Preface to the French Edition (1998)

Thegeness of thisbookliesin my earlier work oniconodasm and censorship.
When, in 1969, | began writingmy Oxford dodora dissertation on lconodasm and
Painting in the Revolt of the Netherlands it was till possible to ask why, with the
exception of Byzantinists, art historianshad pad o little attention to a subject which
seemed to me to stand at the center of thar field. Theonly general work oniconodasm
was thelittle-known and rather summary book pulished by Juliusvon VZghin Strasburg
in 1915. Censorship of the arts had received only sporadic attention. Since then, of
coursg, thesituaion has changed condgderably, and the subject of iconodasm and
violence towardsimages has come to occupy something of a central postionin thework
of anthropologically and psychologically indined art historians

Throughoutthe970sl continued to publish on both andent and moden
iconodasm, sometimes seeking more general strucures of violence towardsimages. By
the980sthe subject had ganed respectability. The collection of essays edited by Martin
Warnke published in Munich in 1973, Horst Bredekamp'sinexplicably neglected Kung
als Mediumsozaler Konflikte: BilderkSnpfe von der SpSantike bis zur
Hussitenrevolution of 1975 and Dario Gamboni's short bookof 1983on contempaorary
iconodasm represent key stagesin this development.  During this same period | became
ever more concerned with other forms of powerful responges to images tha had been
neglected by art historians-- if not by anthropologists, folklorists, and historians of

populr movements. | thusbegan to devote my attention to the more dramatic kindsof

1. Iconoclasm and Painting in the Revolt of the Netherlands, 1566-1609, Oxford University D.Phil
thesis, 1979; reprinted New York: Garland, 1988.



devotiond andreligiousrespongs to images, aswell asto sexud ones. Increasingly |
realized that postive and negdive responss to images were often two sides of the same
coin, and that it was precisely this diaectic of response that merited much closer attention
than it had hitherto received. Hence the project that culminaed in The Power of Images
of 1989.

No ong least of dl I, could have predicted jus how timely two of the mog centra
themesin my work would soonbecome. From the end of 1989, all over Eastern Europe
theimages of theold communist regime began to come down. Theresult was oneof the
mog intense and widespread iconodastic movements that Europehad seen since the
French Revolution. IntheUnited States, the 1989removad of Richard Serras Tilted Arc
and the Cinanndi trial involving the phobgraphsof Robat Mapplethorpe provoked a
hugepublic debae aboutcensorship of thearts. The censorship crisisin the United
States lasted for a goodtwo more years, and has still notentirely abaed, produagng an
unprecedented volume of literature on the subject.

Wha was atrickle of literature in the|970sdealing with thetopics | discussin
The Power of Images grew more subgantial towardsthe end of thel980sand has since
become aflood. Coinddentally enough,Paul Zanker published his Augususund die
Macht der Bilder at theend of thedecade as well,?amajor work dealing with the sodal
context and status of imagesin Augugan Rome. Of course (asis clear fromthe notes
and bibliography of the present book), medievalists had always been concerned with
respongs to devotiond images; butthework of scholars such as Michael Camille,

Jeffrey Hamburger, and Jean Wirth, all appearing very shortly after the publication of the

2 Paul Zanker, Augustus und die Macht der Bilder, Munich: C.H. Beck, ca. 1988.



Power of Images, has rejuvenated this particular field.> Work on pilgrimage and
pilgrimageimages, as well as on phenomenasuch as votive imagery and hdy icons
continued unabated. More than mog other art historians Victor Stoichita has made
Issues in thetheology of images directly relevant to the sixteenth and seventeenth century
works hediscussed, whether in theNetherlandsor in Span.*  While Byzantinists had
long continued to study theiconodastic movements of the eighth and ninth centuries,
suddenly a number of important case studies of later iconodastic movements appeared,
notably the booksand articles by Margaret Aston on England, Olivier Christin on France,
and Sergiusz Michdski on Eastern Europeand the Reformationin general.> Micha ski
and Bob Scribne each edited collectionsof essays on the same topic of historical
iconodasm.®  In Germany Moritz Pickshaus attempted to make a broad survey of
violence towardsimagesin his bookof 1988 while in 1997, Dario Gamboni published

themog thoroughgong andyses yet of iconodasm and vanddism since the French

? Michel Camille, The Gothic Idol: Ideology and Image-Making in Medieval Art, Cambridge:
Cambridge University Press, 1989; and Jeffrey Hamburger, The Rothschild Canticles: Art and
Mysticism in Flanders and the Rhineland circa 1300, New Haven, Yale University Press, ca. 1990;
and Jean Wirth, L’image mediévale: naissance et développements, Paris: Méridiens Klincksieck, 1989.
and the collection of essays he helped edit entitled L’image et la production du sacré. Actes du
colloque de Strasbourg, 20-21 janvier 1988, Paris: Méridiens Klincksieck, 1991.

* Victor Stoichita, L’instauration du tableau: métapeinture a I’aube des temps modernes, Paris:
Meéridiens Klincksieck, 1993; and Visionary Experience in the Golden Age of Spanish Art, London,
Reaktion Books: 1995.

> Margaret Aston, England’s Iconoclasts. I. Laws Against Images, Oxford: Oxford University Press,
1988, and The King’s Bedpost; Reformation and Iconography in a Tudor Group Portrait, Cambridge:
Cambridge University Press, 1993; Olivier Christin, Une révolution symbolique. L’ iconoclasme
hugenot et la réconstruction catholique, Paris, 1991; and Sergiusz Michalski, The Reformation and the
Visual Arts: The Protestant Image Question in Western and Eastern Europe, London and New York:
Routledge, 1993.

6 Sergiusz Michalski, ed., Les iconoclasmes. L’art et les révolutions. XXVIle congrés intenationale
d’histoire de I’art, Strasbourg, 1989, IV, Strasbourg, 1992; Bob Scribner, ed., Bilder und Bildersturm
im Spdtmittelalter und in der frithen Neuzeit (Wolfenbiitteler Forschungen, 46), Wiesbaden, 1990.



Revolution.” In France, anumber of works have recently appeared dealing with issues |
raise in ThePower of Images, natably those by Alain Besancon, Pierre-Antoine Fabre,
and Daniele Menozi,? thoughnonemake any reference to my own work of thelast
twenty-five years on the subjects they discuss.

These are only afew of the more impartant examples of the kind of recent work
tha has expanded on the subject-base of The Power of Images; but thebooktha comes
perhgpsclosest of al toitsconcernsis, of course, Hans Belting'smassive Bild und Kult:
Eine Geschichte des Bildes vor dem Zeitalter der Kung of 1990° Beltingand | met each
other at theaboutthetime we were conduding our respective manugripts, and have
remained in friendly discussion over theissuesit raisesever since.  Themajor difference
in our approachesto very similar problemsis tha while his bookadheesto a strict
historical and chronological framework, my own gpproach, while attentive to particular
histories, is more comparative and anthropological. Nor do| share Belting'ssense of the
rupture between wha hecallsthe erabefore art, and theera of art tha followed onthe

Reformation. In short, where heisindined to see difference and rupture between

" Peter Moritz Pickshaus, Kunstzerstorer. Fallstudien: Tatmotive und Psychogrammen, Reinbek bei
Hamburg, 1988; and Dario Gamboni, The Destruction of Art. Iconoclasm and Vandalism since the
French Revolution, London: Reaktion Books, 1997.

¥ Alain Besancon, L’image interdite. Une histoire intellectuelle de I’iconoclasme, Paris: Fayard, 1994;
Pierre- Antoine Fabre, Ignace de Loyola. Le lieu de I’image. Le probléme de la composition de lieu
dans les pratiques spirituelles et artistiques jésuites de la seconde moitié du XVle siécle, Paris:
Editions de I’EHESS, Vrin (sér. Contextes), 1992; Daniele Menozzi, L’église et les arts visuelles,
Paris: Cerf, 1991.

° Hans Belting, Bild und Kult: Eine Geschichte des Bildes vor dem Zeitalter der Kunst, Munich: C.H.
Beck, 1990.



attitudes towardsimages in thetwo eras heidentifies, | tend, while acknowledging the
differences, to seek out continuities and similarities.™

Of al themany criticisms of The Power of Images tha followed in thewake of its
initial publication, onein particular has continued to puzle andto ingire me. Thiswas
theallegaiontha | had somehow failed to acknowledgetheinfluence of context on
respone. Asdefromthefact tha almog every piece of art historical writing | had done
prior to The Power of Images was devoted quite precisely to the pressures of context on
responges to particular images, both theintrodudionto this bookand amog every page
thereafter make it perfectly clear tha | have not the dightest doubttha context -- sodal,
psychadogical, or historical, or any combination of such factors -- pressures respon® in a
myriad of different ways. Context conditionsrespon®. Thewhole bookis predicated
aroundthis fundamental assumption. But this seems so self-evident to methat | thought
as| still do, tha wha really merited attention was the much despe and more complex
guestion of how to speak aboutthose relationsbeween images and people uponwhich
context actsin oneway or another. Theandysis of this problem seemed to me amuch
more difficult and chdlenging task than the compaatively simple study of thesodal
context of images -- "comparatively smple" because it is achievable by any student with
areasonable supply of thephilological and research skills necessary for theretrieval of
any oneof theinnunmerable items of context tha surroundel particular respongsto

Images.

' Though I do not, for one moment, consider “the image to be an ever-present reality to which
mankind has responded in ever the same way,” as Belting maintains in his foreword to the English
edition of his book, entitled Likeness and Presence. A History of the Image before the Era of Art,
Chicago: The University of Chicago Press, 1994. For a lengthier and perhaps too polemical outline of
my position vis-a-vis Belting’s position, see my “Holy Images and Other Images,” in: The Art of
Interpreting (Papers in Art History from the Pennsylvania State University), ed. Susan C. Scott,
University Park (Pennsylvania): The Pennsylvania State University Press, 1996, pp. 68-87.



Related to the contextud complaint was the allegaiontha | spokeof innae
respongs tha were somehow independent of context. But "innde respong” was nota
term | used in thebook,even once. So why these dlegaions? | can only suppo® tha
they arosxe as aresult of thefear of precisaly the kindsof appaently immediate emotiond
and behavioural responses discussed in these pages and which often seem uncontrolled
by thelimits of our culture and learning -- and which we prefer notto acknowledge
Nor, for tha matter, did | ever refer to theidea of wha onereviewer called "unmediated
cognitive respongs’. Wha | was suggesting (in arelatively undestated way, | think),
was tha we, as historiansand anthropologists, ought to beable to devise away of
speaking aboutthe cognitive paternstha undelie paticular responses and tha are
subject to the pressures of context. | was not suggesting that there were no differences
between theways in which different cultures respondto images, but tha we should be
capable, in prindple at least, of plumbing beneath the surface of response to extract some
of thefundamental cognitive patternsthat arise from the exchangebeween figured form
andindividud beholders.

The Power of Images, then, represents only thefirst part of astill more ambitious
project. Init | only consdered themore dramatic and visceral symptoms -- behavioura
and emotiond -- of the exchangebetween images and thar beholde's. | coneentrated on
the symptoms of respons rather than onthe andysis of therelationship between how
thingslook and how people respond. This latter task would entail much more complex
theoretical work invaving philosophical examination of theimplicationsof cogntive
psychology and of recent developments -- such astheidea of natural kinds -- in

cognitive philosophy. In other words where The Power of Imagesis avowedly



anthropological in its approach, its sequd will have to be explicitly neurophiosophical.
This sequd would hopeto offer acritical and theoretical basis for the possibility of
establishing correlationsbeween how thingslook and how people respond. Such a
bookshould, in prindple, beable to suggest some of theterms for atheoretical
discussion of the mental structures and rules of such correlations even in theuntidy
domeinsof emotion and behaviour.

Ten years or so have elapsed since | origindly submitted the manuscript of The

Power of Images. Inthecourse of tha time | have naurally had the oppotunity to

congder thewaysin which I might have presented matters differently. Amongd the
many secondthoughs | have inevitably had, three may be of interest to the present
reader.

In thefirst place, | would now beindined to be more andytical aboutmy notion
of repression, andrecast it in more strictly Freudian terms. My indination would beto
pursuethetendon between repression and culture more explicitly and andytically, since
thetwo seem so clearly at oddsin the case of images, paticularly in the case of high and
canonical images within particular cultures. As| repeatedly declare, we are freer in
acknowledging our responses to non-canonical images. | would also try to sketch more
fully theimportance of Freudian notionsof fetishism, and examinethe consequences of
thefrudrationtha may arise from thefact tha theimageis always a subditute of one
kind or anothe for aredlity tha can often not bedirectly confronted.

In the second place | would perhgps have spdt out more explicitly thewaysin

which The Power of Images runsagang traditiond Kantian views of art, such asthe

detachment of thefaculty of desire from feelingsof pleasure, and Kant's suffocatingly



negative view of our interest in works of art, in other words theinterest the spectator has
in thereal existence of the olject of representation over and abovetherepresentation
itself. Inpractice, as| make clear throughout | think tha the cognitive distinction
between sign and signifier collapses very much more frequently thamod art historians
allow.

Findly, | would bedightly less critical of the practice of formalist criticism and
dightly more optimistic aboutits potential -- at least in princdple and in certain domains
Certainly in thesequd to The Power of Images | am planning, which will deal with the
neurophilosophical aspects of therelationsbetween images and looking, | would hopeto
reclaim some of thevirtues of formalism. It should, however, be pointed out tha my
argument in the present book was not agang formalism tout court, but rather agang
those innunmerable cases where formalist andysis proceeds at the expense of theandysis
of the effects and powers of images.

| do, of course, have secondthoughs aboutother less cruda matters. 1 would
revise my notion of the Benjaminian view of aura, for example, recasting it in more
overtly sodologica terms and setting it agang my own, rather differnt view of the
persistence of aura. | would also -- to avoid misundestanding of my overal aim -- be
indined to spdl outthe difference between the paticular conaept of respon in this book
and thekindsof reader-respong theory so findy developed by writers such as Hans
Robeat Jauss and Wolfgang I ser, anongs many others.

Other, more specific issues and ideas in The Power of Images| have developed in
thebook| wrote with Joseph Kosuth entitled ThePlay of the Unmentionablke (New Y ork:

TheNew Press, 1992 andin articles such as "Censorship Revisited" (Res, 21,1992, pp. 5-



11), "Imitation and its Discontents’, in KYnslerischer Ausausch/Artistic Exchange
Akten des XVI11. Internationalen Kongresses fYr Kundgeschichte, Berlin, 1992 ed. Thos
W. Gaehtgens Berlin, 1993, pp. 483-491; and"The Failure of Colour’, in Sghtand
Ingght Essayson Art andCulture in honourof E.H. Gombrich, ed. John Onians
London:Phadon 1994 pp. 245262. For arebuttal of some of the more misguided
views of my critics, see my respong to JohnNash'sreview of the English edition of The
Power of Images (in Art History, 13, 199Q pp. 566:570)in Art History, 15,1992,pp. 275
278. Butl am glad tha French readers will nowfindly have the oppatunity to judge

the merits of the case for themsalves.



