
«Memory, even memory of the objects of thought, does not
occur without an image».

Aristoteles, De memoria et reminiscentia

«The soul never thinks without an image».
Aristoteles, De anima

«Das Wort zum Bild bringen».
Aby Warburg, Zum Bild das Wort.

ABY WARBURG

Images are not innocent. Even though they arise from
us, and often are made by us, they face and challenge
us as if they lived a life of their own. Once they have
appeared or have been produced, they acquire a sepa-
rate existence and indisputable reality as independent
beings, populating and shaping our outer and inner
worlds.1 As sensitive or imagined bodies they enter
into resonance with our own sentient and imagining
body. The human body is indeed the “locus of images”,2

incessantly moving and acting on the ever-changing
scene of our imagination (and of our own ‘fluctuating’
Self): thereby, images are responsible for what we are
as well as for what we wish (or dream) to be.

Images are not innocent because they are neither
inert nor lifeless. Their apparent inertia retains and
conjures up motion, holds and conveys energy. We are
never safe in the presence of images: they can be allur-
ing or frightening, reassuring or threatening, familiar
or disquieting, lifesaving or harmful; they can impede
or elicit action, and even trigger overwhelming panic,3

as Guy Bara’s 1957 paradoxical comic stripe wittily
suggests (Figure 1)4:

It is owing to their universally experienced two-fold
power that the history of images is characterized by re-
current hostilities and rehabilitations, intermittent cen-
sorships and apologies. The historical alternation of
iconoclastic crisis and iconophile redemptions depends
on the irreducible ontological problematic nature of our
relationship with images, never immune from iconopho-
bic anxieties.5

Aby Warburg (1866-1929),6 the founder of the
eponymous Library in Hamburg, (transferred to Lon-
don since 1933, when Nazism came to power, and now
part of the University as the Warburg Institute),7 author
of revolutionary essays on Renaissance art and culture,8

was deeply interested in such a relationship. He inter-
preted, and somehow dramatically experienced himself,
the disquieting as well as reassuring, controversial
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power of images, their polarity.9 He studied, investi-
gated, explored art history as a complex iconosphere in
an innovative multidisciplinary way, open to scientific
knowledge (biology, psychology and anthropology),
but also to astrological and magical traditions,10

thereby trespassing the rigid frontiers of conventional
academic disciplines, inflexibly garrisoned by those
whom Warburg called ‘borders guards’.11

Warburg acknowledges the biological necessity of im-
ages,12 and searches their history, their evolution and
their permanence, their Nachleben, their imprint on the
individual and collective memory, their multifarious
morphology, their function and role within society and
culture.13 He furthermore somehow ‘tested’ their
power, exposing himself to the psychic, untamed,
however dormant, energy that images enshrine, hold,
control, and at the same time preserve.14 Such images are
Pathosformeln, an oxymoronic neologism Warburg
coined joining together contradictory terms: Pathos (ex-
citement, anxiety, emotional impetus, implying insta-
bility, instantaneousness, mutability) and Formel,
(formula, or the conventional expressive form which
embodies and symbolizes pathos, encloses and signifies
it by means of a paradigmatic image or gesture, char-
acterized by fixity, stability, persistency and stereo-
typy). A Pathosformel is an superb antinomy, an
eloquent paradox, or, as Salvatore Settis writes, ‘an ex-
plosive word, encompassing both the rigidity of the
formula and the impetus of pathos’.15 Warburg regards
Pathosformeln as anthropologic constants, as the reper-
toire of (archetypical) images, symbols, rituals, ges-
tures, by which mankind - since its origin -
endeavoured to orientate itself into the chiaroscuro chaos
of both the outer world (terrifying, awesome, alien and
hostile Nature) and the inner one (wild impulses, vi-
olent instincts, ineradicable passions and fears affecting
the Self).16 Pathosformeln were the attempt to keep a
safe distance17 from the threatening and inscrutable,

amorphous, “monsters” haunting such primordial
chaos, by restraining (objectivizing) them within the
distinct and defined form of an image; this was the in-
dispensable device by which those monsters could be
imagined, that is, confronted, controlled and exorcised,
and Begreifen (comprehended)18 within the Denkraum,
i.e., the organized, well-ordered and reassuring terri-
tory of clear rational thinking, grounded on Orien-
tierung (orientation). The seminal idea of his planned
work on “Denkraum Schöpfung als Kultur Funktion.
Versuch einer Psychologie menschlicher Orientierung
auf universeller bildergeschichtlicher Grundlage”
(“Creation of the ‘space of thinking’ as cultural func-
tion. Essay on a psychology of human orientation
based on the universal history of images”),19 was the
motto “Per monstra ad astra” by which a young and
ironic Warburg modified the more conventional Per as-
pera ad astra.20

Providing a map for human orientation was the aim
of the Kulturwissenschaftliche Bibliotek Warburg, an extraor-
dinary Library, where books found a place according to
the principle of “gute Nachbarschaft” (‘as good neigh-
bours’)21 designed to promote a multidisciplinary “sci-
ence of culture”. Warburg maintained that human
civilisation, its culture, beliefs, symbols,22 and imagery,
were the multifaceted outcome of the never ending com-
bat against ever resurgent primeval chaos, crystallized by
culture into images which simultaneously neutralize
and convey it, in however an attenuated form. Thus
chaos is not defeated: its potential virulence and fear-
some disorder are still latent in the figurative (apparently
pacified and pacifying) order of the image. Trans-figured
(and somehow de-sublimated) into the images (bodies
and names) of the awe-inspiring gods of myth (Warburg,
along with Lucretius, believed that timor facit deos),23 both
the dark forces of nature and the existential chaos threat-
ening the Self appear less terrifying. When confined
within a figure or a picture, or a symbol, a monster, if
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not annihilated, is nonetheless subdued, and no longer
appears as menacing and destructive as before: “you are
alive”, Warburg declares “but you do not harm me” (“Du
lebst und thust mir nichts”).24

Warburg himself had empathically25 experienced in
the flesh such devastating fear: in 1918 he started suf-
fering from a severe psychotic delirium, “obsessed by
art”,26 logic and magic at war in his mind,27 and, from
1921 to 1924, he had to be hospitalized in the Bellevue
Sanatorium in Kreuzlingen (Switzerland). There a very
worried eminent psychiatrist and phenomenologist,
Ludwig Binswanger, struggled to rescue him from his
psychotic disorders,28 which were the pathological re-
sponse to an exceedingly receptive emotional aware-
ness of the “seismic waves”29 of the times: the horrible
chaos of the bloodbath of World War I had released the
primordial chaos enclosed within the numberless im-
ages that he had collected in his Library, and which
now looked disquieting, malevolent and threatening,
out of control, and overflowing from his imagination
into his mind, unutterably hostile and gory, besieging
and tormenting him. The bipolarity of his personal psy-
chomachia, his maniac depressive-syndrome,30 was the
psychic manifestation of the intellectual bipolarity, the
creative dialectic tension between logos (or ethos) and
pathos (“Apollon and Dionysos”; the Nymph and the
Maenad), reason and magic, words and images, that
characterized his personality and thought.31 He became,
therefore, even more acutely aware that images are not
innocent: as powerful dynamograms, “visual inscriptions
of primal empathic bodily experiences, which Warburg
[…] regarded as essentially traumatic and laden with
fear”,32 they connected past and present, could convey
the pathemic or emotional energies and the ancient
traumas and terrors latent in them. Adequate circum-
stances (the war, in his case) can always revive and
make them harmful again: their exorcism is always “in-
complete”.33

Nevertheless, despite Binswanger’s unfavourable
prognosis, it was owing to images, by inverting their po-
larity from negative to positive, that Warburg rescued
himself from his psychological and mental drift and con-
fusion, his anxiety of being lost in an unfamiliar world,
his catastrophic “crisis of presence”.34 His personal
salvific, cathartic35 images were those of the Serpent Ritual
performed by the Hopi Indians36 which Warburg had
seen in his youth: an emblematical rebirth ceremony,
where the Serpent, traditionally ambivalent zoon symbo-
likòn (at the same time death and life giver, associated to
both Laocoon and Asclepius), appeared to his eyes as the
perfectly appropriate symbol of “immortality and rebirth
from an illness or mortal peril”.37 The extraordinary con-
ference Binswanger allowed him to deliver to his fellow
patients was for Warburg self-therapeutic and became
his way of recovering his lost “Orientierung”. With this
public performance he intellectually and emotionally
reconciled himself with the terrifying Pathosformeln which
had haunted his vulnerable, oversensitive imagination

for a long time, and which were now converted into the
instruments of his survival, as powerful visual pharmaka
by which he had been first intoxicated and then healed.
So for him, “the monstra of imagination become the de-
cisive life guides for the future”.38 The verbal and icono-
graphical (photographic) organization, the ‘staging’ of
the Lecture allowed Warburg to re-experience “die
natürliche Zusammengehörigkeit von Wort und Bild”
(“the natural cohesiveness between word and image”
[my translation]).39

After leaving Bellevue, Warburg redivivus or rather
“redux” as he called himself, took up again, “als
Revenant40 his wanderin41 navigation through the
iconosphere now employing a chart which enabled him
to localise images within the Denkraum, (the safe space
of rational thought where their destructive potential
can be stored and deactivated, if not destroyed): this map
is Mnemosyne, or Bilderatlas, an Atlas of images (and) of
memory, his most enigmatic work. This extraordinary
inventory of images without titles, or descriptions, re-
garded by Warburg as a “Theorie des Funktion des
menschlischen Bildgedächtnisses” (theory of the
human memory function by image),42 named after the
goddess Memory (Mother of the Muses, celebrated by
Hermes in the IV Homeric Hymn),43 is a visible para-
dox, originally designed to be permanent and imper-
manent at the same time: the images it enshrines are
restless,44 and tend to be indefinitely combined and dis-
joined, in a sort of unending rhythm of synkrisis and di-
akrisis which creates ever changing iconographic
configurations temporarily secured with pins on large
blacks panels. Mnemosyne, however, is far from being a
reassuring cartography of Pathosformeln: being the meta-
morphic mirror of the “inépuisable” power of imagina-
tion, it challenges conventional logic and crystallized
worldviews: “l’atlas fait donc, d’emblée, exploser les
cadres. Il brise les certitudes autoproclamées de la sci-
ence sûre de ses verités comme de l’art sûr de ses
critères”. Besides it discloses new unexpected cognitive
worlds: “Il invente, entre tout cela, des zones intersti-
tielles d’exploration, des intervalles heuristiques. Il ig-
nore délibérément les axiomes définitifs”.45 Mnemosyne
thereby reflects, as an emblematic theatrical distancing
mise en scène,46 Warburg’s epic vision of the struggle of
culture against chaos. The human body, the “locus of
images”, physiologically and anthropologically colo-
nized by them, is necessarily the main character per-
forming on the stage of this struggle: its posture, its
physiognomy and its gestural language recur as a per-
sisting recognizable code, deeply embedded in the social,
cultural and biological memory of our species, marked
and moulded by primordial engrams, somatic memory
traces conjectured by Richard Semon and adopted by
Warburg.47

This complex archetypal expressive code emerges, in
Warburg’s view, from the most apparently heteroge-
neous images (reproductions of ancient or Renaissance
works of art, but also contemporary commercial or po-
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litical posters) that he relentlessy collected, arranged
and rearranged, striving to organize, sort, ‘orient’ them
within a convoluted and difficult map of an iter per
labyrinthum:48 the Bilderatlas, Mnemosyne, the Atlas of Im-
ages, a visionary “narration through and by images
[only]”; a unique, disquieting and ever-changing mir-
ror of a complex and erratic cultural process still in the
making,49 which will remain unfinished, (and thus open
to further developments), at the time of his death in
1929 (Figure 2).

ITALO CALVINO

Unfinished are likewise Italo Calvino’s Six Memos for
the Next Millennium, a series of lectures that were to be
held at Harvard, and published posthumously in 1988,
the author having died of a cerebral haemorrhage in
Siena, at the hospital S. Maria della Scala, the 18th of
September 1985. Calvino, celebrated man of letters,
novelist and essayist, owes to the powerful presence of
images his own ‘narrations by words’. In a “lecture”
entitled Visibility, he describes with great accuracy the
creative processes of his mind, and ascribes the genesis
of his verbal narrations to seminal imageries: his words
exist from and through images. The primum movens of
imaginary worlds conjured up by his literary works is
not, therefore, the Logos, the Word Creator ex nihilo, but
a visual image, a matrix-image, which unexpectedly
emerges from his luxuriant personal iconosphere (the
imagery we all inherit from our cultural context, which
encloses innumerable sediments of simulacra, shapes,
effigies, portraits, ghosts, figures, shadows, memories
and apparitions). Such an image, one among the count-
less possible, for mysterious reasons, comes forward,
stands out, captures the attention, peremptorily acti-
vates and determines the writer’s mental processes; this
active image first cathalyzes, attracts, or repels other im-
ages, thereby establishing a multiplicity of visual kalei-
doscopic constellations which exist beyond and precede
any organized system of verbal expression. At some
stage however, words start challenging and interpreting
images: the Logos drives the synchronic unrestrained dy-

namism of the flow of images into the orderly di-
achronic verbal movement of a story:

«In devising a story, therefore, the first thing that comes
to my mind is an image that for some reason strikes me as
charged with meaning, even if I cannot formulate this mean-
ing in discursive or conceptual terms. As soon as the images
has become sufficiently clear in my mind, I set about devel-
oping it into a story; or better yet, it is the images themselves
that develop their own implicit potentialities, the story they
carry within them».

The cathalyzing potential storytelling power pos-
sessed by images is unrestrained and boundless; it
soars on the wings of analogies, correspondences, sym-
metries, of the laws of attraction and repulsion that
make the iconosphere a field of metamorphic and living
forces,50 competing and challenging the logosphere,
where words must oppose the exuberance of images,
by supervising, directing and orienting it:

«Around each image others come into being, forming a
field of analogies, symmetries, confrontations. Into the organ-
ization of this material, which is no longer purely visual but
also conceptual, there now enters my deliberate intent to give
order and sense to the development of the story, or rather,
what I do is try to establish which meanings might be com-
patible with the overall design I wish to give the story and
which meanings are not compatible, always leaving a certain
margin of possible alternatives. At the same time, the writing,
the verbal product, acquires increasing importance».

In the competition with the visual image, it is the
word that ensues the former, first trying to emulate its
expressive power, to conform and correspond to it, in
a sort of attempted ekphrasis,51 and then gradually as-
suming command, in a very fruitful interchange of roles
and hierarchies, i.e. developing a visual-verbal, logical
and metaphorical, narrative.

«I would say that from the moment I start putting black
on white, what really matters is the written word, first as a
search for an equivalent of the visual image, then as a co-
herent development of the initial stylistic dimension. Finally,
the written word little by little comes to dominate the field.
From now on it will be the writing that guides the story to-
wards the most felicitous verbal expression, and the visual
imagination has no choice but to tag along».52

Nonetheless, images are still omnipresent, and re-
main ubiquitous: the fact that they will come forward
even when the starting point is a scientific statement
(as in Cosmicomiche), shows ‘“how the image-speech
typical of the myth can be born in any soil [....]. Even
reading the most technical scientific book or the most
abstract philosophical book you may come across a
phrase that unexpectedly makes a stimulus to the fig-
ural imagination”. The image engendered by a text, how-
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ever, continues to enjoy its indomitable elusiveness
and autonomy, since it can have a “fantastic develop-
ment both in the spirit of the text as well as in a com-
pletely autonomous direction”; it may illustrate it or
divert from it, as its equivalent metaphor53 or symbol-
ical cipher. Calvino, recognizing, as Warburg did, the
mutual coessentiality of image and word, endeavours to
“unify the spontaneous generation of images and in-
tentionality of the discursive thought”. Yet, image, in
his opinion, exceeds, is beyond, any normalization, and
unpredictably breaks into our world, subverting or re-
constructing it;54 if it is true that the creating matrix-
image “is eventually captured in a network where
reasoning and verbal expression impose their logic too,
it is to the “other” logic, the logic of the unpredictable
visual imagination, that we owe those “visual solutions
arriving unexpectedly and that decide situations that
neither the conjectures of thought nor the resources of
language would be able to solve “(pp. 90-2).55

For Calvino, a master of the verbal expression, the
image still enjoys its own original otherness, its own ir-
reducible autonomy: furthermore it is precisely be-
cause of the tension, of the conflicting relationship, the
dialectic antagonism which ontologically connects and
reciprocally oppose them,56 that both images and
words compose and recompose, at all times, our sto-
ries, our world-views, as the necessary (however arbi-
trary and ephemeral) map by which (Warburg
believed) we can, to some extent, orientate ourselves:
the meaning of our existence is determined by
metaphorical cosmologies combining images and sto-
ries which, as endless mises-en-scène of that meaning, in-
fluence our imagination, inspire our actions, and may
rescue us, as much as possible, from the anxieties and
the perils of the ever incumbent chaos.

BIDUINUS

Images can also rescue sinners from deadly perils of
Evil and the seductions of Sin (the Christian formula
for Chaos), and arouse the fear of eternal death: this oc-
curs, for instance, in the mapping of the cosmos which
the narration by images on the façade of the XII century
(unfinished) church of Saint Casciano of Cascina, near
Pisa, enigmatically adumbrates (Figure 3).57 If inter-
preted in the light of the reflections of Warburg and
Calvino, the imagery of this Romanesque Pieve un-
folds sophisticated symbolic, iconological58 and meta-
physical implications. Biduino, sculptor and architect,
proud of his own knowledge, his doctrina, both theo-
retical and practical, proudly signs the opus he accom-
plished: Hoc opus quod Cernis Biduinus docte peregit),
(Figure 4) and is also perfectly aware that the imagery
of his narrative would influence, through the pathos it
aroused in the church-goers, their imagination, their
actions, their ethos. 

Images, for their proven pedagogical function but
above all their psychagogic power, (around which both

Figure 3. Figure 4.
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Plato and Aristotle, not surprisingly, had dedicated
crucial reflections for our culture), were very suitable
expedients for the evangelization of the illiterate and
the conversion of the sinners. Narrations through im-
ages, according to Gregory the Great (540-604), were
essential to show the way of salvation to the illiterate:
“ut hi qui litteras nesciunt, saltem in parietibus vi-
dendo legant quae legere in codicibus non valent” (“
because those who cannot read, can read, watching the
images on the walls, what they cannot read in books”).
And since “painting teaches the illiterate people what
Scripture teaches to the literate” the use of images
ought thereby to be permitted in churches (notwith-
standing the persistent suspicion of idolatry that had
and would cyclically kindle iconoclastic crisis) by
virtue of their educational function (as means of infor-
mation), but also (providing models to imitate) for
their psychagogic power. Nilus of Ancyra (Vth century)
had clearly stressed the point, desiring that: “the hand
of the best painter should cover the church with images
from the Old and New Testament, so that the illiterate,
unable to read the Scriptures, be instructed by watch-
ing the glorious deeds of those who have faithfully
served the true God and thus be summoned to imitate
such a noble behaviour”.59

The systematic, active, synesthetic contemplation of sa-
cred images was destined not only to instruct the illit-
erate but was also recommended to everyone because it
aroused performative emotional responses. The mecha-
nism of imitative behaviour thus induced appear to be
similar to the so-called “embodied simulation” which
neurosciences have recently explained by investigating
the physiological mechanisms of mirror neurons60 iden-
tified, with the technique of functional magnetic reso-
nance imaging, in specific areas of the brain, and was
implied by earlier (conventionally branded as pseudo-
scientific) theories. The physiognomic tradition,61 for in-
stance, that represented the motions and passions of the
soul by the movements and attitudes of the body, guided
and inspired throughout the centuries the actual image-
making of artists,62 for whom to excel in the art of paint-
ing meant precisely producing in the beholder, the
spectator, a powerful empathic and mimetic response to
the “painted passions” which “move the soul”. This is
clearly stated by Leon Battista Alberti (1404-1472) in
the treatise De pictura (II 41):

«Poi moverà l’istoria l’animo quando gli uomini ivi di-
pinti molto porgeranno suo propio movimento d’animo. In-
terviene da natura, quale nulla più che lei si truova capace
di cose a sé simile, che piagniamo con chi piange, e ridiamo
con chi ride, e doglianci con chi si duole. Ma questi movi-
menti d’animo si conoscono dai movimenti del corpo. E veg-
giamo quanto uno atristito, perché la cura estrigne e il
pensiero l’assedia, stanno con sue forze e sentimenti quasi
balordi, tenendo sé stessi lenti e pigri in sue membra palide
e malsostenute. Vedrai a chi sia malinconico il fronte pre-
muto, la cervice languida, al tutto ogni suo membro quasi

stracco e negletto cade. Vero, a chi sia irato, perché l’ira incita
l’animo, però gonfia di stizza negli occhi e nel viso, e incen-
desi di colore, e ogni suo membro, quanto il furore, tanto ar-
dito si getta. Agli uomini lieti e gioiosi sono i movimenti liberi
e con certe inflessioni grati».

[Then istoria will move the soul [animo] of the beholder
when each man painted there clearly shows the movements
of his own soul. It happens in Nature that nothing more
than herself is found capable of things like herself; we weep
with the weeping, laugh with the laughing, and grieve with
the grieving. The motions of the soul [animo] are made
known by the movements of the body [emphasis mine]. Care
and thoughts weigh so heavily that a sad person stands with
his forces and feelings as if dulled, holding himself feebly
and tiredly on his pallid and poorly sustained members. In
the melancholic the forehead is wrinkled, the head drooping,
all members fall down as if exhausted and neglected. In the
irate, because anger incites the soul, the eyes are swollen with
ire and the face and all the members are burned with colour,
fury adds so much boldness there. In cheerful and happy
men we have movements that are free and with certain
pleasing inflection].63

The neurophysiological mechanisms underlying such
aesthetic and performative response, have been inves-
tigated by the neuroscientist Vittorio Gallese together
with the American art historian David Freedberg, also
drawing on Warburg’s innovative ideas.64

An outstanding example of such mechanisms and of
this deliberate traditional use of images in order to
“move the heart [animo]” through a psycho-physical
empathic response appears to be the sophisticated
iconographic program that a medieval sculptor and ar-
chitect, Biduinus, imagined for the church of San Cas-
ciano a Settimo, with its classical references, with the
eloquent poses of the human figures, with its “sculpted
passions”, its wild animals, real and imaginary,65 at
war, and his anthropophagus lions. On the façade of
the Pieve, Biduinus displayed a sequence of Pathos-
formeln by which the narrative unfolds through per-
fectly organized images: a very eloquent iconography
where images are not just the mere visual rendition,
the sculpted equivalent of the written sources which
inspired them (the Old and New Testament and the
Bestiaries in particular), but also, just as Calvino be-
lieved, the matrix of further interpretations, the pre-
condition of possible new narratives, more “stories in
words”.

In the central architrave (Figure 5) of this magnificent
Pieve, a baptismal church built in 1165 seven miles
from Pisa, near the river Arno, the narrative by im-
ages66 runs horizontally, from left to right, as it occurs
in the well-known narrative in words (the New Testa-
ment) which underlies it: thus it is not difficult to ac-
knowledge in the body still wrapped in funeral
bandages emerging from the sepulchre, sustained by
an angel and a male figure, the bandaged corpse of
Lazarus hovering on his sepulchre, eyes wide open, be-
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tween death and life. His resurrection is not completed
yet: Biduino represents the event in the suspense of its
temporal imminence. (Figure 6)

Lazarus’ sisters are immediately identified from their
paradigmatic posture (pathos formel) of supplicants:
kneeling before Christ they cannot see the impending
miracle that a man in an attitude of surprise is pointing
at with the index finger of his right hand. The visual
connection and narrative continuity between the resur-
rection of Lazarus and the subsequent framework
scene, the entry of Jesus into Jerusalem with the pro-
cession of bearded apostles, greeted by joyous chil-
dren, is assigned to the last of the apostles who turns
back to watch the miracle in the instant of its becom-
ing. The bodies and the gestures of the multitudes that
swarm the architrave obviously depend upon a pre-
existing figurative tradition which crystallized and
codified as Culture what, for us, is originally Nature:
this is the reason why we find familiar the gestural lan-
guage (the Pathos formeln) employed by Biduinus and

we recognize its expressive and emotional code. We
thereby enter in sympathetic resonance with those re-
mote “sculpted passions”,67 which, through indis-
putable psychophysical mechanisms of mirroring,
become ours, belong to us. This is also why we cannot
be indifferent when the eye is struck by the breach in
the orderly rhythm68 of the visual narrative of the ar-
chitrave abruptly interrupted by the unjustified pres-
ence of a small tortuous tree (Figure 7), incongruously
engrafted by Biduinus right into the sequence of the
serene procession of the disciples. This inexplicable
serpentine tree, apparently out of place, is in fact a de-
cisive image: with its appearance it compels the eye to
change direction, imposes a swerve, a new trajectory,
breaking the horizontality of the otherwise conven-
tional narration with its vertical thrust, and pointing
upwards, beyond the border of the architrave, in the
direction of the mysterious head of a bearded man
(Figures 8 and 9). This impressive Cosmocrator and
Chronocrator, whose features are a typical interpretatio
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christiana69 of a powerful pagan god, looks solitary and
stern, as a face without a body, in the semi-circular
space of the arch, an otherworldly, metaphysical space
of perfect stillness, silence and light, from where he
severely watches the crowded mundane world
below,70 full of noise and of anxiety, in which life and
death coexist, enclosed in the architrave, the image of
our very world.71 The tree therefore is a visual and
symbolic vector stretching its sinuous branches be-
tween earth and heaven, the below and the above,
darkness and light: a tree-of-life72 tracing, indicating, the
path to salvation, which leads beyond the head of the
Cosmocrator, to the symbolical marble rose window
which is the ideal centre of the entire facade (Figures
10 and 11): a radiant supernatural and salvific sun
perennially at its zenith (“sol occasum nesciens”),73 the
visible hierophanic image of the invisible, the Ab-
solute in its divine transcendence.

The leitmotif of salvation is crucial in this narrative
through pictures: it inspired in Biduino an organic sys-
tem of powerful interacting polarized Pathosformeln, co-
operating or conflicting with each other, whose
empathic shockwave aesthetically-emotionally reaches
us: so the meek and beardless youth whose curly head
appears on the right of the central lintel (Figure 12),
who seems to surrender to the inexorable force of the
lion fiercely embracing him, but still casts his fright-
ened, tearful eyes74 towards the salvific door (ianua
coeli) of the Pieve, moves our soul for his resignation to
a fate that remains suspended, inscrutable and uncer-
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tain. The Lion that has captured him could either kill
or save him, stand as Christ and give him, like Lazarus,
new life, or as Satan and give him eternal death.75 The
attitude of this Grieving Youth, nesting above the
threshold of ianua coeli, between life and death,76 ap-
pears to be in perfect symmetrical opposition to the vio-
lent rebellion expressed by the contracted bodies of
two other human preys clawed by man-eating lions,
remote from the Door of Salvation, perched on the ex-
ternal pillars of the façade, forlorn and without hope.
On the left the Moor treacherously tries to stab the Lion
that crushes him with his weight, and on the right the
Gladiator screams his impotent rage against the roaring
beast which implacably holds him in a horrible em-
brace in which the man and beast blend, assimilate,

and share the same fierce bestial mask, as well as the
same bestial nature (Figures 13-15).

In the complex play of correspondences and polar-
izations of “significant forms”77 set in motion by
Biduinus, the ferocious gesture of the Moor and the
leonine metamorphosis of the Gladiator, sinners wag-
ing an incessant war against God, recall, by way of
analogy, the left architrave (Figure 16), which is the
theatre of another war waged in a forest by furious
animals, both wild and domestic, mutually fighting
one another: bears, lions, rams, bulls, dogs, boars, all
zoomorphic transformations of sinners: their fierce in-
stincts and passions (ira et luxuria, anger and lust, in
particular) make them similar to fierce animals des-
tined to eternal death, in a growing proximity ending

Figure 13.

Figure 14. Figure 15.
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into a scandalous metamorphosis78 that seems to be
irreversible, and hopeless. In the selva oscura, the “dark
forest” of this world without peace, in restless tur-
moil, which resonates in the roaring, barking, bellow-
ing, of the belligerent animals, however, strangely
enough, none of them is actually killed: two men,
hunters without weapons, wander about playing the
Oliphant as if to announce the imminent, and very
likely, apocalyptic hunt. In this wild menagerie, the
image of a mundane world in the grip of frenetic
chaos, remote from the perfect immobility of the di-
vine existence, emblem of the belligerent tendencies
of our species, the outcome of this war between good
and evil, life and death, remains uncertain. The entire
scene is a sort of still image of this cosmic and escha-
tological war whose punctum79 is a Deer (Christ), who,
having jumped on the back of a Dragon (“the great
dragon […], that old serpent, called the Devil, and
Satan, which deceiveth the whole world”: John of
Patmos, Apoc., 12:9) (Figure 17), tramples, as deer
were believed to do with snakes,80 on the monster,
here the irreducible emblem of Evil and Death, which
appears subdued but not yet defeated.

The pathos that animates the muscular tension of the
agile body of the supernatural Deer, caught in the im-
minence of further actions, compels the eye to follow a
new trajectory ending to the last architrave, on the right
of the façade, the most enigmatic of the three (Figure
18). The same kinaesthetic pathos of the forma fluens of
the body of the Deer81 reappears in the elastic winged
leonine bodies of the twins griffins facing each other
in a perfect specular symmetry. Affronted as in a sort
of sculpted coat of arms, such imaginary “monsters”,
hybrids of eagle and lion, coming from the East82 to
represent the twofold, human and divine, nature of
Christ, appear to be ready to take flight, and carry along
with them upwards, to the sky, a tame and docile cap-
tured bear, a former sinner raptus ad inferos of his animal
form, now no longer rebellious, but not yet returned to
the human form, about to abandon this world, still
image of the imminence of his dramatic and uncertain
supernatural journey to salvation, about to be raptus in
caelum, as Warburg would say.83

This complex network of images, housing bodies in
motion or in the imminence of action, (“images of life
in movement”, bewegtes Leben, caught “an instant be-
fore action”, Warburg would say84) originally in-
tended to catch the eye and the attention of the
illiterate, to orient their ethos, appears to be therefore
more than a mere mnemonic device conventionally
employed by preachers for pedagogical purposes: it
stands rather as a complex field or pattern of invisible
forces85 made visible by Biduinus. By conferring them
the form, the body, the life of images, he endowed
them with the nature of (sculpted) Pathosformeln,
which actively operate on the stage of our aesthetic,
emotional and cognitive experience owing to their
undiminished power to “muovere l’animo” of those
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who behold them, and consequently shape and mod-
ify it.

And it is very likely due to the power of such images
that our very identity depends, is influenced, is
moulded, and transforms itself in the course of time,
becoming, in turns, a kaleidoscopic image of our com-
posite Self which encompasses what we actually are,
but also what we would like, or (Figure 19) we fancy
or rather imagine, ourselves to be.

I wish to thank Gabriele Meloni and Carol Berenyi, for the
invaluable help provided in the process of translating my
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Boll. In: Warburg, A. Opere II (La rinascita del paganesimo
antico e altri scritti (1917-1929). Ghelardi, M. ed. Torino: Nino
Aragno editore; 2008: 295-396 (295, 389); Roeck, B. Der Junge
Aby Warburg, Munchen: C.H. Beck Verlag; 1997: 107;
Warburg, A. “per monstra ad sphaeram”. Sternglaube und
Bilddeutung. Vortrag in Gedenken an Franz Boll und andere
Schriften 1923 bis 1925. Stimilli, D., Wedepohl, C., eds.
München- Hamburg: Dölling und Galitz Verlag; 2008.

21 Saxl, F. La storia della Biblioteca Warburg. In: Gombrich, E.H..
Aby Warburg. Una biografia intellettuale (Aby Warburg. An
intellectual Biography. London: The Warburg Institute,
University of London; 1970). Milano: Feltrinelli; 1983: 277-
304 (279).

22 Ernst Cassirer, neo Kantian thinker, who had met Warburg,
and had explored his Library, philosophically developed the
theory of man as “homo symbolicus”: Cassirer, Ernst. An Essay
on Man: An Introduction to a Philosophy of Human Culture.
New Haven: Yale University Press, 1974.25-26; Garin, E.
Introduction to Saxl, F. La storia delle immagini. Bari: Laterza;
1965: IX-XXIX (XIII-XX); Ferrari, M. Ernst Cassirer e la
Bibliothek Warburg. Giornale critico della filosofia italiana 91-
130; 1986; Ghelardi, M. Un’amicizia ‘simbolica’ ad Amburgo.
In: Cieri Via, C., Montani, P. Lo sguardo di Giano. Aby
Warburg fra tempo e memoria, ed. by Cestelli Guidi, B.; Forti,
M; Pallotto, M., Torino: Nino Aragno Editore: 2004; 221-248;
Pinotti, A. Symbolic Form and Symbolic Formulae. Cassirer
and Warburg on Morphology (between Cassirer and Vischer).
In: Cassirer studies. Philosophy and Iconology, 1: 119-135;
2008; Skidelsky, E. Ernst Cassirer, the last Philosopher of
Culture. Princeton, N.J.: Princeton University Press; 89-99;
Friedman, T.J., Luft, S. eds. The Philosophy of Ernst Cassirer.
A Novel Assessment. Marquette, University of Milwaukee,:
De Gruyter; 164, 172, 224-289, 308.

23 Habermas, J. “L’energia liberatrice della figurazione simbolica.
L’eredità umanistica e la Biblioteca Warburg. In:
Dall’impressine sensibile all’espressione simbolica. Bari:
Laterza;2009:3-26 (11) Barale, A. La malinconia dell’immagine.
Rappresentazione e significato in Walter Benjamin e Aby
Warburg. Firenze: Firenze University Press; 40.

24 Warburg, A. Frammenti sull’espressione. Müller, S. ed.). Pisa:
edizioni della Scuola Normale; 2011: 184; quoted in Pinotti,
A. Iconologia dell’esitazione in Aby Warburg. In: Villari, E.
ed. Aby Warburg, antropologo dell’immagine. Roma: Carocci;
2014: 25-41 (39); ibidem Cieri Via, C. Postfazione. Aby
warburg e il Nachleben delle immagini. In: Villari, E. ed. Aby
Warburg, antropologo dell’immagine. Roma: Carocci;
2014123-132 (128). 

25 Didi-Hubermann, G. L’immagine insepolta. Aby Warburg, la
memoria dei fantasmi e la storia dell’arte (L’image survivante.
Histoire de l’art et temps des fantômes selon Aby Warburg.
Paris: Minuit; 2002). Torino: Bollati Boringhieri; 2006: 360-397
(“ Nachfühlung, o la conoscenza per incorporazione”), 381-397
(“Dall’empatia al simbolo: Vischer, Carlyle, Vignoli”); Pinotti,
A. Animazione del presente, immedesimazione nel passato.
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Warburg e l’empatia. In: I molti Rinascimenti di Aby Warburg,
Schifanoia 42-43; 2013, idem, Empatia. Storia di un’idea da
Platone al post-umano. Bari: Laterza ;2014; on the concept of
Einfühlung, Settis, S. Futuro del “classico”. Torino: Einaudi;
2004: 92-101; Hildebrand, A. The Problem of Form in the Fine
Arts (1893). In: Empathy, Form and Space. Problems in German
Aesthetics 1873-1893. Mallgrave, H. F. and Eleftherios
Ikonomou, I., ed. And transl.. Santa Monica: The Getty Center
for the History of Art and the Humanities; 1994: 227-279; see
also Vischer, R. On the Optical Sense of Form: A Contribution
to Aesthetics (1873). In: Empathy, Form and Space. Problems
in German Aesthetics 1873-1893. Ed. and trans. Mallgrave H.
F. and Ikonomou, E. Santa Monica: The Getty Center for the
History of Art and the Humanities; 1994: 89-123.

26 Königseder, K. Warburg im “Bellevue”. In: Galitz, R., Reimers,
B., eds. Aby Warburg «Ekstatische Nymphe…trauernder
Fluβgott». Portrait eines Gelehrten, Hamburg: Dölling und
Galitz Verlag; 1995: 74-98; Cernia Slovin, F. Obsessed by Art.
Aby Warburg: his Life and his Legacy, Bloomington, Indiana:,
XLibris corporation; 2006; Chiarini, G. Piccolo bestiario
warburghiano. In: Cieri Via, C., Montani, P. eds. Lo sguardo
di Giano: Aby Warburg fra tempo e memoria. Cestelli Guidi,
B., Forti, M., Pallotto, M. eds. Torino: Nino Aragno Editore;
2004: 413-431 (417).

27 Garin, E. Introduction to Saxl, F. La storia delle immagini.
Bari: Laterza; 1965: IX-XXIX (XIX); Saxl, F. Discorso di
commemorazione di Aby Warburg, in Aby Warburg. La
dialettica dell'immagine. Stimilli, D. ed. in “aut aut” 321-322:
161-172 (167-169); 2004 [originally in “Hamburger
Fremdenblatt”, 28 october 1929]; Warburg, A. Divinazione in
parola e immagine all’epoca della riforma; Divinazione antica-
pagana nei testi e nelle immagini dell’età di Lutero. In:
Warburg, A. Opere II (La rinascita del paganesimo antico e
altri scritti (1917-1929). Ghelardi, M. ed. Torino: Nino Aragno
editore; 2008: 3-60, 83-207; Warburg, A. Pagan-Antique
Prophecy in Words and Images in the Age of Luther (1920);
and Astrology under Oriental Influence (1926). In: The
Renewal of Pagan Antiquity: Contributions to the Cultural
History of the Renaissance. Ed. Kurt W. Forster, K. W., . Trans.
Britt, D., Los Angeles: Getty Research Institute for the History
of Art and the Humanities; 1999: 597-698, 699-702.

28 Binswanger, a phenomenologist, practiced a psychiatric
therapy based on communication and empathy: Marazia, C.
Ludwig Binswanger e il rituale della salvezza, in Binswanger
L., Warburg A. La guarigione infinita. Storia clinica di Aby
Warburg, Similli D. ed. Vicenza: Neri Pozza ed.; 2005: 245-254
(248); Mahieu, E. Warburg et Binswanger : le savoir dans la
fuite , Images Re-vues [Online], Hors-série 4 | 2013, document
2, http://imagesrevues.revues.org/2824; Didi-Hubermann, G.
L’immagine insepolta. Aby Warburg, la memoria dei fantasmi
e la storia dell’arte (L’image survivante. Histoire de l’art et
temps des fantômes selon Aby Warburg. Paris: Minuit; 2002).
Torino: Bollati Boringhieri; 2006: 334-359 (Warburg da
Binswanger: costruzioni nella follia); De Laude S. “Symbol tut
Wohl!” Il simbolo fa bene. Genesi del blocco ABC del
Bilderatlas Mnemosyne di Aby Warburg. Engramma 125,
March 2015; eadem, “Il peso sulle spalle del nostro Atlante
moderno”. Engramma 127, June 2015. 

29 On Warburg as “sismograph”: Michaud, P.-A. Aby Warburg et
l'image en mouvement, Paris: Macula; 1998: 258 (eng. trans.
by S. Hawkes, Aby Warburg and the image in motion, New
York: Zone Books; 2004)Pallotto, M. Vedere il Tempo. La storia
warburghiana oltre il racconto. Roma: Nuova editrice
universitaria; 2007: 185-193 and 198 footnote 30.; Pinotti, A.
Iconologia dell’esitazione in Aby Warburg. In: Villari, E. ;
Villari, E. Aby Warburg, antropologo dell’immagine. Roma:

Carocci; 2014: 25-41; Venuti R. Aby Warburg, 'un sismografo
tra le culture'. Moderna. Semestrale di teoria e critica della
letteratura VI, 2: 13-21; 2004. For Warburg both Nietzsche and
Burckhardt were “captatori di onde mnemiche. […] due
sismografi di grande sensibilità che quando ricevono e
trasmettono le onde vacillano dalle fondamenta”: In: Warburg,
A. Opere II (La rinascita del paganesimo antico e altri scritti
(1917-1929). Ghelardi, M. ed. Torino: Nino Aragno editore;
2008: 895-901 (897); Settis, S. Pathos ed Ethos, morfologia e
funzione. Moderna. Semestrale di teoria e critica della
letteratura VI, 2: 23-34 (23, 30); 2004. 

30 Didi-Hubermann, G .L’immagine insepolta. Aby Warburg, la
memoria dei fantasmi e la storia dell’arte.(L’image survivante.
Histoire de l’art et temps des fantômes selon Aby Warburg.
Paris: Minuit; 2002). Torino: Bollati Boringhieri; 2006: 334-
359 (Warburg da Binswanger: costruzioni nella follia), 345; De
Laude, S. “Il peso sulle spalle del nostro Atlante moderno”.
Engramma 127; June 2015.

31 Warburg, A. Mnemosyne. L’atlante delle immagini.
Introduzione (Warnke. M. ed. Mnemosyne. Berlin, 2000; 3-6).
In: Warburg, A. Opere II (La rinascita del paganesimo antico
e altri scritti (1917-1929). Ghelardi, M. ed. Torino: Nino
Aragno editore; 2008: 817-82 (819, 823), 916-17; Szőnyi, G. E.
Le intuizioni di Aby Warburg alla luce delle sfide
postmoderne. In: Aby Warburg e le metamorfosi degli antichi
dei, Bertozzi, M. ed. Ferrara: Franco Cosimo Panini; 2002: 182-
199 (194); Ferretti, S. Il demone della memoria. Simbolo e
tempo storico in Warburg, Cassirer e Panosfsky, Casale
Monferrato: Marietti; 1984: 50-63; Ferretti, S. La polarità nelle
formazione filosofica e culturale di Aby Warburg. In: Cieri Via,
C., Montani, P. eds. Lo sguardo di Giano: Aby Warburg fra
tempo e memoria. Cestelli Guidi, B., Forti, M., Pallotto, M.
eds. Torino: Nino Aragno Editore; 2004: 27-51; Di Giacomo,
G. Rappresentazione e memoria in Aby Warburg. In: Cieri Via,
C., Montani, P. eds. Lo sguardo di Giano: Aby Warburg fra
tempo e memoria. Cestelli Guidi, B., Forti, M., Pallotto, M.
eds. Torino: Nino Aragno Editore; 2004: 79-112 (85-89, 105);
Careri, G. Gli oggetti di Warburg. In: Cieri Via, C., Montani,
P. eds. Lo sguardo di Giano: Aby Warburg fra tempo e
memoria. Cestelli Guidi, B., Forti, M., Pallotto, M. eds. Torino:
Nino Aragno Editore; 2004: 453-476 (459); Pasquali, G. Aby
Warburg. In: Pagine stravaganti. Firenze: Sansoni; 40-54 (52-
54); Warburg’s syndrome has perhaps something to do with
his being born on the 13 th of June, a Gemini under the
astrological influence of Hermes- Mercury: Didi-Hubermann,
G. L’immagine insepolta. Aby Warburg, la memoria dei
fantasmi e la storia dell’arte. (L’image survivante. Histoire de
l’art et temps des fantômes selon Aby Warburg. Paris: Minuit;
2002). Torino: Bollati Boringhieri; 2006: 231-249 (Coreografia
delle intensità: la Ninfa, il desiderio, il dibattersi); 308-33
(“Leitfossil”, o la danza dei tempi sepolti). Astrology and
astrological charts were (as was Hermes-Mercury) central in
Warburg’s research: Warburg, A. Opere I (La rinascita del
paganesimo antico e altri scritti (1889-1914). Ghelardi, M. ed.
Torino: Nino Aragno editore; 2004: 79-171 (La nascita di
Venere e la Primavera di Botticelli, 128-130); Opere II. La
rinascita del paganesimo antico e altri scritti (1917-1929).
Ghelardi, M. ed. Torino: Nino Aragno editore; 2008: 2-60
(Divinazione in parola e immagine all’epoca della riforma), 83-
207 (Divinazione antica-pagana nei testi e nelle immagini
nell’età di Lutero), 505-514 (Sulle immagini degli dei planetari
nell’almanacco basso-tedesco del 1519); Chiarini, G. Piccolo
bestiario warburghiano. In: Cieri Via, C., Montani, P. eds. Lo
sguardo di Giano: Aby Warburg fra tempo e memoria. Cestelli
Guidi, B., Forti, M., Pallotto, M. eds. Torino: Nino Aragno
Editore; 2004: 413-431 (429-30). 
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32 Gombrich, E.H.. Aby Warburg. Una biografia intellettuale (Aby
Warburg. An intellectual Biography. London: The Warburg
Institute, University of London; 1970). Milano: Feltrinelli;
1983: 207-222; Rampley, M. The Remembrance of Things Past.
On Aby Warburg and Walter Benjamin. Wiesbaden:
Harrassowitz Verlag; 2000:88, 93-97; Agamben, G. Nymphae,
in Aby Warburg. La dialettica dell'immagine. Stimilli, D. ed.
in “aut aut” 321-322: 53-67 (58); 2004; Di Giacomo, G.
Rappresentazione e memoria in Aby Warburg. In: Cieri Via, C.,
Montani, P. eds. Lo sguardo di Giano: Aby Warburg fra tempo
e memoria. Cestelli Guidi, B., Forti, M., Pallotto, M. eds.
Torino: Nino Aragno Editore; 2004: 79-112 (84, 109); Didi-
Hubermann, G.L. L’immagine insepolta. Aby Warburg, la
memoria dei fantasmi e la storia dell’arte.(L’image survivante.
Histoire de l’art et temps des fantômes selon Aby Warburg.
Paris: Minuit; 2002). Torino: Bollati Boringhieri; 2006: 158-177,
178-188 (185: “Dynamogramm� Pathosformel”: Warburg
1927)

33 Barale, A. La malinconia dell’immagine. Rappresentazione e
significato in Walter Benjamin e Aby Warburg. Firenze:
Firenze University Press; 39.

34 Definition borrowed from the anthropologist Ernesto De
Martino (1908-1965): De Martino E. Il mondo magico.
Prolegomeni a una storia del magismo. Torino: Boringhieri;
1973: 89-198 (Il dramma storico del mondo magico), 261-276
(Angoscia territoriale e riscatto culturale nel mito achilpa delle
origini); Ferrari, F.M. Ernesto de Martino on Religion. The
Crisis and the Presence. London: Routledge; 2012: 75-95;
Ferretti, S. Il demone della memoria. Simbolo e tempo storico
in Warburg, Cassirer e Panosfsky (transl. Yale University Press
1990). Casale Monferrato: Marietti; 1984: 74-76.The
relationship between Warburg and Binswanger display some
interesting analogy with that of Democritus and Hippocrates
in the pseudo-hippocratical ‘Letter on Democritus’ folly’ that
Warburg commented in L’influsso della sfera barbarica sui
tentativi di orientamento nel cosmo in Occidente. In memoria
di Franz Boll. In: Warburg, A. Opere II (La rinascita del
paganesimo antico e altri scritti (1917-1929). Ghelardi, M. ed.
Torino: Nino Aragno editore; 2008: 295-404 (369-377). 

35 Five days after the confererence Warburg wrote a few pages
on Katharsis: Didi-Hubermann, G .L’immagine insepolta. Aby
Warburg, la memoria dei fantasmi e la storia dell’arte.(L’image
survivante. Histoire de l’art et temps des fantômes selon Aby
Warburg. Paris: Minuit; 2002). Torino: Bollati Boringhieri;
2006: 334-359 (357) (Warburg da Binswanger: costruzioni
nella follia).

36 Cestelli Guidi, B. Il viaggio di Aby Warburg in America in
presa diretta: una lettura attraverso le sue fotografie. In: Aby
Warburg e le metamorfosi degli antichi dei, Bertozzi, M. ed.
Ferrara: Franco Cosimo Panini; 2002:239-251; Michaud, P.-A.
Aby Warburg et l'image en mouvement, Paris: Macula; 1998:
169-223 (eng. trans. by S. Hawkes, Aby Warburg and the
image in motion, New York: Zone Books; 2004); Saxl, F.
Warburg’s visit to New Mexico. Lectures. London: The
Warburg Institute; 1957: 325-330; Romano, G. Rudolf
Wittkover e la tradizione Warburghiana. In: Wittkower, R..
Allegoria e migrazione dei simboli. Torino: Einaudi; 1987:
XXV-XLIX; see also ibidem L’aquila e il serpente: 13-85;
Freedberg, D. Pathos a Oraibi. Ciò che Warburg non vide. In
Cieri Via, C., Montani, P. eds. Lo sguardo di Giano: Aby
Warburg fra tempo e memoria. Cestelli Guidi, B., Forti, M.,
Pallotto, M. eds. Torino: Nino Aragno Editore; 2004: 569-619;
Loewenberg, P. Aby Warburg, the Hopi Serpent Ritual and
Ludwig Binswanger. Psychoanalysis and History.19, Issue 1,
77-98; 2017.

37 Warburg, A. Il rituale del serpente. Milano: Adelphi; 1998: 54,

98 (first published: Warburg. A. A Lecture on Serpent Ritual.
Journal of the Warburg Institute 2: 277-292; 1939); Chiarini,
G. Piccolo bestiario warburghiano. In: Cieri Via, C., Montani,
P. eds. Lo sguardo di Giano: Aby Warburg fra tempo e
memoria. Cestelli Guidi, B., Forti, M., Pallotto, M. eds. Torino:
Nino Aragno Editore; 2004: 413-431 (422-427). 

38 Gombrich, E.H.. Aby Warburg. Una biografia intellettuale
(Aby Warburg. An intellectual Biography. London: The
Warburg Institute, University of London; 1970). Milano:
Feltrinelli; 1983: 190-206; Warburg, A. Opere II (La rinascita
del paganesimo antico e altri scritti (1917-1929). Ghelardi, M.
ed. Torino: Nino Aragno editore; 2008: 817-828 (819).

39 In Warburg “The Art of Portraiture and the Florentine
Bourgeoise,” (1902), quoted in Didi-Hubermann, G. Atlas, ou
le savoir inquiet. Paris: Les Editions de Minuit; 15; see
Warburg A. Arte del ritratto e borghesia fiorentina. In:
Warburg, A. Opere II (La rinascita del paganesimo antico e
altri scritti (1917-1929). Ghelardi, M. ed. Torino: Nino Aragno
editore; 2008: 267-318 (272); Catoni, M.L. Immagini e parole,
invisibile e indicibile. In: Zum Bild, das Wort. Engramma 150;
October 2017.

40 Galitz, R.; Reimers, B., eds. Aby Warburg «Ekstatische
Nymphe…trauernder Fluβgott». Portrait eines Gelehrten,
Hamburg: Dölling und Galitz Verlag; 1995: 99 (and following).

41 Weigel S. Epistemology of Wandering, Tree and Taxonomy.
The system figuré in Warburg’s Mnemosyne project within the
history of cartographic and encyclopedic knowledge. Images
re-vues, 4: 1-35; 2013 http://journals.openedition.org/
imagesrevues/2934.

42 It is the last thing he wrote: Warburg, A. Mnemosyne. L’atlante
delle immagini. Introduzione (Warnke. M. ed. Mnemosyne.
Berlin, 2000; 3-6). In: Warburg, A. Opere II (La rinascita del
paganesimo antico e altri scritti (1917-1929). Ghelardi, M. ed.
Torino: Nino Aragno editore; 2008: 817-828; Agamben, G.
Nymphae, in Aby Warburg. La dialettica dell'immagine.
Stimilli, D. ed. in “aut aut” 321-322: 53-67 (67); 2004. 

43 Cassola C. ed. Inni omerici. Milano: Fondazione Lorenzo Valla;
1975: 213.

44 Tavani, E. Profilo di un atlante. In Cieri Via, C.; Montani, P.
Lo sguardo di Giano. Aby Warburg fra tempo e memoria, ed.
by Cestelli Guidi, B.; Forti, M; Pallotto, M., Torino: Nino
Aragno Editore; 2004: 147-199 (158) . 

45 Didi-Hubermann, G. Atlas, ou le savoir inquiet. Paris: Les
Editions de Minuit; 13-14; Vozza, M. Verso una teoria del
mutamento stilistico. In: Mazzocut-Mis, M. ed. Immagine
Forma e Stile. Milano: Mimesis; 135-164 (145-148); Arnheim,
R. Il Pensiero visivo. La percezione visiva come attività
conoscitiva (Visual Thinking. Berkeley, Los Angelesa:
University of California Press; 1969); 35-37, 96-102, 119-138,
298-321. Torino: Einaudi; 1974 Arte.

46 De Laude, S. Ancora su Ernst Robert Curtius e Aby Warburg
(con l’idea di una nuova ricerca sul teatro). Moderna.
Semestrale di teoria e critica della letteratura VI, 2: 129-149
(136-137); 2004; Bologna, C. Mnemosyne. Il "teatro della
memoria" di Aby Warburg. In Cieri Via C;, Montani, P. eds.
Lo sguardo di Giano: Aby Warburg fra tempo e memoria.
Cestelli Guidi, B.; Forti, M.; Pallotto, M. eds. Torino: Nino
Aragno Editore; 2004: 277-304.

47 Semon, R. The Mneme. London: George Allen & Unwin LTD;
New York: The Macmillan Company; 1921; Gombrich, E.H..
Aby Warburg. Una biografia intellettuale (Aby Warburg. An
intellectual Biography. London: The Warburg Institute,
University of London; 1970). Milano: Feltrinelli; 1983: 207-
222; Warburg, A. Opere II (La rinascita del paganesimo antico
e altri scritti (1917-1929). Ghelardi, M. ed. Torino: Nino
Aragno editore; 2008: 817-828 (821); Jung, C. G. Tipi
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psicologici II. Milano: Mondadori; 1993: 305-316 (“Il
problema degli atteggiamenti tipici nell’estetica”), 473-479
(“Immagine” [Bild]); Pinotti, A. Materia è Memoria. Aby
Warburg e le teorie della Mneme. In: Cieri Via, C.; Montani,
P. eds. Lo sguardo di Giano. Aby Warburg fra tempo e
memoria, ed. by Cestelli Guidi, B.; Forti, M; Pallotto, M.
Torino: Nino Aragno Editore; 2004: 53-78 (68-73); Murano, J.
Fisiologia del gesto. Fonti warburghiane del concetto di
Pathosformel. 9 (1): 153-175; 2016; Gallese, V. Visions of the
body. Embodied simulation and aesthetic experience.
Aisthesis . Pratiche, linguaggi e saperi dell’estetico. 1(1): 41-
50; 2017; Benjamin, A. Two Forms of Gesture: Notes on Aby
Warburg and Walter Benjamin. Aisthesis . Pratiche, linguaggi
e saperi dell’estetico. 1 (1): 21-40; 2017; Aisthesis . Pratiche,
linguaggi e saperi dell’estetico, Vol 10, No 1 (2017); Gasperoni,
L. Sensible schemes in aesthetic experience. Neuroesthetics
and transcendental philosophy compared. Aisthesis. Pratiche,
linguaggi e saperi dell’estetico. 1(1): 63-73; 2017. Different
approach in: Pizzo Russo, L. Arte e emozione; Espressione:
empatia o emozione; and ead., Contro la neuroestetica. In:
Psicologia delle arti. Palermo: Aesthetica preprint; 245-265,
267-278, 279-330. Engrams have also been regarded as the
origin of verbal signs: Kallir, A. Sign and Design. The
psychogenetic source of the alphabet. Plymouth: Latimer,
Trend and Co.; 1961, quoted by Sini, C. I segni dell’anima.
Saggio sull’immagine. Bari: Laterza; 1989; 141-162. See also
Bühler, K. Teoria dell’espressione. Il sistema alla luce della
storia (Ausdruckstheorie. Das System an der Geschichte
aufgezeigt. Stuttgart: Gustav Fischer Verlag; 1968). Roma:
Armando Editore; 23-29, 36-45, 147-155, 244-255
(Quintilian).

48 Centanni M.; De Laude S.; Sacco D.; Urbini, S. eds. Iter per
labyrinthum: le tavole A B C. L’apertura tematica dell’Atlante
Mnemosyne di Aby Warburg. Engramma 125; 2015; the first
exhibition of Bilderatlas was at the Biblioteca Hertziana in
Rome the 29 january 1929 (Warburg was to die in October
1929). The Hertziana housed again Mnemosyne in 1999:
Warnke, M. Aby Warburg (1866-1929). In: Spinelli I.; Venuti,
R. eds. Mnemosyne. L’atlante della memoria di Aby Warburg.
Roma: Artemide edizioni; 1999: 13-26; Warburg, with his
Nachleben, was a forerunner of contemporary explorations of
the survival of myths Bonazzoli, F. and Robecchi, M. Io sono
un mito. I Capolavori dell’arte che sono diventati icone del
nostro tempo. Milano: Mondadori Electa; 2013. 

49 “Dalla parola all’immagine”: Warburg, A. La mostra su Ovidio
(1927). In: Opere II (La rinascita del paganesimo antico e altri
scritti (1917-1929). Ghelardi, M. ed. Torino: Nino Aragno
editore; 2008: 655-672 (667)Ducci, A. Altri atlanti di
immagini: Henri Focillon e la vitalità delle forme. In: ; Villari,
E. ed. Aby Warburg, antropologo dell’immagine. Roma:
Carocci; 2014:79-101. See also Mazzocut-Mis, M. ed. I percorsi
delle forme. I testi e le teorie. Milano: Bruno Mondadori; 1997.

50 Arnheim, R. Arte e percezione visiva (Art and Visual
Perception. A Psychology of the creative Eye. University of
California: 1974). Milano: Feltrinelli, 1984; 333-360 (339-345),
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