2016. Metadata. Shaping Knowledge from Antiquity to the Se-

mantic Web, Cham: Springer International Publishing.
Gyllenhaal, Aurore 1883. Från svenska hem. Pennritningar, Stockholm: Selig­

mann.
Hasselblad, F.W., Sven Scholander & Peter Knudsen 1896. Illustrerad 

priskurant å scioptikon med tillbehör och scioptikonbilder jemte fullständiga 
bruksanvisningar, Gothenburg.

Horatius Flaccus, Quintus 1992. Diktkonsten/Ars Poetica, Latin/Swedish text 
trans., intro. and commented by Arvid Andrén, Jonsered: Paul Åströms förlag.

Johnson, Mark 2007. The Meaning of the Body. Aesthetics of Human Understand-
ing, Chicago: University of Chicago Press.

Johnson, Mark 2018. The Aesthetics of Meaning and Thought. The Bodily Roots 
of Philosophy, Science, Morality, and Art, Chicago: University of Chicago Press. 



Pictorial knowledge 209

Jolly, Martyn & Elisa deCourcy eds 2020. The Magic Lantern at Work. Witness-
ing, Persuading, Experiencing and Connecting, London: Routledge.

Kennedy, David & Richard Meek 2019. ‘Introduction: From Paragone to En­
counter’, in David Kennedy & Richard Meek eds, Ekphrastic Encounters. New 
Interdisciplinary Essays on Literature and the Visual Arts, Manchester: Manches­
ter University Press, pp. 1–24.

Korda, Andrea 2015. Printing and Painting the News in Victorian London. The 
Graphic and Social Realism, 1869–1891, Farnham: Ashgate. 

Krämer, Sybille 2015. Medium, Messenger, Transmission. An Approach to Media 
Philosophy, trans. Anthony Enns, Amsterdam: Amsterdam University Press.

Kukkonen, Karin 2011. ‘Metalepsis in comics and graphic novels’, in Karin Kuk­
konen & Sonja Klimek eds, Metalepsis in Popular Culture, Narratologia 28, Ber­
lin: Walter de Gruyter & Co., pp. 213–231.

Lee, Rensselaer W. 1940. ‘Ut pictura poesis: The humanistic theory of painting’, 
The Art Bulletin 22:4, pp. 197–269.

Lessing, Gotthold Ephraim 2005. Laocoon. An Essay upon the Limits of Painting 
and Poetry, trans. Ellen Frothingham, Mineola, New York: Dover Publications.

Louvel, Liliane 2011. Poetics of the Iconotext, ed. Karen Jacobs, trans. Laurence 
Petit, Burlington, Vermont: Ashgate. 

Louvel, Liliane 2018. The Pictorial Third. An Essay into Intermedial Criticism, 
trans. and ed. Angeliki Tseti, New York: Routledge. 

Mainardi, Patricia 2017. Another World. Nineteenth-Century Illustrated Print Cul-
ture, New Haven: Yale University Press. 

Mannoni, Laurent 2000. The Great Art of Light and Shadow. Archaeology of the 
Cinema, trans. and ed. Richard Crangle, Exeter: University of Exeter Press. 

Mitchell, W.J.T. 1994. Picture Theory. Essays on Verbal and Visual Representation, 
Chicago: University of Chicago Press.

Mitchell, W.J.T. 2005. What do Pictures Want  ? The Lives and Loves of Images, 
Chicago: University of Chicago Press.

Mitchell, W.J.T. 2015. Image Science. Iconology, Visual Culture, and Media Aesthet-
ics, Chicago: University of Chicago Press.

Moxey, Keith 2013. Visual Time. The Image in History, Durham, North Carolina: 
Duke University Press.

Nöth, Winfried 2007. ‘Metapictures and self-referential pictures’, in Winfried 
Nöth & Nina Bishara eds, Self-Reference in the Media, Approaches to Applied 
Semiotics 6, Berlin: Mouton de Gruyter, pp. 61–78.

Potter, Jonathan 2018. Discourses on Vision in Nineteenth-Century Britain. See-
ing, Thinking, Writing, Cham: Springer International Publishing.

Rajewsky, Irina O. 2010. ‘Border talks: The problematic status of media borders 
in the current debate about intermediality’, in Lars Elleström ed., Media Bor-
ders, Multimodality and Intermediality, Basingstoke: Palgrave Macmillan, pp. 
51–68.

Rancière, Jacques 2007. The Future of the Image, trans. Gregory Elliot, London: 
Verso.

Wagner, Peter 1995. Reading Iconotexts. From Swift to the French Revolution, 
London: Reaktion Books.

Wagner, Peter 2015. ‘The nineteenth-century illustrated novel’, in Gabriele Rippl 
ed., Handbook of Intermediality. Literature—Image—Sound—Music, Berlin: De 
Gruyter Mouton, pp. 378–400.


