lconoclasts and Their Motives

David Freedherg

In 1721 James Gillray published a lictle-known prine! satirizing John Boydell's
Shakespeare Gallery.” Like ochers, Gillray was irritated by Boydell's ambitious project

of publishing — by subscription — a set of prines illustrating Shakespeare after paintings
especially commissioned for this purpose.® His aim was to encourage the growth of an
English School of History Painting; but his motives were not felt to be entirely free of
the desire for financial gain.' 5o when some af the plcrures were cur, a “malicious reporc
was starced chat he had done it to excite public sympathy." “There! There! There's a

nice gash! — chere! — ah, this will be a glorious subject for to make a fuss about in the
Newspapers . ... O, there will be fine talking about the Gallery; and it will bring in a rare
sight of Shillings ... |" exclaims the allegedly rapacious Boydell as, with a mad gleam in
his eves, he sets about his work. As it happens, the project was not to be an immediace
financial success.5 Nonetheless, che point abour che relarion berween publicity and icono-
clasm is clear. We will rerurn ro ic larer.

The issue goes far beyond satire. One has only to consider the number and imporrance
of the works char have been the targer of conoclastic aces in the present century to appreci-
ace its gravicy. The subject compels our attention; and it engages complicated emorions.
“The assailant and his motives are wholly uninteresting to us; for one cannor apply nor-
mal criteria to the motivations of someone who is menrally disturbed.” This is what the
Direcror of Public Relations atc che Rijksmuseum is reported to have declared after the
arrack an the Nighruwatch on September 14, 19757

We must take courage in order to make some sense of a phenomenon that no history
of arc can justifiably ignore, bur which has so persistently affecred those objects which
stand at the centre of our fundamentally materialist discipline. “Take courage” because

this is self-evidently an emotive subject; because it threatens the very existence of objects
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which we cherish; because we quail at the thoughe of analyzing the actions aof those who
appear to be mentally disturbed; and because we ourselves know the experience of power-
ful but indefinable emotions in the presence of objecrs. With us, those emarions — of
catharsis, of warmth, of calm, of difficulty, even of frustration — are channelled, however
inexplicably, along safe and generally rewarding lines. We too may be disturbed and trou-
bled by specific images; but can it be thar such feelings, which we know how to sublimare
or transmute, often beneficially so, are somehow akin to the overdemonstrative, violent
and ultimately damaging behaviour of iconoclasts? Ler us leave this thoughr in abeyance;
it is perhaps worth recording, instead, che following view: thar too much ralk about icon-
oclasm might actually encourage further acts of violence, thar one mighe somehow put
ideas inro people’s heads.® Such apprehensiveness is wholly understandable, particularly
from the standpoine of those most intimately concerned with the conservarion of objects;
bue it is easy to see why the marter is a delicate one, and why one might well be inclined
to shrink from public discussion and analysis.

On the other hand, the purely art historical case for the study of iconoclasm is clear. It
seems inexplicable that so significant an element in the history and fare of images should
so persistently have been neglected,” other than on the grounds of the apprehensiveness
just outlined. Furthermore: iconoclasm crucially expaoses che dialectic of the relarionship
berween image as material object and beholder, and painfully sears away any lingering
notion we may still have of che possibility of an idealistic or internally formalist busis for
the history of art, Perhaps that is why the history of art as it is rraditionally conceived has
evaded analysis of one of the most dramatic and scriking forms of response to real images,
one of the few kinds of response to manifest itself on an obviously behavioural level.
There ace others, of course, like sexual arousal, tears, long journeys, and physical contact
of one form or another, which have almost equally been passed by; and they too expose
the banaliry of approaches to the subject which are predicated on whaolly intellectualizing
conceprions of immanence — whether immanence of qualirty, of formal relarionships, or
merely of the fallacious assumprion of emotion within the image itself. A hiscory aof
art that does not take account of the historical and biological presence of the beholder
(or groups of beholders) degenerates into the practice of criticism; how then do we grant
authority to the individual critical sensibiliry, on whar grounds da we privilege the partic-
ular critic? OFf course we may at least partially validae his judgement on the basis of
intersubjecrive comparison; but then we do phenomenology fout conrt, not history (and nar
even the kind of historically responsible phenomenology which may well, 1t is rrue, aid us

in our analysis both of the past and of the cognitive processes of men and women).
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Withour real images, on the other hand, we become theologians, or hiscorians of licerarure
and rheroric — as when we deal with Achilles’ shield, Zeuxis’ grapes, Myron's cow; with
Virgil, Pliny, Philostratus and Callistrarus, or any one of the many species of ekphrasis to
be found from antiquity onwards. Buc even then we cannot relinquish the interlocking
relationship between perception and description on the one hand, and the hermeneurically
assumed image on the octher. Wich che analysis of response, however, we take into full
account the dialecric berween marerial image and beholder; thus the history of images
reclaims its rightful place at the crossroads of history, anchropology and psychology, The
task may be a difficult one, but wich iconoclasm the processes of cognirion and response
terminate in palpable and dramartic symptoms which the historian of marerial objecrs
may well be in the best position of all to describe, analyze, and classify — provided he ar
she remains aware of che social and psychological issues char are always at stake,

The title of this essay — “Iconoclases and Their Mortives” — addresses itself to the very
heart of the matter, at the most difficule bue arguably the maost crucial aspect of all. Iris a
fairly straigheforward rask to document what specifically is affected by iconoclasm in the
way of pictures and sculptures;'™ and it is not too complicated to unravel che policical and
social circumstances of iconoclasm when it occurs above the level of the individual = even
though ir is sometimes not easy ro decide how much relative weight to attach to such
circumstances.!! Assailanes can be idencified, theorerical writings examined, and marterial
consequences assessed.!?

All this may be found in the Necherlands in che sixteench century, where the docu-
menary and literary sources are profuse — from the Council of Troubles!? ro Carel van
Mander!* and local chroniclers — and where anti-image theory is abundant. Significantly,
the analysis of the first group of sources has been left to historians, while the cheological
material has received increasing attention in recent years. ! Bur when it comes o moriva-
tion, the matter is much more complicated indeed. First, whart is the relation berween
individual and personal motives and those which are written down or publicly expressed?
In the course of the great debate about images in the sixteenth century, a huge amount
was written and said against images; bur whar kind of role can we say this played in indi-
vidual motivation? And secondly, are not such morives ton idinsyncraric, too personalized
and too disparace to merit any kind of general statements at all? In other words, are we not
dealing with isolated neurotic acts, as the Director of Public Relarions would have it, racher
than anything remotely related to normal behaviour? If one surveys che grear iconoclastic
movements — above all, those of the eighth and ninch centuries, of the sixeeenth and seven-

teench cenruries, and of che French Revalution — it does seem possible to discern general
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structures and overall patterns.!® But what of the unrelated individual deed? Perhaps it is
this which is most revealing about the interaction berween people and images, more reveal-
ing, that is, than when people act in groups, than when they have evident and joint politi-
cal and social resentments, when they are organized, when they have heard the theory (in
however etiolated a form).

In the case of the Netherlands of the sixreench century, for example, the overall politi-
cal motivation seems reasonably plain. We know that the iconoclases were small bands of
organized men;!” that many had heard the hedge-sermons, even if they had not read the
writings themselves;1® thar iconoclasm caught on like a craze, especially after news came
through — and how quickly it arrived in places like Breda!'® — of the grear destrucrion in
Antwerp on August 20, 1566.2% That event, above all, seemed ro provide the ideal mode
of expressing antipachy rowards the Spanish regime and the Church of Rome, of a sym-
bolic and then a real fracturing of power; and so it became the accepted mode all over the
Northern Netherlands as well (though not, of course, everywhere).?! Often there were clear
motives, like the Protestant desire for clean white churches in which ro worship, as in
Groningen, Leeuwarden, Culemborg, Limburg and Middelburg;*? sometimes the whole
business got caught up in an orgy of destruction. We know thar in some cases images
were spirited away to safecy before the storm broke;? thar in others the town council iself
closed the churches (either to forestall furcher crouble or o give iconoclasm the appear-
ance of legitimate authority);?! and thar in others the rage did indeed ger out of hand and
could involve surprising members of the communiry, including ministers and schoolmas-
gers.25 All this is most revealing about the spirit of the movement as a whole; butr how
much does it really illuminate the nature of people’s relations to the image irself? In order
to find that our, one has to turn to the individual act, somerimes a parr of a larger move-
ment, but preferably where it is indeed isolated from any kind of socially acceptable
behaviour. Such acts may not interese the straightforward historian, but it must remain
central for the historian of images, as well as cencral to the interrelation and interdepen-
dence of images with men and women.

It would he comfortable simply to concur with claims like this: “For a person who
cares for beauty, it is hard to imagine that anyone would wilfully alter — lec alone muri-
late — a work of are."® But we do not have to look far into ourselves to know that the
marrer is more complicated — and more precarious — than that. In terms of motivarion
tawet conrt there is much thar is easily recognized. Indeed, many of us may share the icono-
clast’s resentment of the figure or authority represented, we oo may be fruscrated by the
apparently immoral expenditure of money on art when all around are hungry, and we too
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may be moved to anger at the purchase or display of cthat which does not appear o con-
form to our notion of art at all {or that which any child could do);?” but we are nor, by and
large, moved to the destructive deed. [t would be just as well, at this stage, to articulate
the basic principle of what follows. Instead of surveying iconoclastic movements, our aim
is to look ar several of the most seriking instances of individual assaults on well-known,
publically displayed objects in our century, with particular reference to the last thircy years
or so. Curiously — and significantly — enough, these examples have not hitherto been
collected. 28 Now it could be argued — and this T chink would be the commonly held view
_ thar one is here dealing with isolaced neurotic acts, too idiosyncratic and too peculiarly
sympromatic to reveal anything beyond the deranged minds of individuals whose mental
operations bear little if any relation to normal psychology. Bue this, as has already been
implied, is precisely the opposite of the case to be made here. The symproms of such opera-
tions may have little to do with normal behaviour, bur what lies behind chem may well,
in however heighrened or acute or distressed a form, provide a telling index of che rela-
tions between people and the figured objects before them. To puc ic bluntly, apparently
neurotic behaviour seems to be capable of providing clues ta everyday thoughe processes
in all of us. The fear (to which allusion has been made above) that talk about such marrers
may actually encourage the vielent symproms chat rerminate in iconoclasm is in irself
testimony of such an awareness, however reluctant and however subliminal it may be.
Furthermore, the repares of such acts turn out to be revealing nor only aboue the icono-
clases themselves, but also — to an unexpected and surprising extent — about public and
social artirudes which are both embodied in and conditioned by patently individual ones.
The individual attitude is found to be intersubjectively valid, as emerges cleacly from the
press reports abour iconoclastic events and deeds.?

In maost cases, the assault is seen to be the act of one who is regarded as menrally dis-
curbed, and this is borne out by psychiatric reports on or psychological impuration to the
assailant following the deed. Certainly we are not likely ro suffer from the kind of delusions
evinced by those who upon attacking an image declare "l am Chrisc,” like the man whao
smashed Michelangelo’s Pietd in 1972,30 or “Tam the Messiah,” in the casc of the Nightwatch
in 1975.31 ar insist chat they do it because they have been impelled or instructed by some
higher, usually divine force. Nor do we normally seek to resolve prudges in this way,
as did the sailor-cook who felt he had unjustly been prevented by the State from geeting
employment, and then attacked the Nightuwatch (the Stare’s most prized possession) in
1911.32 And we generally refrain from atrempting to gain publicicy for our acknowledged

ideas and theories, as with the man who believed his message to the world was being



ignored and then chrew acid at Rubens' Fall of the Damned in 1959 3% and threarened even
more hostile anri-image behaviour in 1969-1970.54 We all recognize thar chese elements
of mocivarion are delusions on a scale which grossly execeeds normal feelings of chis kind,
and it cannot be claimed char the expression of such notions is likely to have much bear-
ing on the normal perceprion of images. Burt che question still remains as to why it 15 that
images — paintings and sculptures — are chosen as the objects of such arrention-seeking
acrs; why the neurosis manifests itself in this way, rather chan in any one of innumerable
other ostentarious possibilities; or why, as in other cases, an actack on an image should
seem to be an appropriate mode of making a political point. Let us look more patiencly ar
some of the beeter known arracks and examine both these and some of the other motives
that come to the fore. Although it may be thar che following summaries will be regarded
as an invasion of individual psychological privacy, the aim will be as much to review and
constder public response to specific acts as o deepen the enquiry into motivarion.

The man who in 1973 slashed che Nightwateh with a common eating knife (which he
had stolen from a restaurant earlier in che day) had previously received psychiarric rrear-
ment and later committed suicide 3% It is clear char immediately following the deed he
was in @ shocked and incoherene state, and this is to some extent reflected in the accouncs
of his own apparently confused starements about his motives. “1 was commanded by the
Lord; God himself inscructed me to do it,” runs one version; “T am the Messiah; | wanred
to do something spectacular so thar my message to the world would appear on television,”
runs anocher. 7 On che previous day, a Sunday, he had attended a service in the Westerkerk,
Rembrandt’s burial place, and after some mildly aberrant behaviour, is reported o have
said to a couple of congregants that he would make fronc-page news the next day.’” Now
the jusrification on the grounds of possession by superior powers and the desire for public-
ity on a grand scale is common enough in cases like these; buc chere are some furcher
explanarions of his act which he himself seems to have offered and which are of a more
unusual order: "Adam was the Light, Eve darkness; Rembrandt was the master of light, bur
when he painted the Nightuwrch he was under the influence of the dark.”*® This view of
the symbolic contrast between light and darkness even appears to have some role in derer-
mining the very loci of his slashes; he seems to have looked upon Banning Cocq, dressed
in black, as a personification of the devil, with Ruytenburgh beside him in yellow, as an
angel (or possibly himself ;" and it was precisely at Cocy that he direceed his manie blows.

Pour Banning Cocq — admirttedly in the very centre of the picture — had already been
the recipient of the most consequential damage when the Nighriwarch was acracked in
1911, Bure for that occasion there seems to have been a racher different ser of motives, The
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assailant believed char the srare had deliberacely stopped him from getring a job after he
had been dismissed from his post as a corporal cook in the Navy. "Did you plan o dam-
age the Nighruwatch thar Friday afternoon when you sec out?” the reporcer asked him.
“Na, But when T went for & walk and entered the Rijksmuseum, I suddenly had the idea
of avenging myself on the painting, to cool my anger on ic. 1 thoughe it belonged to the
Stare. .. I didn't wane o ruin the paincing — 1 only wished o scrarch ir a few times.” "Burt
why did you choose the Nightuwwtch?" "Because it seemed to me to be the most expensive
possession of the State. ... When I'm annoyed I'm capable of anyching."!

The range of motives is considerably expanded by the case of the slashing of Velasquez's
Rakeby Venur in March, 191442 This rime the atcack was clearly premeditaced, and it was
followed by a press statement issued by the assailanc herself, a young suffragerre named
Mary Richardson, who had already gained some notoriecy for her actions on behalf of the
female cause.

[ have cried ro destroy che picrure of che most beauriful woman in mythological hiscory as a

protest against the Governmene for descroying Mrs. Pankhurst, who is the most beauriful

character in modern history. Justice is an element of beauty as much as colour and oucline on
canvis .. .. If chere is an owccry against my deed, let everyone remember that such an outcry

is an hypocrisy so long as they allow che destruction of Mes. Pankhurst and other beautiful liv-

ing women, and thar uncil the public ceases to countenance human destruction, che stones cast

against me for the destrucrion of chis picture are cach an evidence against them of arristic as
well as moral and policical humbug and hypocrisy, ¥

In other words, as Miss Richardson was to pur it in an interview some fory years
later, “T wanted to show that the most beauriful woman on canvas was nothing compared
with the death of one woman 1n prison. I wanted to draw acrention to the plight of Mrs.
Pankhurst, our leader, who was then in an underground cell green with mould in Holloway
Prison. We believed she was dying ... " and she concluded, *1 always remember that Mrs.
Pankhurst was removed from her cell almost immediarely."*

But on the occasion of chis interview, she adduced another reason, which may well nat
have been paramount at the time, but is nevertheless of equal if wholly differenc signifi-
cance: "1 didn’r like the way men visitors to the gallery gaped ac ic all day long."#® Two
further kinds of motivation thus appeat: firstly, the use — or rather, the abuse — of images
o draw arcention o a political cause; and secondly, the more common objection to a paine-
ing or sculprure which somehow offends propriery or moralicy. OF che latcer sare there are,
of course, many examples from the past;’” and who is to know hew much of a role such

basic feelings as rhose which take offence at that which is regarded as impropricey of one



kind or another lie ar che rooc even of modern aces of iconoclasm?%® An unusual

— and spparently sophisticared — example occurred in the case of che lare seventeenth-
century statue of Juno accribured to Rombout Verhulst scanding in the gardens of the
Rijksmuseum.’ The mirror she holds as her atrribute was broken off by a man who
thoughe thar such an image was too vain and worldly to have a place in a narional
museum open o the public®™ - shades of Erasmus as well as che severest Reformation
critics. She is a beauriful half-clothed woman — bad enough, however prudent — so she
should cerrainly not hold a mirror in which to gaze ac her own volupruousness.

Ler us return to the ways in which a political statement is made via a damaged picrure,
In 1981, a young man ripped a gaping hole in Bryan Organ's portrait of the Princess of
Wales shorcly afrer it was put on display in the Nacional Gallery;*! and the court proceed-
ings subsequencly raken against him provide a surprisingly clear insighe into the possible
reasons for the choice of a painting as a potential vehicle, once assaulred, for calling atren-
tion o a political issue. The face char che picrure was of a royal personage (and a particu-
larly popular one at that), and chat it had aroused unusual public interest (possibly because
of its almost unprecedented informality for chis genre) is of obvious relevance — parricu-
larly in the light of the specific political problem ar scake. Ar his erial, chen, che young
man is reported to have declared: "T am in sympathy wich Norchern Ireland . ... T have
done it for Ireland.">? He explained in court chat he had wanted to do something that
would be well known; the portrair was easy to ger at; it represented someone who was
very popular in Britain; and so in this manner he decided to bring ro the acrention of
London what he felr abour the social — racher chan che political — deprivation of Belfase;®3
or thus his counsel is supposed to have pleaded (bur ic has che ring of plausibility and a
certain empathy).® Ir was, he observed, an easy and non-violent thing ro do.*® And this
merits brief reflection, since it so simply encapsulates a basic element of ambiguity in the
perception of figured imagery, one which is present in us all.

When we see an image of the king — to pur it in the classical imperial terms — we wil|
be inclined o respond to it as if the king himself were present,® because of che more or
less easy elision — of which every theologian has always been aware®” — of image and pro-
totype. But of course we can always stand back, take hold of ourselves, aestherically dif-
ferentiate, and argue with ourselves against char elision. We see a picture, a framed object,
a cold and bloodless statue; so we rally ar least part of our minds against the conflation,
which we know to be inevitable, of signifier and signified. The young man knew perfectly
well thar by arracking the image of Princess Diana dishonour would somehow accrue to
her as well, char public response to this act would have at least as much to do with the
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Nicolas Poussin, Adorafion
of the Golden Calf.
London, Mational Galiery.

As damaged in 1978,

fact that it was she who was represented as with the damage to an expensive object in a

public place.’® But he also knew thar he would not really be damaging her person.®?
Hence, the violent act could sumehow and quite self-evidently be relegared to a second
order harm, but ane which could gain a much lower level of publicity if the act had not
involved an image, and certainly not an image of royalry.5°

In 1978 a man artacked Poussin's Adbration of the Golden Calf in the Narional Gallery
in London, concencraring his efforts in the representation of the Golden Calf itself.®! No
statement about his motivation is recorded, ocher than his declaration, upon being impris-
aned for two years, thar “it pleased me to do it”%? (almost the exact words of the man who
threw acid at twenty-three paincings across North Germany one year earlier).® The psy-
chiarrise who exarmined him declared him to be a schizophrenic and appropriate institu-
tionalization was recommended.® But perhaps a clue to the act is to be found 1n the subject
of the painting itself. Both Gallery officials and the press expressed more than usual puz-
zlement as to the motives for the arrack. The Public Relations Officer of che Narional

Gallery declared, “we cannot think of any reasons why this parricular work should be
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attacked. It is in fact a very beautiful painting,”s% while the Liverpas! Daily Post opined
that “it is not offensive. It just depices the Israelites dancing round the Golden Calf"é6
It was beautiful, it was nor offensive; why then, the naive thought-train runs, should any-
one atrack it? But folk memory is long: could it not be that it was precisely this subject
which lay, to some degree at least, behind the singling our of this work, racher chan any
other, for che artack? There could have been any number of other reasons, but the story
of the Golden Calf is of course one of the foci dassici of idolatrous image worship, and has
been adduced as such, as one of the indices of the sudden moral descent of che Israclices
in the Wilderness, ever since men and women began worrying about the validicy and use
of figured imagery.” How much awareness of chis, one wonders, would the assailant of
the Poussin have revealed if one had a chance to probe more deeply into his morives?

Clearly one could nor, in the space of a short paper, thus investigare the motives for
every ace of iconoclasm in the West in the last ewenry-five years.58 But the phenomenon
has been much more widespread than most people mighr acknowledge, and raken eogether
they consritute racher an alarming lise. Here, in addition to the ones already mentioned, are
sume of the works thar have been assauleed since 1956 in thar year the Mona Lisa; in 1958
Raphael’s Spasalizio; in 1962 Leonardo’s Burlingron House Careoon (which had a bortle of
ink chrown at it); in 1972 Michelangelo’s Pietd; in 1974 Rubens’ Adoration of the Magi in
Cambridge, where, with a motive similar to the actack on the painting of Princess Diana,
the lerrers IRA were scrawled across it;%% in 1977 the appalling series of acid acracks on
ewenty-three paineings in Germany, beginning with Klee's Galdfish in Hamburg, through
Rubens’ Archduke Albert in Diisseldorf, che Martin Luther and other Cranachs in Hanowver,
and ending with four paintings by and around Rembrandt in Kassel;?0 and the knifing of
van Gogh's Bergewse in che Stedelijk Museum.”! The list is a frightening one.”? Before our
general conclusions, let us look ar some of the chief characteristics of public reaction o
these collisions berween deranged and overwroughe sensibilities on the one hand and
works of art on the other.

The assailanr is, of course, regarded as beyond the pale, wildly outside the bounds of
socially acceprable behaviour, mad. The transition from wholly indignane rejection to
the more or less sympacheric acknowledgement of madness may be seen in two different
sets of reports on the Nightwatch attacks of 1911 and 1975, Her Leven of 17 January 1911
referred to the "impulsive hand of a degenerace,” who seriously murilated the work wich
an evil intention.™ De Echs acrually managed to track him down some time later, and could
barely rescrain its indignation at the apparent nonchalance wich which he regarded his

deed. He is reported to have been quite indifferent aboue the “baseness of so unmotivated



Rembrandt, Seif-portraif. Kassel, Gemaldzgalarie. As damaged in 1977,
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Willem Drost, Christ appearing fo the Magdalere, Gemaldegalerie. As damaged in 1977.
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an acr.” "People like the one skerched here,” the paper concluded, “are a danger to society.
Complete lack of conscience is evident from his words. Even in the Indian army {he had
hoped to go to the Dutch Indies] someone like chis would have cavsed crouble. One chere-
fore need not regrer chat he was not accepred for service in the tropics.”™ In the case of the
1975 arcack, however, even the police said of the assailant thar “we do not think he real-
izes whar he has done;"™ everyone concurred that he was plainly mad, and indignation
was swiftly cransformed inco a kind of sympathy. Bur che basic element remains che same
in both inscances: char the only possible reaction to the assault on so grear a work of art,
indeed the only way to comprehend ic, is to see the assailant in terms which set him uceerly
beyond both the social and psvehological pale.

Whar else do we find in almost every report of attacks on major objects? 1n the firse
place chere is the emphasis on che financial value of the work concerned: how much it was
boughrt for, how much it was currencly worth, by how much its value had decreased as a
result of che deed.” Bur chis concern with the relationship berween money and arr is com-
mon enough nowadays; it is perhaps a fist/e more surprising o see it fearuring so promi-
nently in 1911 (with the first attack on the Nightwatch)7 and in 1913 (with che Rokely
Vens).”® There is always a grear deal of discussion about security, usually with the canclu-
sion that not much can be done aboue it; and again that the less talk about security in
general the bereer.” Bur there is another more disturbing side of chis coin, and thar is the
quite extraordinary arcention paid to the minucest derails of each arrack — from the kind
of weapon used, to the precise damage to the canvas, and to the exace foci of the assaulr,
Every newspaper actempts to give a photo of the damaged work, ac least in part because
of their awareness of the drawing power of something that is plainly sensational. In 1911,
Her Leven caprioned its phorograph of the damaged Nighriwarch with the most specific
derails of the likely movements of the assailant’s hand;?" and proudly announced in its
columns that it had been able to be present in the Rijksmuseum wicthin moments of the
artack “so that we can offer our readers several excellene phoros of chis act of vandalism "%
Bur furcher details of the sometimes almost hysterical reports of this kind may be passed
ower here. 1o is noc hard to imagine whar periodicals like the Readers Digest would make of
the ateack on che Néghtwarch, 52 bue in the case of the Poussin Galden Calf even the normally
dry and sober Press Reports of the Narional Gallery wenrt so far as to detail the size and
number of che slashed strips, how they fell to che floar, and s0 on.® It is also worth noting
a further aspect of such reports, and that is the interest in restoracion, in the awesome dif-
ficulties of repairing the work, of the almost magical success of making it appear as if che
attack had never happened,® Thus, it is not surprising to find that during the restoracion
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of the Nightwatch in 1975-1976, most of which the Director of the Rijksmuseum had
allowed to be carried out in public, behind glass, many more than the usual number of

of at least one element in the motivation of so many iconoclasts: thar of the desire to gain
atrention and publicity,5¢ even if it is only to amaze at che skill of the resrorers.

At this stage it might not be out of place to consider ar least some of the general impli-
cations of the variety of marerial presented here, even if other more specific conclusions
seem obvious and emerge as self-evident from so bald a presentation of these emorive
facts. A general analysis of such apparently disparate phenomena would be much more
difficulr, but the following partly random ohservations are offered as a tentative basis
for future discussion.

One class of iconoclasm emerges clearly from che present exposition, and char is the
attention-secking ace — which usually appears to be more or less successful in its aim. The
other 1s much more difficult to define, but it evidently has to do wich the hold a particu-
lar image or part of an image has on the individual imagination; and the iconoclastic act
represents an atcempt to break char hold, o deprive the image of its power. A chird mori-
vation characterizes iconoclastic movements, such as char of the sixteench century, where
it is fele, often on the broadest social level, that by damaging che symbols of a power — the
Spanish regime or the Catholic church — one somehow diminishes chat power itself, The
problem with these broader movements, however, is that it is often difficult to establish
the extent to which they somehow legitimize or give licence to the kinds of “primitive
feelings of hate and destructiveness” thar are more closely aligned with our first two
classes of iconoclasm, with the psychologically more fundamental levels of motivation 87
While there is plenty of evidence for che calculated orchestrarion of iconoclasm in the six-
teenth cenrury,®® we often find instances of the more basic and individualized levels of
response, of the unleashing of whar mighe loosely be termed “primicive” feelings and
behaviour, of the kind of wild abdication of self-conteol that we described in some of the
isolated acts of the present century, Anv number of investigations in boch Norchern and
Southern Netherlands in the late 1560s will rescify to chis; and so one finds men like
Huych de Smit in Heevlier, whom the bailiff described as promiscuously smashing every-
thing around him with a hammer.® On such occasions a wild delight seems o rake over
in breaking those images and objects which we normally protect and cherish, a delighr in
a relishing of the sudden loosening of normal social and psychological rescraines. ®0

Here we may bricfly rurn o a group of abjeces from eatlier periods that bring together

two crucial aspects of our problem, and that will lead us on ro our conclusion. Everyone is
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familiar wich arracks on images in which the eyes of the figures represented are the chief
targers — as a liccle-known example, take Mateeo di Giovanni's Massacre of the Innocents in
Capodimonee, where the soldiers had their eyes scratched ouc?! Similar motives presum-
ably informed the scoring out of eyes of the execurioner in Mantegna's Mariyrdon of Saint
James in the Overari Chapel in the Eremitani in Padua.?? While most acts of iconoclasm
seem wild and unpremeditated, there are often occasions when this is nor so. It seems easy,
on the face of it, to maintain that there 1s no “method” in the arracks. When de Bruyn
Kops published his excellent account of the restoracion of the polyprych of che Seven Werss
af Mercy by the Master of Alkmaar in che Rijksmuseum,? one of the few works where the
marks of sixreenth-century iconoclasm (whether of 1366 or 1572 1s not certain} are capa-
ble of being plotred, he described the savage slashes and observed: “Whar is noreworthy
is thar this did not all happen in a wild way, but evidenely in a purposeful manner” nor in
a random way but selectively.”t Bue of course this is not surprising at all. One can chink
of several reasons why the main foci of attack should have been che figures performing che
acts of charity; and it was above all cthe eyes which were scrarched our and obliteraced.
Whar better way to deprive an image of ies life than by assaulting those organs which give
us most sense of its liveliness?

If one considers the remarkable porrreait of Jacob Cornelisz and his wife in Toledo,
Ohiv,”” one can grasp even more instinctively why someone mighr have been impelled
to poke our the siccers’ eves, as once appears to have been the case.” Here is a work in
which the figures appear with an astonishingly unusual sense of real presence. The degree
of illusionism in this respect is, of course, one of the real achievernents of the artist, but
it 15 not difficulr to see why the attacker may have been disturbed by thar sense of pres-
ence that seems to reinforce even more strongly than usual che feeling char che signifier
has become the signified itself, char a mere image has become living and personal reality.
The peculiar effectiveness af chis form of murilation may be brought home by the kind
of damage inflected on Rubens’ portrait of the Archduke Albere in Diisseldorf.¥” We feel
especial horror ar che murlation of face and eyes (rather, say, cthan if che hands had been
damaged), and we are thus provided with deep psychological restimony ro che labile incli-
nation to respond as if the body were acrually present.

Allusion has alteady been made, in semiotic terms, to the rendency to conflate image
and procorype, as all image cheory, from its very beginnings, has either explicitly or implic-
itly acknowledged. We worship, venerate, give thanks to, make promises to not the image
iesell but the Virgin or Saine i the image.9% At the same rime, we know thar ir is bur an
image, man-made, of a substance that is not flesh, When crirical pressures are broughe o




Ledt: Master of Alkmaar, Seven Warks af Mercy, detail,

Amsterdam, Rijtsmusel.un.
Right: Dirck Jacobsz., Porfrall of fhe Arfisf Jacob Cornelisz

and Hiz Wife, detail. Toledo, Ohio, Muaeum of Art.
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bear on this tension, men and women break images, as if to make it clear thar the image
is none other than just that; it is not living, no supernarural embodiment of something
thar is alive. We fear the image which appears to be alive, because it cannot be so; and so
people may evince their fear, or demonstrare mastery over the consequences of elision, by
breaking or murilating the image; they distupt the apparent unity of sign and signified by
making plain the ordinary materialicy of the sign. On the ocher hand, that identity may
not be impugned ac all, indeed it may be acknowledged and asserred, as when people
think they damage the king when they damage his representation.® And of course when
inhibition goes, in frenetic staces (whether aurogenous or as a result of the reversal of nor-
mal social pressures) images may be assaulted simply because of the associarions they
carry. But by and large, iconoclasm represents the most heightened form of making plain
one’s superiority over the powers of both image and prototype, of our liberation from their
unearthly thrall. This can enly happen if conditions are such as to give people strengeh to
infringe the powerfully intuitive assumprions of identity and its consequences, if they act
as part of a similarly disposed group, if the crirical stance has been made plain; or they
may be deranged and internally generate the will to make explicit the desire present in all
of us, to rupture the identity of image and prototype.

This, i nuce, is one possible way of accounting for iconoclasm, but it is by no means
complete. When we are moved by an image (in whatever way), when we find ourselves
concurring — whether as a resulr of cultural condirioning or nor — wich its canonical sra-
tus, our natural response is one of protectiveness. The image moves us, benefits us, pro-
teces us; it enhances our emotions, sparks our intelligence, arouses meaningful evocation:
and so we must shelter it, procece it, conserve it. These things and the face char a work
may be acknowledged as a masterpiece, as the grearest product of a nation, as extraordi-
narily valuable (even in the monetary sense alone), even the fact thar it is housed in a
grand or public institution, reinforces the inclination ro make of the work an object
which we preserve against ravage. And so the image becomes a fetish: not a pleasure
ta be partaken of and then cast aside, forgotten, but something which we must cocoon.
This doting projection of our protective desires onto figured marerial objects undoubred ly
has still deeper psychological roots which we cannot here even begin to plumb; bur it is
worth emphasizing the obvious importance of preserving all those representations of the
world by which we grasp nature iself. If we sighred people lee go of representation we
have nothing from which to make sense of all thar is outside ourselves, nor even words.
And so we cling, dote, cherish, preserve, ar all costs. The iconoclast does so too, bur
then he or she overturns these impulses into their very opposite ("I had to descroy char



which others cherish,” said the Morch German acid thrower); 1™ and it is in this thae che
neurosis lies. That too, apart from the shock ar any form of destruction, is why rhe action
of iconoclasts arouses indignation and a stare of troubledness that seems to run a good
deal deeper chan many other forms of dramatically neurotic and psychotic behaviour, per-
haps only — bur then not cerrainly — excepting those descructive aces which affect the
body icself.,

These are only two possible analyses, and they are both sketchy and incomplere; but
they should at least make clear the inadequacy of explanations of the power of images in
terms of magic. Thar is a term that is used increasingly in connection with the effect thar
images have on men and women, and one that should be banished, The most recent book
on the problem of images in the sixreenth centuty, for example, equates “idolatry” with a
faich in the magical quality of objects.'"! But where does the notion of magic ger us an as
explanacory category? It explains nothing, it merely labels. 192 It fails wholly to account
for the complex and interlocking relationship berween people and images, for che interplay
between making and seeing, appearance and perceprion, intention and response, between
the putative autonomy of the object and the context of seeing. Most often it locates the
primary source of power in the image itself, rather than arising from the dialectic of its
relation with the behalder. This 1s perhaps che most importane lesson to be learned from
the study of icanoclasm; and if it in any way helps us in our underseanding nor juse of pic-
tures and sculprures themselves, but also of whar ic is that makes us cherish them, then

the aim of chis paper will have been fulfilled.
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“The Structure of Byzantine and European leonoclasm,” 167-68; but see also che further refecence at the end
of nore 15 below,

12, For material consequences, see in the fiest instance noce 10 above. Once again, the rescarch in chis

aren varies [rom locale o locale; but o good example from a less studied area is provided by . McRoberes,
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4. For examples culled from C. van Mander, Het sobilaer-foecd (Haarlem, 1604), see Freedberg, Tovoclasm
ated Papuiing, especially 124-35.
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Campenhausen, “Die Bilderfrage als theologisches Problem der alten Kirche,” Zevscheift fiie Thealopie and
Kircte 49 (1992 33-60; "Zwingli und Luther sur Bilderlrage,” D Gotrerdild im Abendland, ed. W_ Schine,
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Krafren der Kivehengesehichee (n.p., 1960}, 392424 {reprinted from Zestschrift fir Kirchenpeschichee 68 {19571
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33-104 and 135-69, and mare recently in Freedberg, “The Problem of Images in Norchern Europe and s
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Scotland and France, the destruction in the South Necherlands was the work of a very small band of dere-
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Boergondiiche monarchie, vol. 2, Nijmegen (Tilburg, n.d.), 185-83. See, furthermore, Scheerder, De fesldensorm,
especially 98-100 for a very succines summary of the question of the degree to which the various iconoclastic

bands were organized or not, Almost everywhere, bowever, there is evidence of at least some organization,
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even cthough in some places the crowds joined in the fury once begun; or remained passive while the image-
breaking went on,

18, The classic and fundamental piece on the hedge-sermons is R. Fruin, “Haagpreek,” Vergpreide
gewhriften 8 (The Hague, 1903} 307-13, For che relationship between hedge-sermaon, theory and action, see
Freedberg, “The Peoblem of Images.”

19, O Breda irself, see Beenakker, Breds fn ae eersve ttorm van de Opstand, 68-73. The Antwerp iconoclasm
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22. For che purificarion of churches in and around Groningen see |, Kleijnrjens, "Beeldenstorm in
Groningen en in "de Ommelanden’,” Ascbief voor de Gerchiedenic van bet Aartsbisdom Utrecht 67 (19481 171-216,
For rhe purification and whitewashing of a Leeuwarden church (Oldehove) see J.J. Woltjer, Frierdand fa ber-
sormingitipd (Leiden, 1962), 152 and Wolrjer, “De heeldenstorm in Leeuwarden,” Speegel Hirtoreael 4 {19650
L 70-75. For Limberg see |, van Vieten, “Stukken berreffende de hervormingsberoerten ce Utrechr in 1566
en 1567, Krowiph van bet Historisch Gensotschap re Urrecht 14 (1858), For Culembeorg, see (). de Jong, De
Kefirmatie i Calentborg (Assen, 19570 for Middelbueg, J. van Vlaen, "Onderzock van's Konings wege
ingesreld omerent de Middleburgsche berosreen van 1566-1367." Werben afrgegeren door ber Historisch
Gewanrschap te Upreche 18 (18730, Indeed, in some places — Urreche most notably = the richest churches were
spared, since the iconoclases” desire seems simply 1o have been to have their own church in which ro hold
their pwn services (see AL van Hulzen, Dreetchs in 1500 e §367 [Gromingen, 1932], as well as van Volten
1858, ], Kleijatjens and 1W.C. van Campen, "Bescheiden becreffende den beeldenstorm van 1360 in de stad
Utrechr,” Bipavagen en Medeadvelingen van bet Historineh Genmatichap te Urrecht 53 [19321: 63-245),

23, Sec Freedberg, losmaclarar and Padaring, 103-33, for many instances. There piten = bur by no means



always — appears to have been some awareness of the importance of saving the most famous or maost skilled
works of arr, The most renowned woek o have been saved was probably che altarpiece of the Mystic Lamb in
Ghene; the way in which ic was preserved is recorded in van Vaernewijk's manuseripe in che University Library
in Ghenr, bur maore easily available in the French cranslarion by H. van Duyse, Mémerres ' wn patricien ganisis
s des drobder veligiens en Flandre (Ghent, 1905-1006), 1, 129-32, where many further insances of destruction,
saving and repair are cecorded as well,

Many characreristic cxamples of the saving of works are recorded by van Mander, Her sobider-foect (see the
case of Cornelis Engebrechrsz. Marienpoel alcarpiece on folio 210 verso, [or instance); but che mose excensive
published marerial is thae provided in che hralliane examinarion of Turnhoue by B, van Autenboer, "Uit de
geschisdenis van Turnhout in de zestiende ecuw: voorbereiding, uitharsting #n gevolgen van de beelden-
srorm,” Taxandria A0-41 (1968-1969): 1-276,

24. The classic Wetherlandish rebuteal of chis poine of view — though here areribured o Lurher — &5 the
pamphler ascribed ro Marnix van Sint Aldegonde entitled Viea e Beelden afgbeworpen in dfe Nederlanden in
Awguses 1566, reprinted in ed. )|, van Toornenberghen POilipr san Marnix godsclfenstige en berkelifbe geschriften,
(The Hague, 1871), I, 1-34.

For effores at legicimation — racher than woleration of promiscuous individual desteuction — in Narnberg S
and Ziirich, see Christensen, Art and the Reformation in Germany, 71, and Garside, Zufugli and the Artr, 120,

158-549, respecrively,

Duke and Kolff, "The Time of Troubles,” 322, provide instruceive details of the application of the
principle to immediare social and political necessicy: “in The Hague, for example, che chueches were stripped
deliberarely and mechadically. Still more cxcraorcdinary this was done with o semblance of legality, Twn
prominent members of the Reformed communicies in The Hague and Delft informed the President of the
Courr of Holland thar ehey Bacl a warrant to purge the churches, Wichour probing more deeply, Mr. Cornelis
Suys reld them o proceed aboue therr work without Giusing a commotion, and the twelve men so employed
were paid aur of the President’s pocker.”

In any number of places the removal of images was thus caesied sue under direct supervision of the town
auchoricies {or local nobleman), cither because of avowed Procestant principle, or — more frequencly — in order
co torestall indiscriminate descruction and vinlence. Such was the case in Leeuwarden, wheee images were
eemoved by command of “regent and authorities™ (Woltjer, 19690, in The Hague, where, as we have seen, the
magistraces acrually paid for the images o be removed as soon as they beard of the events in Antwerp (in
arder o avoid any unscemly rumule which mighe excite the mob; of, Parker, The Dusch Revnle, B0), and above
all in Antwerp in 1381 {on which soill see F. Prims, "Dy Beeldenstormer) van 1381, Anewerprennis 1939
[Antwerp, 19401, 183-89).

25. Any number of ministers were invalved either in the organizarion of iconeclasm or in the image-

breaking irself. Ar the very least chey stood to gain a chuech in which o preach. Kleijntjens, “Becldenstorm
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in Groningen en in ‘de Ommelanden’,” gives several instances, including the following: at Loppersum two
lapsed proests destroyed images which had not yer been tuken ro safecy (174); ae Bedum the pastor himself
ook them down — althowgh he did not destroy chem (176); while in other places - Saxum, for example - the
pastor, presumably under suspicion, declared thar he was noc himself responsible for breaking images (1731
Kleijnrjens also records that ac Lappersum, the schoolmaster helped che ewa lapsed prieses descroy the images
in the church there (1743 che Becror of che scheol in Groningen tagether with his seudenes helped pull down
and smash images (Ibid., cf, 2123 It is worch recalling that in Answerp in 1368 no less than twency-twa
schoalmasters lost their jobs “because chey had taught theie charges Protestant psalms and carechisms and had
encouraged them to defy authority” (Parker, 289, note 10, citing J.G.C.A. Briels, "Zuidnederlandse enderwi-
jskrachten in Noord-Nederland, 1370-1630," Archisf voor de Grokivdeni van de Katholicke Kerk fn Nederland
4 [1972]: 920

26, Held, “Alrernation and Murilarion of Works of A" 1.

27. CF. notes 54 and 71 below. For the last category see — out of many possible examples — che entirely
characreristic sentiment expressed by the headline in the Berliver Zevtng of 22 April 1982 over an article
reporting the arcack on Barnerr Newman's Wie's Afratd of Red Yellow and Blae IV (the irony of che title in
this conrext can hardly be overlooked): "Das hdrre jeder Lehrling malen Kannen.”

28, Wich the passible exceprion of the few examples and references lisced in Gamboni, U donecdaine
macderne 19-21 and 114-17, as well as che slighely oldee listings in D. Kinnane, “Kunstvandalismus,” Arrs 28
(1976} 25-27, Geerds, “Kunstvandalismus,” and [, Clapp, Arr Censorsbg: A Chromolagy of Prosevabed and
Prescribed Art (New Jeesey: Metuchen, 1972,

20, Such repores usually reveal a mixture of panic and enchralled excirement; furthermore, they recount
the icanaclastic act in such precise and minure detail that a well-nigh ferishiscic fascinaton with the abject
stself is laid bare (cf, my comments above on pp. 22-23) — in addition w the more obviously sensationalise
aspects of derangement and descrucrion.

30, As ], Teunissen and E). Hing, “The Arrack on che Pietd: An Archetypal Analysis,” Jawrnal of
Aesrberics and Art Criticim 53 (1974-1973) 42-30, suggest (in an ocherwise unhelpful analysis), it is also
possible (indeed quice likely) chat Laszla Torh somehow identified himsclf wich che figure of Chrisc in the
lap of his mother — an extreme case of the conflacion of image and realicy.

31. See De Telepraaf, 16 Seprember 1972 (ewo days after the arracky: 'k ben de Messias'™ enc. Cf. News
Erowen Zeitwng, 11 October 1975 "Gorr selbse, Jesus Christus, hat mir den Auferag gegeben.. "

52. De Echo, 17 January 1911,
3. Munich, Alre Pinakathek, nr. 320; oil on panel, 288 x 225 e, Ateacked on February 26, 1939,

]

b

See the repart in Kuasichromit 12 (19590 parr 4, . 89, a5 well us the account of its restoration in Maltehnik-
reitanra 6% {19590 G5-70,
The assailant was ane Walter Menzl, who a year before had published a bookler eneitled Die Welt von



Merpew: Asfpanr eimer glicdlivheren Zest (Uberlingen-Bodensee, 1958), and who was larer ro describe himself as
“eine Philosophischer Schrifrseller” teying o bring abour a new world in which war would no longer be
known. This declararion followed rhe confiscacion of several of lus books and pamphlets (written under the
pseudanym of Paul Brecher) by che authorinics in Konstane. These included such vicles as Der Selfioed zom
Evos. Fawst und Gretchen. Erotie der Efite, and Jenserts vieler Grenzen (reviewed as “Die Geschichre eines
Abenteurers und Casanovas,” Plarcbeimer Zeftimpr, 21 October 1966,

34. For these threars, see, for example, che aeticles in the Newe Blein Zeitang (5 January 19700 and the
Saarbriicker Zeftmug (7 January 19700 Thar his messianic impulses continued 13 evidenced by his advertise-
ments for help in the Munich Adendzeftaorg {24 January 19700, and @ variery of other more public aces during
that month (including che interruption of an SPD conference on 15 Janoary 19700 Al this fallowed & num-
ber of letters and “final appeals” eo o variety of newspapers in Movember and December 1963

35, See Se Telograaf and Trowse (16 Seprember 197 3) for brief cepocts on the early history of Wilhelm
de Rijk, a 38-year-old former reacher from Bloemendaal.

36, Subsequent reports in German newspapers all mainrained char ar his hearing he insiseed in wards
rranslated as “Es worde mir von Herrn betohlen. Ich mussee es tun!™ or "Garr selbsr, [esus Christus hat mir
den Auftrag gegeben,” New Kearen Zeiteng, |1 Oceober 1975, But cf. the repart in De Tefegraaf, 16
Seprember 1975 Ik ben de Messias, Tk wilde con specraculaice daad verrichten, zodac ik vp de ov mijn
boodschap aan de wereld zou kunnen uirdragen’.”

37. Cf De Telegraaf, 16 Scprember 1975 and Her Paraof, 15 and 16 Seprember 1973,

iH. For che classic case of publicity-seeking — Herostratos” descracrion of the Temple of Diana ac
Ephesus — see note 8% below. Bur such mortivation has ever since been o common one. Wich regard boch ro
che desire for publicity and che cluim of pussession by superior powers, che case of Leurard and che Bees,
recorded by Raoul (rete Radulphos) Glaber, is instructive in several respects, One day around che end of 1000
the peasanc Leurard was working in a field round Chilons. He fell asleep, "and ir seemed to him that a geeae
swarm of bees entered his body through his privares . . ., chey seemed o speak to him bidding him 1o do
things impossible o men . ... He sent away his wife as though he effecred che separacion by command of the
gospel; chen going forch, he entered the church as if o pray, seized 2nd broke to birs cthe cross and image of
the Savicur. Those who watched this erembled wich fear, thinking him ro be made, as he was; and since rus-
rics ace prone 1o fall ince ecror, be peesuaded them thar chese chings weee done by miraculous revelation from
Guod ... Inashorr time, his fame, as of it were thar of 2 sane and religious person, drew him no small part of
the commonpeople. The wise bishop Gebuin chen investigared Levrard realizing char he had been complerely
overcome and deprived of the adulacion of che people, threw himself ro his dearh ina well,” cired in WL
Wakefield and AP, Evans, Hereries of tbe Midelle Ager (New York and Londan, 1969}, 72-H3. The story is as
paradigmaric as one could wish, in its sscription of madness o che assailanc of the image, in the rermor his

deed arouses (even now it is not difficul oo enderstand che horror of che destruction of an image of Chriss, at

a7
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the consequent breaking of its power and aura), in the fame or nororiery he subsequently achieves, and finally
the awareness of failure of the aim, here culminating in suicide.

39, Newe Kronen Zettang, 11 Ocrober 19735,

40, 1 am grareful eo De. PJ,J. van Thiel of the Deparement of Paintings in che Rijksmussum for provid-
ing this gloss on first hand repares of the asszilant's words ar the time he was apprehended.

A1, De Eebo, 17 January 1911,

42, London, National Gallery, ne. 2057, Aracked on 10 March 1914,

43, The Times (11 Maech 1914) referred ro her as “the prominent woman Suffragist™ — a racher more ract-
ful descriprion than her subsequent ane of "Slasher Mary," Ter artack on the Rebeby Vengs ook place during
one of che periods in which she was released from Holloway Prison in arder to recover from hunger serike; ic
followed an extraonlinary career as a procester an behalf of the feminise cause. As her obituary in the Shefireddd
Telegraph (8 November 1961) recalled, she held che suffragerte movement's medal record — 10 baes for
forcible fredings in prison, hunger scrikes and arrests. She appears to have been arrested, released and rear-
rested a remarkable number of times under the so-called “Car and Mouse Act” - in a few weeks berween B
July and 12 Qctober 1913, she was derained for at lease ren separate incidents of more or less petty violence
{the "Cat and Mouse Act” was used to send prisoners out of Halloway when cheir lives were theeacened by
prolonged bunger scrike),

4d, The Times, 11 March 1914, 9. Implicit in chis statement is the notion — amoengst others — chat if one
is to make # political protest of onc kind or another then ic were beteer to assault 2 "dead” picrure than 2 lav-
ing being.

45. In an interview — aped 65 — with the London Ster, 22 February 1952

46, bl

47, Held, "Alreracion and Murilacion of Works of Ar,” 8-12, gives some of the hest known examples
frum the past, including the well-nigh classic case of Paul 1V's instructions to Danicle da Volrerra to cover
up the offending nudities of Michelangelo's Last fadgment (on which see also €. de Tolnay, Michelangele:

The Fiuad Perisd INew Jetsey: Princeton, 19601, 98 and B Camesasca et al., The Sisvine Chapel [New Yaork,
n.d. 1, 1, 248-500, and of Lowis of Orleans’s mutilarion of Correggio’s eda audd the Sewaw {Berlin, Sraarliche
Museen Preussischer Kulourbesite, ne. 218) on the grounds thar it was too sensual (cf. Mrs. Jameson's com-
menes, cired by Held, “Alteration and Mulsilation,” 8, thar “the memory of Correggio would susely have
been Fuirer had he never painted them”). Ibid., &, rightly nores that che other side of che coin — that ol the
mutilarion of sexual parts = may well be motivated by che “subconscious campulsion o possess” the lgure
represented (usually the female figure). Many other examples in J. Clapp, Art Censarship. For the sixteenth
century, see 13 Freedberg, “Tohannes Molanus on Provecative Paintings,” Jourme! af the Warburg and Courtawld
Irstizaetes 13 (19710 128-38, which also concains many instances of earlier objections to indecent imagery.

But see also Freedberg, “The Hidden God: Image and Interdiction in che Netherlands in che Sixteenth



Cencary,” Art Heotory 5 (19820 133233, especially 133-35.

48, Abundant examples of iconoclastic artacks on works regarded by the assailane as somehow improper
or inalecene are collecred in Clapp, Are Cenroribip.

49, Amseerdam, Rijksmuseum, nr. N M 8670, See | Lesuwenberg and W, Halsema Kubes,
Beeldbumwkanst in bet Rifbsmasenm (Amsterdarn, 1973}, 241,

50, 1 am gratetul o De. ]W. Miemeyver and D, W, Klock for celling me of this atherwise unrecorded

instance of the relationship berween an ostensible desire for decency and decorum on the one hand, and icono-

clasm on the orher. Far the senciment, of. the classic reproach by Clement of Alexandria to the Greeks thar
“you are not ashamed in the eyes of all o look ar representations of all forms of licentiousness which are por-
crayed in public plaves” in eds. A, Robert and T. Donaldson, The Aute-Micene Fatheri val, 2, Farbers af the
Second Contwry: Extortation to the Heatben IV (eeprinted, New Yark, 196899, 189

For sixteenth-century abjections o the indecency of classical statucs — often in public places — see

Freedberg, " Johannes Molanus,” especially 24-241, with ics references both e Bilio da Fabrisno and Erasmus.

Erasmus’ reminder of a passage from Aristocle is cypical: Aristocle chought chat “indscent paineings and srar-
ues make for such a corruption of morals thae he wishes the magisreares 1o rake precautions by means of pub-
lic legislation that there be no image in the state suggestive of obscenity ... " The relevanr passage comes
from the Palfeier, 7.17; the passige from Erasmus comes [rom che Christians matrimonis mstituta, ined., .
Leclere, Desideris Evasmid apera amuda (Leiden, 1703-1708), V. col. S06E, But of, Erasmus’s further ohservarion
thar “Aristocle seriously errs by making an exceprion of the gods who are traditionally allowed indecency .7
(Ibid., col. 719 C-E). More in Freedberg, “Johannes Melanos,” 234-35,

51. Nartional Portrait Gallery, London, Artacked on 29 Auguast 1981 (just six days afrer being pur on
show) by a twenty-year-old studenr,

52, The Tima, 17 September 1981,

33, Ihid.

54, Wich chis accitude one may perhaps associate the recureent objecnions tm images on the grounds of
their cost and financial value, From St Bermard on, and through Martin Luther, we are familiar wich che teel-
ing thar the huge sums spene on paintings, soulprores and ocher ornaments had betrer been spent on the
poor, on other more socially worthwhile causes, St. Beenard's views are succincly expressed in che well-known
letees to William of St Thierry, in P.L., vol. 182, cols. 915-17. For Martin Luther, see [2, Latlers Werks,
Kritische Geramianigade (Weimar, LBR3), [, 236, 556, 398; X, 32 pare 3. and in several places, most of which
are cited in Christensen, Are and the Reformation in Crermany, 43-44, 5till more references in Freedberg, “The
Hidden God,” 149-50, nute 56,

55, The Timer, 17 September 1981,

%6, The forrs elassiens 15 Arhanasius of Alexandria's illuscration of the Unity of Father and Son by “the

example of the Emperor’s image which displays his form and likeness. The Emperor is the likeness of his

ag
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image. The likencss of the Emperor is indelibly impressed upon the image, so that anyone looking ar che
imiage sees the Emperor, and again anyone looking ac the Emperor recognizes thar the image is his ltheness. ...
He whao worships che image worships che Emperor in it. The image is his form and likeness. ... (fratio con-
fra Arvianes, 323 PG, vol. 26, col, 332: .10, Mansi, Sacrersm concifiorsm sova e ampdissin solfectio [Florence-
Venice, 1759-1708], X111, cal. 69 B-D, Cf, John of Damascus, D rmaginibus oratio 3 PG, vol. 94, cols,
1404-03.

37, The classic theological starement here is of course by St, Basil: “He tes eikones rime £ IO Protaty -
pon diabainei” he mainrained in the De spivity sancte, 18.4% (P67, vol, 32, col. 149 €3, For a discussion of the
thealogical implications of this statement (which comes, like Arhanasius of Alexandria's cited in the preced-
ing note, in a passage illuscracing the relation of the Son to the Father in the Trinicy), see G, Ladner, “The
Concept of the Image in the Greek Farhers and che Byzanrine loonoclase Conteoversy,” Dimburtan Ogbs Papers
7 (1853} 3-33. Buc the fundumeneal arricle in this whole arez still remains E. Kirzinger, “The Culr of Images
Before Iconuclasm,” Damlarron Oawks Papers 5 (1954) 85-150 (on Basil and Arhanasius, see especially p. 91}
sec also Freedberg, “The Hidden God,” for further general reflections and references concerning che whole
guestion of elision.

38. Counsel for the defence said ac thar erial thae ic was an accack on a portrait of somenne who was
extremely popular in Britain, and theee had been a sense of outrage,” The Timer, 17 Seprember 1981, For
che question of the financial value of an image, see note 55 shove,

59, Cf the comment of the sailor cook who accacked the Nightuarch in 1911, De Ecln, |7 January.

6. This in itsell may account for the many attacks on images of royaley, even when they are nor symbols
of a repressive order (as they were in the case of arracks on images of rulers such as those of Alba in Ancwerp
in 1367, of che nobility during the Pessants” Revalr in Germany, of the Tsars during the Russian Revolurion,
and sa on and so endlessly furch). Hence atracks on scarues and paintings of sovereigns like Queen Juliana of
the Netherlands. I is perhaps worch recalling here char in 1970 another painting of royaley in the national
Poreezic Gallery in Londen — that of the Queen by Annigoni — was sssailed. When the paincing had been on
display for only chree days, 2 woman shouring abuse hurled & Bible at it (recalled in cthe ceport in The Time
[31 Augusr 1981} on the artack on the painting of Princess Diana).

61. London, Narionul Gallery, nr. 5597; 154 x 214 cm: ateacked on 3 April 1978, by a recent Ltalian
immigrant who was unemployed and had a history of mental illness. CF. The Timer, 4 April 1978 and The
Cruaredian, 20 June 1978,

G2, Diaily Telegraph, 20 June 1978; Shefficld Star, 19 June 1978 (on pleading guilev).

63, CF the headline " Die Zemstirung der Gemilde har mich befriedige.” in the Munich Abendzedting,

L0 Oceober 1977, For further deeails of these arracks, see note 71 helow.
4. The EP'EH?'-'T.[{' Standard, 19 J'LJ[I.J.‘ 1978: “"Three pevchiaerists who incesviewesd him sinee his arrese

agreed he wus schizophrenic. Dr. Jack Shaby, medical officer ae Brixton Prison, said char Borzi slashed cthe



painting when he was suftering from delusions and hallucinations, "He was living in a world of faneasy’, be
said.” The Daify Tefegraph, 20 June 1978: “Sentencing Borai, Judge Friend recommended thae he should be
raken to & prison specializing in psychiatric creatment until deporeation papers were served.”

63, Erenfuy Stawdard, 3 April 1978,

G, Liverpond Dhaily P, 4 April 1978,

7. The biblical source is Exodus 32: after Moses delayed his descent from Moune Sinai, the lsmaelizes
exhorred Aaron, “Lip, make us gods. .. " (32: 1) they gave up their golden ormaments. from which he fash-
ioned a molren calf and buile an altar before it “and they rose up early on che moreow and offered burne offer-
ings...and the people sat down o eat and o drink and rose up o play .. " (322 6); and God was angry; so
was Moses; the tablets were broken, the calf finally descroved. Already in | Corsnchians 10047, chis even
served as the basis for the admanition: "Neither be ye idolators, as were some of them, as it is written. The
people sar down to ear and o drink, and rose up to play.” A crucial sixecenth-century repeesentarion of the
subijecr, is, of course, Lucas van Leyden's Dance rand the Golden Calf (Amsterdam, Rijksmuseum, nr. A3841),
painced ac just che time {ca. 1325) when the celation berween image worship (especially Carholic image wor-
ship) and idolatry was being spelled vut in no ancerrain ceems. For more implicit irony of & painting repre-
seoting this particular subject, see L. Silver, "The Sin of Mosrs: Comments on the Early Reformacion in a Late

Painting by Lucas van Levden,” Ass Sallerin 52 (197 3): 400; bur see especially P. Parshall, “Some Visual
Paradixes in Northern Renaissance Are,” Warcana Herrens @ {19740 99-101,

68, Clapp, Ar Censorrhip, gives a listing up to 1972 char is by no means complere bur i probably fuller
than elsewhere available. Most of Clapp's citations, however, have 1o do with works descroved or mueilered as
a resule of objections to their putative inmorality, their expensiveness ar because of the increasingly drequent
allegation that modern wark was not “arc” ae all, For che period after 1972, see, futer afia, Gamboni, Un foos-
clasmie niadlerme, 114-17,

69 Compare the case of che chisel arrack on Raphael's Ep-',lsrn":'zfra m the Brera in Milan in 1938, where
che assailane lefr 2 sign reading “Long live the Ttalian Revalution” (cited by Heldd, "Alveearion and Murilarion
af Arr.” 40 Ir has become a commaon journalistic practice to suevey instances like this whenever o well-known
work in a major museum is attacked. Thus, for a useful overview of most of chese examples, see che repore in
The Garardran (4 April 1978) on the day after the arrack on Poussin's Gofden Calf discussed above. For these
and further examples frem 1956 on, see Held; Geerds "Kunstvandalismus,” 132-33; Gamboen, Us soonsclae
aroferse, 19-21 and 114-17; and D. Kinnane, "Kunstvandalismus,” Arsie 2R (1976): 25-27.

70, All the accacks were by one Jans-Joachim Bohlmann, and weee widely reporred in che German news-
papers. Bohlmann's acid-throwing activities began with Klee's Gaddfzoh in the Hamburg Kunsthalle on 29
March 1977, and conrinued chrough the Kassel accacks on 7 Ocrobee 1977, He remained unapprehended
until his confession on 8 October 1977, His enial took place in Hamburg from 16 January 1979 o | February

1979, There it emerged that his wife had died after a fall while he had already had a long history of severs
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meneal illness, he felr be had been “cheated and disappointed by life,” wished to become famaus, erc. The lase
straw was his wife's death, Ar bis trial he expressed regree ar his actions, and declared thar he would nec do
such things again (press cutrings provided by the Deursche Presseagentur; ref. bsd 231 311705 January
1979, 263 vm),

71. The painting was knifed by @ painter, on the grounds of his resentment at the cerminarion of a ciry
subsidy to paincers; while, for apparently similar reasons, another painter attacked van Gogh's Self Partras
jur Creey Hat in the Van Gogh Museum just 2 short while lacer (Gamboni, Us foneclaime soderie, 115, with
references).

Mor dissimilar resentments may occur in the case of artists who are moved to descroy thar which they see
as not worthy of being regarcded as “art” at all. Thus on 13 March 1933, an exparriare Hungariaen artist
destroyed Reg Butler's prizewinning model for his sculprure of The Unbroww Palitical Privwer, cemporarily an
display in the Tare Gallery — ir had won a substancial prize and seemed oo simple, ton absorace and too casy
{cf, far example, The Dadly Séetch, 16 March 1953, and The New York Trimes, 16 March 19%3).

72, Toir could be added the whole range of works judged by the assailant to be unnecessarily or unfairly
expensive, of to fail to conform to personal notions of what constirures @ work of arc. For examples, see the
preceding note as well as notes 27 and 34 above.

73. Her Leven, 17 Januaey 1911.

74, De Echo, 17 January 1911,

75. As in the Philadelphia Frening Bulfetin, 15 Seprember 1975,

76. Much journalistic mileage is self-evidently to be gained simply by cinng the supposed monezary
value of the assaulted work. The value given is often entirely notional and sometimes exaggerated; bue the
inflated prices paid in auction rooms provide - for journalists and others — the only possible comparative
bases for making the kinds of estimares that cause people to gasp. One would have thought the phenomenon
to be esprcially comman in the post-war years, when the spiral of prices bas gone ever higher; bur see nore 81
below for an carly instance of this obsession. The need — a little abated these days — o assess rthe exacr finan-
cial exrent of the damage is alsn exemplified by reports on the arcack on the Rakeby Vensr cired in note S1; but
even in 1978 after the actack on Powssin's Dange roned the Golder Calf in the Narional Gallery in London, the
Daily Telegraph (20 June 1978) reparted char che court heard thar che value of the painting “was now balved”
{in s report on the crial of che assailanc).

77. Indeed, Het Leven (17 January 1901} even commented on the cost of the gallery thar had especially
been builr for the Niphtwarch. The caprion of 15 phorographs of the hall refeceed 1o “De Rembrandrzaal die
indertijd voor de som van TO.000 gulden speciaal voor de Nachtwache werd gebouwd .. .7

78. In che course of is report on the actack, The Tamer (11 March 1974} insisced owice on the purchase
price of the piceure (£ 43,0000, but also added owa further characreristic elemenes. Firse ic produced an esti-

mite of the amount by which che value of che prorure had decreased as a result of che atcack (£ 10-£ 15,000);



and then, revealingly, it made the following stacemenc: “[t was universally recognized by good judges as ane
of the masterpicces of the great Spanish artise,” aned the wideh of the circle o which it appealed was shown by
the subscriprion list, which contains names of lovers of art of every class, fram the very rich 1o persons of
extremely modest means, The lise was beaded by “An Englishman” who gave £ 10,000, then tollowed Lord
Mickelham with £ 8,000, Messes Agnew (who had been che vendors of che picoure) wich £ 3,250, the lare De
Ludwig Mond with £ 2,000, and many others who gave £ 500, £ 250, £ 100, £ 50, and so on, 1ill we come o
“A Young Srudent” wha coneribured 25,

79, Cf. The Dy Telegraph (12 April 1978) in its repore headed "Srricrer Gallery Securicy.” after the
arrack on Poussin's Danee rosond te Golder Cadf "Security armngements arc being reviewed by the National
Gallery following the slashing last week ... In keeping wich its policy, gallery officials declined o elabo-
rite on the security review .. .. One said: “Security ceases to be securicy if we talk about it In 2n arncle
headed "Tralies voor de Nachowache?” following the 1975 slashing of the Nightiwatch, the Algomeen Daghlad
iSeprember 1975) reflected: “Blijfe de vraag: zijn dit soorr daden te voorkomen? .. Dic ‘openbaar kunstbeeis
zal aleijd een zeker risico met gich meebrengen.” On the other hand, Geerds, “Kunsevandalismus, " 140-44,
emphasized the value of security arrangements — a variery of which he reviewed and analyzed < even if only as
a means of discovering and dececring (if not accually deterring) the assailants of works of art, but even he fele
ohliged to express seservacions (1420,

82, CF The Times account {11 March 1914}, of the movements of Mary Richardson’s hand, in a report
whose second sentence ran as follows: “She murilared the picoure wirh a small chopper with a long narrow
blade, similar to the instruments used by burchers. ...~ A similar obsession with the instrument vsed o
arrack a paincing was shown by a large number of reports on che arrack on che Nigherareh in 1975, the press
seemed to be particularly concerned — diverred, amused? — by che face chat the assailanc bad used a knife
stolen feom a restaurant where be had dined carlier in the day, of, De Telegroaf, 13 September 1973,

81. Her Leven, 17 January 1911 75,

H2. Readers Digest, 3 April 1977 “Lacerated by a madman’s knife, the masterpiece has come gleriously
back ro life under che rescorer’s touch,” ran che subheading of the arcicle by Francis Leary, “How They Saved
Rembrande's Nightwatch.” les second pamagraph began thus: “Nightwarch! Rembrundt's mascerpiece .. one of
the most famous in the woeld! Hijmans was stunned. He burried o the Nightawtoh Gallery and stared in hor-
ror at the immense painting. Long scrips of canvas hung limply from several deep gashes. There were 13 knafe
cuats, The rwa central figurcs had slashes two feet long which one rrsangular piece of canvas 12 by 2 1/2
inches was complecely severed ... 7

83, Nartonal Gallery, Press Notie, & April 19782 “Five pieces of canvas were cut and ripped from the
steercher, leaving very lictle of the 5 ¢ 7 foot picrure in the frame.” There is, of course, some justificarion for
providing the press with precise details of the damage to a major work of art, but notes 81-82 above make it

very clear how prorient inrerest in such derails may turn out 1o be, Indeed, even in apparently seraightfor-
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ward reviews of iconoclastic activity, this kind of interest belies an element of real Schadbnfrende. When Janer
Warrs surveyed the “chain of outrages” which preceded rhe arrack on the Poussin, her article was headed
“Knives, Acid, Ink: The Weapons of Art Vandals™; and after assessing the financial extent of the damage
caused by the Morth German acid-thrower in 1977, returned to the case of Michelangelo's Pretd: in #1972
Laszlo hid a hamemer under his mac, climbed over an aloae il in 3¢ Peters, and starced o smash che face of
Michelangela's Fiend, knocking off the nose, damaging the left evelid, chipping the veil. Then he knocked of[
some af the fingers of the left hand and finally severed the lefr arm,” T Guardian, 4 April 1978, Cf. Geerds,
"Kunstvandalismus,” section 2 ("Praktiken der Taraesfubrung™), divided inro 1, “Mechanische Prakeiken”
and 2. “Physikalischchemische Prakeiken,” with several specific instances, 134-30,

B4, Asin the charming accounc of the four girls from Worcester who saw the acrack on Poussin's Diame
raund the Gofden Calf, and were rewarded by being raken 1o see the final stuges of its restoration. ™It should be
quite an experience because we thought it would be impossible o repaie the painting after the attack’, said
Jucgueline Laurence, aged 17, They were accompanied by the arr reachers who took them on che original
visit. "There was so much small derail on che painting char the restarers were dubious whether they could
ever tepair it said Mr. Jellyman, "Alchough it will never be the same sgain, they must have worked miracles’,”
Warester Evening Newes, 1 December 1978, Popular awe of the renewing capabilities of restorers is exempli-
tied, mildly, by headlines Like “The dedicarion of the invisible menders who will restore the Gaolden Call to
ies righeful place” (Datly Madd, 12 April 1978, over a photo of che Chief Restorer of the Narional Gallery
standing beside the damaged picture).

85, TFor an exemplary general presentation of the process of restoration in 1975, cogecher with a selection
of photographs of work involved, see W1, Hijmans, L. Kuiper and A. Vels Heijn, Rembrandt's Nightuasch
iAlphen zan den Rijn, 1978), 97-121. The official published report is L Kuiper and W, Hesterman,
“Resraurarieverslig van Rembrandes Nachowache,” Badfetin vaw ber Rigbrmnrennr 24 {(1976): 14-51, The same
number of che Bullain contuins further relevant repores and articles on the damage, technical examinarion
and repair by PJJ. van Thiel; G. van de Voorde; E. van de Werering; C.M. Groen, and JLA. Mosk; and C.].
de Bruyn Kops, "De Zeven werken san Barmbartigherd van de Meester van Alkmaar gerestaureerd.” Bullerin san
her Rigksamsseans 23 (19750 pare 4, 20326 (all articles translated inco English).

86, The classic case, is, of course, thar of Herostratus (Eratoscraeos). Valerius Maximus, 8.14.3, Aulus
Gellius, 2.6.18, Aelian, 6,40, Scrabo, 14.1.22 (64, Cicera, De matura deorane, 2,69 and De divinatione. 1,47
and several orher writers all record how he burned down rthe Temple of Diana uc Ephesus, specifically in order
to cosure thar poscerity would not forget his name. Although the Commen Council of Asia decreed thar no
coe should ever mencion thae name, ie was handed down by Theapom pos,

But sec too Geerds” final remark after emphasizing che importance of devoring attention to the whole
subject and of taking reasonably firm security measures, “Kunstvandalismus,” 144,

H7. Cf che judicious comment in Duke and Kollf, “The Time of Troubles,” 322, char “[T1he term



peeldensiorm usually conjurcs up a scene of indiscriminace destruction with wreckers and looters ranning amok
in the churches. In face, such outbreaks were comparitively race in the norchern pare of the Necherlands, but
because the image-breaking in Antwerp had taken this foem, with Europe looking vn, the exceprion was
cakeen foe the rule. In Holland, the distucbances in Amsteedam, Delfr, Leiden and Denr Briel conform most
closely to this pateern.. .7

B8, Cf note 17 above,

89, LM.P.A, Wils, "Beeldenstarm in Heenvlier,” Haarlewsche 34 (1937), 464, cited in the Papiers ae
PEtar et de ' Anclience (Brussels: Archives du Royaume, n.d.), nr. 322, also containing further derails of the
descruction by this Huych de Smic and his accomplices,

o0, Even though — as we have seen (of. note 17 shove) — iconoclasm is often planned, crganized and
supervised, this loosening of social and psychological restraint is precisely what many of the commenrarors
insist upon bringing to the fore, Thus, nat surprisingly, van Mander in Her schidcer-boeck, frequently refers to
the “rasende,” “onverstandighe,” “uytsinnighe,” “ontsinnighe,” “woest” and “blind” behaviour of the icono-
clases (eg. fols. 2100, 213y, 224w, 230v, 244, 244v, 254 and 234v), while J.L. Matley, The Rise of the Dutch
Repablic (Londan, 1904), 473-475, brilliantly using many of the elemencs of the sixceench-century descrip-
tions he knew, provides a kind of swnisen gathersae of contemporary aceitudes: "The statues, images, picrures
and arnaments, as they lay upon the ground, were broken with sledge-hammers, hewn with axes, crampled,
torn and beaten into shreds . ... Nothing cscaped their omnivorous rage . ... The noblest and richest emple
of the Netherlands was 2 wreek .. .. " A contemporary account of the Ancwerp iconoclasm gives a list of che
most noteble works destroyed in the Carhedral, and concludes: "want haer verwoetheyt en namp gheen
respect nerghens aen,” G.V, van Lonn and F.G. Ullens, Asswerpich chronyke sedert den fare 1500 sor bet faar
1574 (Leiden, 1743), 88,

T'he evidence for the “sbdication of self-conerol” (aside from che kind of isolated individual acr analyzed
in this essay) is abundant in the Southern Necherlands, bur less so in the Norch, MNevertheless in many plages
_as in the case of Heenvliet cited in nore 89 shove — the marrer docs seem to have gor out of hund, and led o
mare or less promiscuous image-breaking while despite the many effores in Groningen and “de Ommelanden”
tw control che scripping of the churches and to save works of arc, there remains plency of evident to sugges
that many individuals got carried away by their enchusiastic destructiveness (Kleijntjens, “Beeldenstorm in
Groningen en in ‘de Ommelanden’,” 171-2 16,

91. Naples, Musea Nazionale di Capodimante, Pinacoteca, nr. 38; oil on panel, 237 % 238 cm.

92, Padua, Eremicani, Oveari Chapel; deseroyed in 1944; lefr wall, lower tow, righe. For a good repro-
duction of this detail, see G. Fiocco and T. Pigmacei, The Frerves of Mantegwa iu the Evemitani Chirch, Padua
(Oxford, 1978}, ph. xv. For ocher instances of damage to the faces of “figures represencing villainous or
Jderestable characters,” see Held " Alreration and Mucilacion of Waorks of Are,” 7.

03, Amsterdam, Rijksmuseum, nr. A 281%; each panel 101 x 34/3%.5 cm.
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4. De Bruyn Kops, “De Zeven Werken saw Barmbarigheid,” 214: "Merkwaardig is dat alles niet in her
widle weg gebeurde, maar kennelijk nogal doelgeriche™; of. the English sumemary on p. 250: “Nor had all this
been done ar randem, che intention clearly being o concentrate on the figures, faces, cyes, or even arreibutes
of the persons performing rhe works ol mercy.”

03, Aurributed to Dirck Jacobsz., Toledo Museum of Art, nr. 60.7; panel, 62 x 49,3 cm.

94, As appears from the phatographs of the painting in its scripped scace, which were made by William
Subr in 1939, immediately before he undertook restoration and repairs. The phoos show severe X-shaped
cucs on the eyes and mouths. | am gracetul w Dr, |.P, Filedt Kok for drawing my accention o this aspect of
the painting's histary. With this examnple of che murilation of the eyes in a poreraic char seems extmordinar-
ily anel powertully present, one may align that of the vastly more compelling and arrcsting self-porcraic by
Dueer of 1500 in Munich, Alre Pinakorhek, ne. 537, which has also been subject to varinus actempts ar scor-
ing our the eves,

97. Disseldorf, Kunstakademie; an loan from the Bentinck-Thyssen collecrion, For a remarkable series
of photagraphs revealing the stages in che removal of acid and the subsequent restorarion — as well as an
aceount of the procedures involved — see UL Perer, “Zur Restaurierung des Rubensgemildes “Ercherzog
Albreche von Osterceich’,” Malrechnib-Rettanra 84 (1978): 178-81. No one would fil to recoil wich horeor at
the ebliceration of the eyes and che consequent deprivation of the felr life of the image.

98, Perhaps che most revealing of che loef efassici is che story from the Life of Se. John the Faster, Pacriarch
of Consrantinople (. 595), by his disciple Photinus, who tells of the way in which an image of the Virgin cured
a severe case of demoniacal possession. The story ends wich the absolucely elling scarement that cure was
wroughe by the image which was “ho topas, ho cupos de mallon 185 parchenou, mEeros™ { J.1. Mansi, Sacorum
conciligram wova of amplisiima colfecrio, col, B30} = “a last minuce wichdrawal from che abyss of sheer animism,”
as the mose distinguished modern commenracor on these marters purs it (Kitzinger, “The Cule of Image
before Tconoclasm, 147). Cf. also R. Trexler for several striking Florentine inscances of the location of the
Virgin ar Saint in the particular image, of che operativencss of the image as Virgin or Saint, not of the image
as image of Virgin or Saing, in “Florentine Religious Experience: The Sacred Image,” Studier in the Remaissance
19 [1972]: 10-40), Freedberg “The Hidden God,” 139-40, has a further analysis of this phenomenon,

9. This, of course, lies at the roac of all iconoclastic acts and mavements where representations of rulers o
those in one form of authoricy or anocher are destroyed. But even in such cases — often and crroneously termed
“symbolic” - this is only part of the story.In the Revolt of the Necherlands, in the English, French and Russian
Revolutions — oo take only the best-known examples = images of the deposed authoricy (ar che authoricy thac
has oo be deposed) are assailed wich great vigour; bur the explanation in cerms of an arcack on the autharicy
irself is, as we have secn, only a superficial one. This essay has areempred to raise the deeper issue of why it is
fele char by damaging images one somehow damages the authoricy they either denote or connore.

For striking instances of the way in which damage tv an image may be felt or seen to affect the powers of



the authority itself, see the excellent study of iconoclasm in Miinszer in 1534-1535 by Warnke,
“Durchbrachens Geschichre? Die Bilderscitrme der Wiederriufer in Milnster 1334-1533,7 in Warnke,
B4-500 and 91948, wheee ac 15 old how appropriate punishment was visiced upon the images themselves,
as if they were real badies, by mutilating organs and limbs - in the manner of current judicial procedurss,

L0, "Ich musste zersciiren, was andere verehroen,” said Hans [oachim Bohlmann when finally caken
inta custody, Words exactly like these, or to this effect, were reporeed by several German Newspapers of
L0 Oceober 1977 {eg. in the cemprehensive repore in [de Welr, 10 Ocrober 1977} But see the comment
by Geerds, “Kunsevandalismus,” 139, note 25, on chis same sssailant, See alse notes 32, 36,

10, Admirredly G. Scaviezd, 3, docs artempr o shift responsibilicy for che equarion (L' Idalacna, o per
parkare in termind commnnd, 1a fede nelle qualics magiche dell’oggeroo ... " my izalics), bur no real alternarive
of “idelatry” is offered in the general scatement of the programme of his book.

102, Alrhough there is rauch in Marcel Mauss™ general theory of magic that appears to me to be uneen-
able or in need of revision, the following of his cavears scem o be appropriate in the present conrext: “Thess
values (i.c. magical ones) do not depend on che incrinsic qualities of & ching or person, bue on the starus or
rank accribured o chem by public opinion or ics prejudices. They are social facrs, not experimental faces, .,
Magical “judgments’ are nor analyrical judgments ... We have no wish to deny char magic {wat an onrologi-
cal encity inn Manssian terms] does not demand analysis or cesting. We are only saying thar ic is poorly analye-
ical, poorly cxperimental and almost enticely @ prioes, L i A Gemerad Theory of Mapre, trans. B, Brain
(London, 1972, 120, 122, and 123, ecc. It 15 regrercable thar claims abour magical “peoperties” do not usu-
ally begin wich the rigorous cheorecical framewark offered by Mauss, especially his insistence on the @ priory
narure of magical judgments and on the face thae they are by no means individual — or inherent in che objecrs
themselves — but are racher sucial and collective in origin. This aspect of his theory should lie ar che founda-
tioms of any amlysis of individuals = like the iconoclusts discussed here — who infringe socially acceptable

nerms while ar che same rime acting upon colleccive assumprions abour thar which rhey chrearen o descroy,
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