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Utopian hopes

In the autumn of 1636, the Haarlem artist Pieter Saenredam spent several days docu-
menting the interior of the Domkerk, the main church of the Dutch city of Utrecht.!
One of the resultant drawings gives a sweeping view down the nave toward the choir
(Fig. 1). At first glance, this image conveys the impression of a vast and largely empty
space, bereft of human activities, Yet it also draws the viewer in.The central perspective
channels the gaze down the nave, encouraging an examination of the painstakingly
rendered details of this gothic interior en route. In this way, the meticulous depiction
of the church’s furnishings works against the initial impression of barrenness. As is so of-
ten the case in Saenredam’s architectural paintings, a seemingly empty space reveals it-
self to be replete with meanings, and a close consideration of visual details offers up a
wealth of information about the history of the church.

In fact, art historians have approached this drawing as important documentary evi-
dence, which provides reliable facts about the seventeenth-century Calvinist arrange-
ment of this space as well as its former Roman Catholic layout.” Here we see the
church as it was arranged for Reformed worship. The choir — the former site of the
high altar — is blocked by a choir screen, and the pulpit is centred in front of it. Mark-
ing off this liturgical heart of the Calvinist worship service is the rail of the baptismal
enclosure, and this area is surrounded by benches designated for the church council and
other prominent members of the congregation.® These furnishings reveal that this is

* The rescarch for this paper was funded by a grant from the Social Sciences and Humanities Research
Council of Canada, and enabled by a research leave granted by Luther College, the University of Regina.
I Saenredam did three drawings of the interior of the Domkerk during this tme. Liesbeth M. Helmus
(ed.), Picter Sacnredam, The Utrecht Work. Paintings and Drawings by the 17th-century Master of Perspective, exh. cat.
Utrecht 2000, p. 232-240. The collection of Constantijn Huygens” daughter contained an extremely large
Saenredam painting of the interior of the Domkerk, possibly based upon one of these drawings. This paint-
ing has since been lost. Gary Schwartz and Marten Jan Bok, Piefer Saenredam. The Painter and His Time, Lon-
don 1990, p. 152.

2 Sacnredam’s drawings of the Domkerk have been interpreted as important historical documents, which
offer information about a space that was destroyed in 1674. See Arie de Groot, ‘The Internal Arrangements
in the Utrecht Cathedral Before and After the Reformation’, in: Elisabeth de Biévre (ed.), Utrecht: Britain
and the Continent: Archaeology, Art and Architecture, Leeds 1996, p. 253-201; Arie de Groot,'Beelden in de Dom
van Utrecht in de zestiende eeuw’, in: Nederlands Kunsthistorisch_Jaarboek 45 (1994), p. 38-97.

3 Helmus, Pieter Saenredant, The Utrecht Work, p. 234. On the furnishings of Protestant church interiors, see
C. A. van Swigchem et al., Een Huis voor het Woord, Het Protestantse Kerkinterieur in Nederland fot 1900, ’s-
Gravenhage 1984.
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Fig. 1. Pieter Saenredam, The
Nave and Choir of the Dom in
Utrecht, seen to the east. 3 Sep-
tember 1636 (Het Ultrechts
Archief).

clearly a Calvinist space of worship, focused on the preaching of the Word of God.

Saenredam has dated this drawing precisely to the 3% of September, 1636. At this time,
the church had been Calvinist for a relatively short period of fifty-six years. Although
the interior had been converted for Reformed worship, details of the drawing also
point to the former Roman Catholic functions of this space. These include the gold
tapestry paintings and some of the escutcheons on the columns, as well as the choir
stalls and stained glass windows in the far background. Such fragmentary visual vestiges
of the religious past have potentially nostalgic functions, working to call up the pre-
vious splendour of the rather austere interior that Saenredam records.* For prior to the
Reformation, the Domkerk had been the cathedral of the powerful bishopric, and later
the archbishopric, of Utrecht. This site had stood — literally and symbolically — at the
very centre of Roman Catholic dominance in this region, for its vast territories had
once included most of the Northern Netherlands.’

4 The Dom was actually one of the most austere of the Republics Calvinist churches. As de Groot has
shown, the canons who governed the church often refused to pay for expensive furnishings and decorations.
“The Internal Arrangements’, p. 257.

5 Helmus, Pieter Sacnredam, The Utrecht Work, p. 232. The cathedral became the seat of the archbishop in
1559. A. van Hulzen, Utrechtse Kerken en Kerkgebouwen, Baarn 1985, p. 43.
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The loss of the cathedral to the Calvinists in 1580 was thus a devastating event. Fol-
lowing iconoclast riots of that year, the cathedral chapter was forced to oversee the
cleansing of the church, and they hired twenty labourers who worked steadily for sev-
eral days and nights, removing statues, altars, and religious imagery.® In spite of these ef-
forts, however, the complete eradication of the building’s past was never entirely suc-
cessful. As Henrl Lefebvre reminds us, ‘In space, what came earlier continues to
underpin what follows’.” Saenredam’s drawing attests to this, indicating how remnants
of the church’s history remained visible in the architecture. Moreover, as will become
evident throughout this paper, the history of Dom also continued to linger in collec-
tive memory, surfacing as a point of conflict in times of crisis.

It has been suggested that Saenredam was commissioned to come to Utrecht in 1636
specifically to create visual records of some of the city’s important medieval churches
for a small group of Roman Catholic patrons.® The inclusion of fragments of the
Catholic past of the Dom consequently might have been part of a larger antiquarian ef-
fort — an attempt to restore memories of the place by salvaging the remains of the
building’s history for clients who had something at stake in it. If this was the case, then
Saenredam’s drawing can be seen as a multi-temporal image of space, which points to
the historically changing functions of the church. Although this is a highly realistic and
probably quite accurate rendering, it must be understood as a representation, which not
only documents the interior of the Dom, but also draws attention to specific aspects of
it. Most notably, the drawing does not offer up one static meaning for the building;
rather, it indicates past struggles over the definition and control of the church, and the
various appropriations of the space by different groups with conflicting ideals. More-
over, if the drawing was done with a Roman Catholic patron in mind, it might have
resonated with widespread utopian hopes for the restoration of this place to its former
power.? By drawing upon memories of the past, this image therefore had the potential
to open up a consideration of possible futures that were radically different from the sit-
uation on Wednesday September 3, 1636.

Such utopian hopes seem to evade the actual relations of power that pervaded with-
in the Dom, the city of Utrecht, and indeed the entire Dutch Republic in 1636. This
was a time when the history of Roman Catholicism must have appeared increasingly
remote in the face of the dominance of Calvinism — not just in the churches — but also
in social and political life. Although they were compelled to worship in secret and offi-
cially banned from holding public offices, however, the Republic’s Roman Catholics
managed to persist in the everyday practices of their faith, and found ways to create a

6 De Groot,‘The Internal Arrangements’, p. 255-256.

7 Henri Lefebvre, The Production of Space, trans. D. Nicholson-Smith, Oxford 1901, p. 229.

8 For details about this trip and Saenredam’s possible patrons, see Schwartz and Bok, Pieter Saenredam, p.
131-168.

o Connections between the utopian hopes of the Roman Catholics and Saenredam’s images of the
Utrecht churches are made by Schwartz and Bok, Pieter Saenredam, p. 131-168. See also Willem Frijhoff,
‘Catholic Expectation for the Future at the Time of the Dutch Republic. Structure and Base Lines to In-
terpretation’, in: Embodied Belief Ten Essays on Religious Culture in Dutch History, Hilversum 2002, p. 153-179.
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specific religious identity for themselves.” These efforts were aided by the involvement
of the international Rooman Catholic Church. Under the impetus of the Counter-R ef-
ormation, the Holland Mission was established in order to nurture the faithful, and win
back those who had left the Catholic Church. The wider goal of this movement was to
re-convert the entire Dutch Republic — a hope that implied nothing less than a revo-
lutionary overthrow of the dominant religious, peolitical, and social ordering of the so-
cial fabric." Such hopes also were cultivated by practices such as the interpretation of
miracles, prophecies, and religious visions. For instance, there were reports that in 1670,
a nun from Brussels predicted that in two years’ time, the Mass would be celebrated
openly in Utrecht again." As it turned out, this was not a false prophecy, for this is ex-
actly what did happen during the occupation of the city by the French army of Louis
XIV in the years 1672 and 1673,

There is a range of visual imagery that represents the dramatic historical changes and
shifting relations of power that were played out in Utrecht during the occupation.
These representations reveal that refigious tensions came to the fore throughout the
crisis, and this paper will analyze images that situate the Dombkerk as a key site where
this divisiveness was made manifest. As the church was taken over by various groups,
different possible histories of its place within Utrecht and the Dutch Republic came
into conflict. Representations of the ritual practices that occurred in and around the
Dom at this time expose much about what was at stake these battles, for they indicate
how remembering and forgetting, and conflict and contradiction were all active
processes within various attempts to envision a socially cohesive city during this time
of crisis.

In order to begin to explore these issues, it is useful to contrast Saenredam’s drawing
of the interior of the Domkerk with the only surviving architectural painting of this
space, Interior of the Dom in 1672, painted by Hendrik vanVliet in 1674 (Fig. 2). In its min-
gling of Reformed and Rooman Catholic imagery, Saenredam’s drawing points to a po-
tential lack of reconciliation between the church’s past and its present.Van Vliet, by con-
trast, creates a more homogenous image, and the Dom that he paints resonates with the
vision of the nun from Brussels. For here we see the cathedral restored to its former glo-
ry and power.As in Saenredam’s drawing,Van Vliet chose a view up the nave toward the
choir. While both images are centred on the same site, however, Saenredam’s orthogo-
nals lead the eye to the pulpit, whileVan Vliet’s point to the conspicuous absence of pul-
pit, choir screen, and church benches, allowing instead a view into the depth of the choir
where a high altar and large crucifix are visible. The emphasis of this image is clearly on

10 See Christine Kooi, Popish Impudence: The Perseverance of the Roman Catholic Faithful in Calvin-
ist Holland, 1572-1620", in: Sixteenth Century Journal vol. 26, no. 1 (199s), p. 75-85; Willem Frijhoft, “The
Threshold of Toleration. Interconfessional Conviviality in Holland during the Early Modern Period’, in:
Ermbedied Belief, p. 39-65.

11 Frijhoff, ‘Catholic Expectation’, p. 159.

12 This prophecy was recorded by Paul Pellisson-Fontanier in 1672: ‘Il passe pour constant, qu'une Re-
ligicuse de Bruxelles, qui est en odeur de sainteté, a prédicil y a deux ans, que la Messe se diroit publiquement
cette année dans Utrecht’ See Paul Pellisson-Fontanier, Leitres Historigues, 1729, Geneva 1971, vol. 1, p. 45.
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Fig. 2. Hendrik van Viiet, Interior of the Dom in 1672, 1674 (Collectie Centraal Museum, Utrecht).

the restored rituals of Roman Catholic worship. Several figures kneel before the two al-
tars at the front of the choir, and these can be identified as nuns, Capuchin monks, and
laypeople.” In the north aisle, a priest holding a chalice and an altar boy with an incense
censor walk from the sacristy in the direction of the left altar, ostensibly in preparation
for mass. Another priest presides over the altar at right.™ Three more altars are visible in
the ambulatory and nave of the church, and, like Saenredam,Van Vliet also has included
the gold brocade tapestry paintings and some of the escutcheons.™

At the base of the column in the left foreground the artist signed the painting to-
gether with the inscription: ‘In the year 1672 the Dom was transformed in this man-

»

ner’." The inscription indicates that, in a2 move somewhat reminiscent of Saenredam’s

13 A.J. van deVen, De Domkerk te Utrecht in 1672’, in: Maandblad van Oud-Utrecht (1968), p. 45-47.

14 Van deVen suggests that this figure may be reading a prayer of thanksgiving, which would certainly be
appropriate to the context. See Ven ‘De Domkerk’, p. 47.

15 This painting depicts six of the seven new altars that were installed in the church in 1672. Liesbeth M.
Helmus (ed.), De Verzameling van het Centraal Musewm Utrecht. 5. Schilderkunst tot 1850, 2 vols., Utrecht 1999,
vol. 2, p. 307-309.

16 ‘Int jaer 1672 // is den dom dus-// danig geweest’. Helmus, Verzameling, p. 307. The painting is dated
1674, which indicates that the artist probably came to Utrecht in 1672 in order to sketch the church, and
completed the painting two years later.
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trip to Utrecht in 1636,Van Vliet may have travelled to the city in 1672 in order to cre-
ate a lasting image of the Domkerk as it appeared at that time. Like Saenredam,VanVliet
also may have been working for a Roman Catholic patron, for this painting contains al-
most no trace of the recent Calvinist past. Instead, utopian hopes for the restoration of
this church to Roman Catholicism have seemingly been fulfilled: a space that had only
been conceived in the imagination has suddenly become a perceptible reality.

‘While the interior depicted looks realistic, however, the style in which it is painted
must have appeared somewhat anachronistic to contemporary viewers. As Walter
Liedtke has pointed out, this work is definitely ‘old-fashioned” in its stylistic approach.'?
Van Vliet, after all, was from Delft, and like many Delft painters of his day, he experi-
mented with innovative ways of creating strikingly realistic visual and spatial effects on
canvas.'® The compositional inventions of Delft architectural painters such as Van Vliet,
Gerard Houckgeest, and Emanuel De Witte included a move away from central pro-
jections down a tunnel-like nave in favour of oblique views from aisles into spaces dap-
pled with sunlight, which seem to respend more to the actual experience of viewing
the church. In this painting, by contrast, Van Vliet appears to exaggerate the height,
length, and narrowness of the church, especially in the choir area.* The result is a paint-
ing that looks outdated. It has more in common with the work of the Antwerp archi-
tectural painters of the late sixteenth century, such as the van Steenwijks and Neefs,
than it does with the innovations of Van Vliet and his contemporaries in Delft.

This is the last known painting in Van Vliet’s oeuvre, and the question of why he re-
verted to a somewhat obsolete style remains unresolved. The painting certainly con-
founds notions of stylistic progression, both within the painter’s body of work and
within the genre of architectural painting, indicating that concerns other than innova-
tion may have informed its execution. Given the specific historical context, the ap-
proach of the Antwerp painters actually is quite effective, as it successfully conveys the
painting’s content. This style was associated predominantly with Roman Catholic
church interiors, while the innovations of the Delft painters responded mainly to the
specifics of Reformed churches. AlthoughVanVliet specifies that the date is 1672, at first
glance this looks like a representation of a sixteenth-century Roman Catholic church.
Seen in this way, the painting’s outdated style actually works to call up the historical past
of the Dom. Indeed, this may have been one of the primary attractions of the image:
what the church has become 1n the present allows the viewer to look back with nos-
talgia at what it once was, and possibly also to leok forward to the continuation of this
particular vision of past and present into the future.

A certain homogeneity of time 1s thus imposed upon this space. There is very little in

17 Walter Liedtke, Architectural Painting in Delft. Gerard Fouckgeest, Hendrick van Vliet and Emanuel de Witte,
Doornspijk 1982, p. 68.

18 On stylistic innovations in Delft, see Walter Liedtke et al., Vermeer and the Delft School, exh. cat. New
York and New Haven 2001. See also the classic study by Hans Jantzen, Das Niederlindische Architekturbild,
190g. Braunschweig 197¢.

19 Licdtke, Architectural Patnting, p. 18.

20 thidem, p. 68.This is especially evident when compared to Saenredam’s depiction of the choir.
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this representation to remind viewers of the nearly one hundred years of Calvinist wor-
ship that had taken place within the building prior to the sudden reversal of 1672.Van
Vliet’s painting is therefore intriguing, for even though it represents what look to be ac-
tual events within the church, it also appears as a utopian image, removed from the con-
flictual social relations of this place and time. Calvinist claims upon the church seem to
be wilfully forgotten, excluded from this vision of the untroubled and continuous Ro-
man Catholic history of the Dom.

The long history of antagonism between Catholics and Protestants cannot really be
separated from the ideal of social and religious coherence represented here, however,
and the painting does contain some allusions to this history. The caption, for instance,
reminds the viewer that this is what the Dom became in 1672, which implies that it had
been something quite difterent prior to that date. Moreover, in his detailed analysis of
this painting, A. J. van de Ven has argued that, based on the particulars of the liturgical
vestments of the priests, the painting can possibly be dated more precisely to the 24™ of
August, 1672 — which 1s the feast day of St. Bartholomew.* While the evidence for this
is somewhat scant, it is nevertheless an interesting suggestion, for a reference to the in-
famous massacre of French Protestants in 1572 would have been particularly resonant
in light of the victories of French Roman Catholicism in 1672. Moreover, some of the
staffage figures within the church resemble French officers** — which could call up the
recent military conquest of the city, while potentially also suggesting the Catholic-
Protestant violence of the distant past.

At the same time, these French soldiers disrupt the utopic nature of the space some-
what, for they indicate that this is not a vision of the Dom restored as the autonomous
centre of Dutch Rooman Catholicism. Rather, like the city of Utrecht, the church too
is occupied by a foreign power. Betraying its own attempt to picture temporal and spa-
tial homogeneity, Van Vliets image implies that the return of the Dom to Roman
Catholicism did not signify a seamless continuity of the church’s past functions. Indeed,
in a consideration of the various groups who had conflicting interests at stake in the
church, the claims of the French Catholics should not be overlooked. As Willem Frij-
hoff has pointed out, the utopian hopes of the Dutch Roman Catholic faithful were
compromised during the French invasion, for the restoration of church buildings and
traditional religious practices certainly came at a cost.®

The World Tirned Upside Down

While these costs are not emphasized inVanVliets painting, they come across more ur-
gently in the many printed images representing the French occupation of Utrecht in
1672 and 1673. In effect, the topical nature of these events was perhaps better suited to

21 Ven,'De Dombkerk’ (n. 13), p. 46.
22 Ibidem, p. 47.
23 Frijhoft, ‘Catholic Expectation’ (n. 9}, p. 172.
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Fig 3. J van den Aveele, Den Dom gegesselt en gewnjdt in: Utrechts Veranderingen, Amsterdam: Hieronymus
Steerts, 1674 (Het Ultrechts Aschief).

the medium of print than to the genre of architectural painting. The occupation of
Utrecht and the restoration of the Rooman Catholic religion in the city were causes for
concern throughout the United Provinces, for these events possibly portended the fate
of the entire Republic if the French achieved their military goals. Circulated to a broad
audience, this printed material represents several key moments of the crisis, providing
opportunities for widespread debate about the situation in Utrecht. As we shall see, the
images often employ satirical humour, allowing anxiety about the occupation to be dif-
fused with laughter. Both the medium and the conventdions of printed imagery prompt
consideration of the notions of time and change, and of power and its reversal, as the
city was transformed and transformed again during these crisis years.

A print series entitled Utrechis Veranderingen, or The Transformations of Utrecht, etched
by J. van den Aveele and published by Hieronymus Sweerts of Amsterdam, focuses on
the remarkable events that followed the arrival of the French in Utrecht. At first glance,
the opening print of the series, The Dom scourged and sanciified (Fig. 3) is reminiscent of
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representations of the Protestant iconoclast riots of the sixteenth century. Upon closer
inspection, however, the rioting figures emerge as monks, priests, laypeople, and klopjes,
or Roman Catholic lay sisters.* This satirical image seems to take up the question of
how to purify a Calvinist church, which — almost by definition — already has been
cleansed. In the Netherlands after all, iconoclasm was an action historically taken
against the religious imagery of the Roman Catholics as the Reformed laid claim to
their churches and altered them for Calvinist worship. This image of Roman Catholics
carrying out acts of iconoclasm in a Reformed church consequently turns the icono-
clastic history of the Netherlands on its head.

The historical accounts indicate that in this reverse iconoclasm, the Catholics main-
ly targeted the furnishings that had been installed after 1580 and were central to the
Calvinist worship service. The pulpit was attacked first: it was removed and then pub-
licly beaten.The church benches and chairs were taken out the next day and burned in
the church yard, accompanied by the ringing of bells.* In the foreground of the print
is an overturned baptismal font. The etched lines indicating the spill of water flow into
another series of strokes, which represent the destructive forces of fire and smoke. Al-
though the pile of burning rubble is not rendered with great clarity, within it we can
make out a few chairs, the collection bag used to gather the weekly tithe, some dishes,
possibly those used in the sacrament of Lord’s Supper, and a number of books, which
are probably Protestant Bibles and Psalters.

The print also suggests that the public monuments of the church came under attack.
At the far right, a man climbs a ladder, seemingly to remove an epitaph that hangs upon
the column. These types of memory boards were common features in Calvinist church-
es; usually they were erected to commemorate the lives of prominent citizens. At the
left of the group in the foreground a man adds a plumed helmet to a pile, which also
contains a military gauntlet and heraldic crest. These evoke the monuments to military
heroes that were prominent in many of the Republic’s Reformed churches. Celebrat-
ing the deaths of commanders who had fought for the freedom of the Republic from
toreign — and often Roman Catholic — oppressors, these sorts of monuments worked
to link the past conquest of religious spaces with the victories of war, especially the
Dutch Revolt against Spain. They were a fitting target for the Roman Cathelic icono-
clasts - for it is precisely this history of the space that they were attempting to eradicate.

Such active washing away of the violent conquests of the past also is emphasized in
the historical texts. Tobias van Domselaer’s Hef Ontroerde Nederlandt focuses on the ac-
tions of a group of Roman Catholic women:

24 Klopjes were religious women who took vows of obedience and chastity, and actively helped the priests
in caring for the members of the Roman Catholic community. It is estimated that there were around five
hundred klopjes in Utrecht in 1662. Benjamin J. Kaplan, Confessionalism and its Limits: R eligion in Utrecht,
1600-1630", in: Joanecath A. Spicer et al. (eds.), Masters of Light. Dutch Painters in Utrecht During the Golden Age,
exh. cat., Baltimore, San Francisco and New Haven 1997, p. 65. See also Marit Monteiro, Geestelijke maagden.
Leven tussen klooster en wereld in Noord-Nederland gedurende de zeventiende cenuy Hilversum 1996,

25 Abraham de Wicquefort, Journal of Dagelijcksci Verhael van de Handel der Franschen in de Steden van
Uytrecht en Woerden, Amsterdam 1674, p. 40-41. See also A. van Hulzen, Ulrechi. Een beknopte geschiedenis van
de oude Bisschopsstad, Utrecht 1994, p. 72.
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The klopjes, nuns and Bagijns now openly revealed themselves in public, and with angry hearts
they scorned this blameless Dom, where the preaching and worship services of the Heretics had so
long taken place [...]. But now it had become their domain, they swept, brushed, scrubbed and
washed the church so clean, so that no scent of Beggary or Heresy could be smelled anymore.*

Armed with their brooms and scrub brushes, this battalion of women is visible in the
left background of the print. The idea that they are washing away the stink of ‘Beggary’
calls up the distant past, when the armies of Orange, or Sea Beggars, fought against the
Roman Catholic Spaniards in the Revolt. This certainly resonates with the print, indi-
cating how iconoclasm functioned as a means of actively and intentionally forgetting
recent as well as more distant memories of the building’s Calvinist history.

The paradox that the image reveals, however, is that the Roman Catholics of Utrecht
actually re-enacted this past in their attempt to eradicate it. It is as though the violence
of the Reformed iconoclasm had etched itself so deeply into the collective memory
that, in this moment of opportunity, the trauma was acted out and hence exposed. In
this way, the aim of forgetting the past was accomplished through a powerful act of re-
membering. Remembering and forgetting intertwine, revealing the difficulty of im-
posing or controlling either process.

The text of the print puts it more bluntly: ‘Everyone mops and sweeps and scrubs and
whitewashes, but the heart remains full of filth’.>” From this point of view, these icon-
aclast attempts to wash away the past could never succeed — they are represented as a
misguided attempt to replace Calvinist purity with Roman Catholic pollution. Icono-
clasm, after all, was directed against religious imagery and objects, with the aim of re-
placing them with material objects that could not be venerated for their sacred powers,
The incongruity of the actions of Roman Catholic iconoclasts certainly was not lost
on Utrecht’s Calvinists, who coined the term ‘stoelgeselaars’ in order to mock those
who had lashed out at chairs. This became a widely-used insult in Utrecht, preserving
the memory of a topsy-turvy iconoclasm that was directed at mere furniture.*® From
the Calvinist perspective, therefore, the actions of the Catholics were laughable, for
their appropriation of Calvinist behaviour was not true iconoclasm.

From the Roman Catholic point of view, on the other hand, the active eradication of
Reformed church furnishings was necessary in order to restore the Dom. The printed
image juxtaposes the actions of iconoclasts with those of iconophiles, who install a
number of religious statues within the interior. The active destruction of the visual cul-
ture of Calvinism thus was interconnected with the forceful reassertion of Roman
Catholic religious imagery.

26 ‘De Klop-zusters, Nonnen en Bagijnen openbaarden haar nu openlijk en vielen met een verstoort
gemoet in deze onnoozele Dom, die ‘t preken en den Godsdienst der Ketters so lang had verdragen [...].
Maar nu was het haar beurt geworden, zy veegden, boenden, schrobden en waschten de Kerk, zo schoon
dat ‘er geen lucht van de Geuzery of Ketterye meer te ruyken was’. Tobias van Domselaer, Het Ontroerde
Nederlandt, door the Wapenen des Konings van Viankryk, 2 vols., Amsterdam 1674-1676, vol. 1, p. 290.

27 ‘Elk raagt en vaagt cn boent en wijt, maar ‘t hert dat blyft vol vuyligheijt’.

28 P J. Meertens, Utrecht in het Spreekwoord’, in: Jaarbockje van Oud-Utrecht (1931), p. 179.
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Indeed, after taking back the Do, the Catholics used it as a base to assert their dom-
inance in the city. Of all of the Catholic rituals that were re-established at this time, the
one that received the most publicity was the Sacrament’s Day Procession of 1673.This
procession is described in some detail in a book entitled Journal or Daily Story of the Busi-
ness of the French in the Cities of Utrecht and Woerden by Abraham de Wicquefort.® Ac-
cording to this account, on Sunday the 18" of May, Bishop Neercassel, the leader of the
Holland Mission, announced from the pulpit of the Domkerk that the procession
would take place in the city on Sacrament’s Day, the following Thursday.” While the
risks of this public performance of their allegiances must have been obvious to the Ro-
man Catholic population of Utrecht, clearly they also understood the important mes-
sage that this procession could convey. By acting out a banned practice, the Sacrament’s
Day procession could reawaken the memory of the traditional celebration of the
church calendar through a vivid enactment of the Rooman Catholic past in the here and
now. Not only would this return to the cyclical time of the church calendar commem-
orate past practices, but it also reinstituted them in a process that bestowed legitimacy
upon current Roman Catholic claims to the city.¥

This vision of cyclical time was reinforced by the itinerary of the procession.The be-
ginning and end point was the Domkerk, and the route formed a circuit around the
cathedral . On the way, it passed near the Buurkerk, the Pieterskerk, and the site of the
former church of Oud Munster, all noteworthy medieval churches with strong con-
nections to the Roman Catholic past. By focusing on these sites, the procession en-
dowed the pre-existing space that it traversed with specific meanings.* As Louis Marin
has noted, processions that are structured as a closed circuit work to establish a symbol-
ic frontier, marking off a site in order to legitimize the significance that the procession
bestows upon it.* In the case of the procession around the Dom, the round trip served
to sever the church from the recent past. The procession seemingly departed from the
Domkerk in order to move forward in time and space. This forward movement really
prompted a consideration of the city’s medieval past, however, and the event closed
with a return to its starting point. As it arrived back at the same place, a circuit of time
also was closed: the present looped back to the past in order to secure the site for the
future.

As we have already seen with Van Vliet’s painting of the reconsecrated Dom, howev-
er, such a vision of homogeneous time and space depends upon the denial and repres-
sion of the claims of conflicting groups. This comes across vividly in historical descrip-
tions of the preparation of the parade route. These state that members of the Reformed

29 Wicquefort, Journal, p. 197-200. See also Domselaer, Het Ontroerde Nederlandt, vol. 2, p. 266-268.

30 Wicquefort, journal, p. 195-6.

31 Louis Marin, ‘Establishing a Signification for Social Space: Demonstration, Cortege, Parade, Proces-
sion’, in: On Representation, trans, Catherine Porter, Stanford 2001, p. 49.

32 The procession route went from the north side of the Dom through the Domsteeg to the Korte St.
Jansstraat, around the church, to the Buurstraat, behind St. Pieter’s, over St. Maarten’s Dam, through Oud
Munsterstrans, over the oude Munsters church yard and then back to the Dom. Wicquefort, Joursnal, p. 197.
33 Marin ‘Establishing’, p. 41.

34 Ibidem, p. 43-44.
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community were warned to stay indoors and shut up their homes and shops, which
were in danger of being plundered. In fact, in spite of the warnings, ‘here and there
some acts of mischief were committed’.” These accounts point to the supplementary
meaning of the procession, for it made a statement, not just about the resurgence of the
Roman Catholic faith, but also about its victory over Calvinism. In this regard, the pro-
cession was an antagonistic act whose message was aimed at Reformed and Roman
Catholics alike. The frontier created by the circular procession certainly delimited the
Roman Catholic history of the site. At the same time, it marked a boundary that ex-
cluded the counter-claims of the Reformed. Utrecht’s Roman Catholics, who for so
long had to practice their religion in private, now could publicly lay claim to the cathe-
dral; it was the Calvinists” turn to stay inside with the windows closed.

The warning to the Reformed community also served to delimit the procession’s
participants and spectators, By excluding the Calvinists, the event brought Utrecht’s
Roman Catholic community together, providing a powerful opportunity for the con-
stitution of their new collective identity. This was reinforced by the ordering of the par-
ticipants.® On the morning of May 22™, after the celebration of Mass in the cathedral,
the north doors were opened and a group of children, many of them dressed as popes
or angels, led the procession into the streets.” They were followed by many women, in-
cluding the klopjes. After the women and children came men of the laity. Then monks
of different orders, followed by priests dressed in white. Behind them marched the lack-
eys of the French military commander Condé. They prepared the way for the symbol-
ic centre of the event — the sacrament carried in a monstrance by Bishop Neercassel,
who walked under a red pavilion held up by four French officers. At the end of the pro-
cession came Louis XIV’s representative, Governor Stoupa, the commander of the oc-
cupied city.* Each participant thus was situated within the order of the whole accord-
ing to hierarchies of age, gender, religious status, and political power, The overall vision
was of a totality that was socially, religiously, and politically legitimated. The procession
accordingly allowed the Rooman Catholic community to convey a powerful message
about the revalidation of their collective values.

Of course, it did not escape the notice of their opponents that the restoration of this
particular vision of social, political, and religious order was brought about only through
a transgression of the former order. A print of the event entitled The Procession in Ultrecht
m the series The Transformations of Ultrecht by Aveele and Sweerts provides a satirical view
of the procession and its aims (Fig. 4). The caption in the upper left corner proclaims:
‘Now the French rooster is crowing from the heights, and everyone must appear in the
procession”.* Directly underneath this caption, participants march beneath the words

35 ‘Hier en daer wierdt oock al eenige baldadigheyt gepleeght’. Wicquefort, Journal, p. 197; See also Dom-
selaer, Het Ontroerde Nederlandi, vol. 2, p. 266.

36 On the significance of a procession’s internal order, see Marin ‘Establishing’, p. 45-48.

37 The prominence given to children may have pointed to the Roman Catholic future of the city, indi-
cating that, in spite of repression, another generation of the devout had been nurtured in the faith.

38 Wicquefort, Journal, p. 197-199.

39 ‘Nu kraaic op’t hoogst den Franschen Haan, Wijl elk mach in Porcessie gaan’.
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Fig. 4. [ van den Aveele, De Processic t* Uytrecht in: Utrechts Veranderingen, Assterdam: Hicronymus Sweetfs,

1674 (Het Utrechts Archief).

‘Ludovicus Triump’, which decotate the top of a temporary triumphal arch. A serie“s of
ephemeral monuments such as this were erected along the route; others bore captions
such as ‘A la gloire de Dieu, et a I'honneur du Roy’.# This temporarily redefined the
city, and clearly linked the resurgence of Roman Catholic practices with the Fre'nch
conquest. A contemporary description notes that the entire procession route was lined
with French soldiers ‘apparently to prevent all disorder’# From this point of view, the
harmony imposed by the procession clearly was forged out of antagonism and war, :m.d
had the capability to spur further discord. While the procession aimed to reveal the uni-
tv and coherence of a Roman Catholic city, for some of the onlookers, 1t also brought
into plain view the treasonous allegiance between Dutch Roman Catholics and the
French occupying forces.

The visual transformation of the city during this time also brought key religious dif-
ferences to the fore. Even as the houses of the Reformed were closed up, Roman
Catholic homes came to prominence through exterior decorations such as religious
paintings, crosses, poetry, and greenery. Clearly this was a forceful reassertion of the sa-

40 Wicquefort, Journal, p. 199. . .
41 ‘[...] apparentijck om alle dis-ordre voor te komen’. Wicquefort, Jourial, p. 199.
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cred visual traditions that had been banned by the Calvinists.** Moreover, the power of
the procession itself revolved around the visible display of the holy sacrament. As the
print indicates, the appearance of the sacrament in the streets was met with devotion,
and onlookers and participants in the procession alike all knelt before it. This served as
a very effective means to draw spectators into the theatricality of the event, transform-
ing them from passive viewers into active participants. The very sight of the host had
the potential to eliminate distinctions between the procession’s actors and its audience,
and hence to further reinforce the unity of the Roman Catholic community.*

Calvinist accounts, by contrast, pointedly attacked the powers of sacred images and
objects. The Journal, for instance, baldly states that the elevation of the host by Neercas-
sel was truly apish behaviour, and that the holy sacrament itself was ‘nothing but a white
water shut up in a golden case’.** In the print, swags, draperies, and flags hang above the
altar, setting this space apart, and emphasizing the theatrical, and possibly the transient,
nature of these events. The caption of the print makes similar connections by asserting:
‘But the show is not over yet’.* This could imply that efforts to turn the city into a the-
atre set were nothing but fleeting and illusory attempts to impose false meanings. As in
the theatre, comic inversions are usually resolved by the reassertion of social norms.

A similar response comies across in Domselaer’s description of these events. With the
benefit of hindsight, this author situates the cyclical procession within a very different
time frame, and ends his account by stating;

Thus did these fine and devout Rooman Catholics for once honestly reveal their hearts in public; this
is something that has not occurred in about a whole century of one hundred years, and alse will not
oceur in the following years and possibly (from a human perspective) will never happen again #

In opposition to the procession’s aim of establishing the continuity of the cyclical time
of the ancient church calendar, Domselaer claims that in the final analysis, this was
nothing more than a one-time event — an anomaly that would not soon be repeated.
He hesitates to say that this would never happen again, however. It seems that the events
of 1672 and 1673 taught him to allow for the potentially unpredictable possibilities of
the future,

For as the comic symbolism of the World Turned Upside Down reveals, while the
world can turn on its head, it can also spin upright again, seemingly in an instant. Pow-
ers rise, are deposed, and replaced by other powers.#” Thus, early on the morning of

42 Wicquefort, Journal, p. 199.

43  On spectators as actors, see Marin, ‘Establishing’ (n. 31), p. 51.

44 ‘[...] niet anders is als een Wit Quweltjen in ecen goude kas gesloten’. Wicquefort, Journal, p. 198.

45 ‘Maar “t spel is noch niet ten ende’.

46 ‘Aldus haalden deze fijne en devote Rooms-Catholijken, hare harten eens in ‘t openbaar eerbeidigh-
lijk op; zijnde cen zake die in omtrent cen gantsche Ecuwe van honderd Jaren, aldaer niet gebeurt was en
des volgendenden Jaars ook niet gebeurde en misschien (menschelijker wijze gesproken) voor eerst niet
weer gebeuren zal’. Domselaer, Het Ontroerde Nederlandt, vol. 2, p. 268.

47 Sce the work of Mikhail Bahktin, Rabelais and His Werld, 1968, trans. Héléne Iswolsky, Bloomington
1984.
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Fig. 5. J van den Aveele, "T Verloste Uytrecht in: Utrechts Veranderingen, Amsterdam: Hieronymus Sweerts, 1674
(Het Ulrechis Archief).

Thursday the 13™ of November 1673, drums were beat, the bells of the Dom tower
were rung, and the last mass was celebrated in the Dom.#* Governor Stoupa then.gavc
back the keys of the city with the legendary last words, By the will of the [...] King, I
return these keys to you. Go into your church, and thank God for your freedom,‘and
pray to Him that we will never come back’# After seventeen months of occupation,
the French had relinquished their hold on the city and the church.

No sooner had the French departed than violence broke out in the city. As if in re-
taliation for the damage done to Calvinist homes during the Sacrament’s Day proces-
sion, the houses of several Roman Catholics — especially those who had openly sup-
ported the French King — were attacked, and many windows were broken.” A group
of Calvinists also rushed to the Dom, and, finding it unlocked, they began to plunder
it, removing images, altars, and other Roman Catholic objects.” Once again, the resi-
dents of Utrecht witnessed the Dom undergo a sudden transformation. We can sense

48 Wicquefort, Journal, p. 228. . L
49 ‘Ick geef nu, uyt last van de [...] Koning, dese sleutels weer aen u over. Gaet in uwe kerck, en dancke

godt voor uw verlossing, en bid hem dat wy noyt weer komen’. Wicquefort, Journal, p. 220.
50 Domselaer, Het Ontroerde Nederlandt, vol. 2, p. 755. Wicquefort, Journal, p. 229.
51 Wicquefort, Jowrnal, p. 229.
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Wicquefort’s astonishment as he notes:‘Surely an enormous change in one day, for only
that morning the Mass had been celebrated in the same place’.?

A print of The Liberated Utrecht appears in The Transformations of Ulrecht by Sweerts and
Aveele (Fig. 5). In a reversal of the Roman Catholic iconoclasm represented by the pre-
vious image in this series (see Fig. 3), it is now the turn of the Reformed to purge the
church. A fire has been lit in the church yard and a statue of Mary and the Christ child
is being thrown into the flames, which also engulf'a confessional booth, a bell, a brush
reminiscent of the type used by the Catholic iconoclasts, a book, an incense burner, and
a cross.

The gestures of two officers on horseback at the centre of the image link this scene
to the events depicted at the left — one officer points his baton at the men with the stac-
ue, the other points his rifle at a woman, possibly a nun, who stands with arms out-
stretched in front of the church portal. Behind them jut the rifles and spears of a group
of soldiers, linking violence against imagery to the military and political aggression of
the time. Centred in the foreground of the image, a group of men carry a large chest
inscribed with the name Condé toward the fire. The belongings of this French military
commander appear to be as offensive as the 1dolatrous objects of the Roman Catholics.
Clearly there was more at stake here than just the destruction of the sacred image; these
attempts to eradicate material traces of the French indicate that this iconoclasm was as
political as it was religious.

In this manner did the constitution of one kind of social order depend upon the ac-
tive obliteration of another. As in the print of the Roman Catholic iconoclasm, this im-
age indicates how destruction often is accompanied by the creation of new images. In
the background of the scene a group is occupied with the erection of a large triumphal
arch. The redecoration of the church clearly mterconnects with the larger redefinition
of the urban fabric. The ephemeral arch is of course reminiscent of those built to dec-
orate the city for the procession on Sacrament’s Day (see Fig. 4). What has changed is
the slogan: ‘Ludovico Triump’ has notably been replaced with ‘vivaA b OrRANG’. Aban-
doned by the French king, the citizens of Utrecht prepare to meet their new ruler, the
Prince of Orange.

‘While the makers of this print series had mocked the Rooman Catholic iconoclasm,
it is significant to note that they do not condone the actions of Calvinist image break-
ers either. This can be seen especially in the caricatured faces of the iconoclasts, who
grimace with open mouths. This satirical representation resonates with written de-
scriptions of the event, which claim that it was ‘het graeuw’ or the rabble that plundered
the church, while the godly expressed themselves in more appropriate ways by holding
a service of thanksgiving that evening in the newly cleansed Dom.5 As numerous stud-

52 ‘Scker een groote veranderingh in cen dagh, dewijl men in de selfde plaets noch ‘s uchtens de Misse
had gedaen’. Wicquefort, fournal, p. 230.

53 Domselaer, Het Ontroerde Nederdandt, vol. 2, p. 755; Wicquefort, Journal, p. 229-230. A print in the
Utrechts Archief (H.A. R 73.8), which depicts the French returning the city keys to the magistrates, includes
a text that states: ‘Het gracuw sleept kerksieraad en brandt het op de straaten, Maar ‘t Gode dankbaar volk
bezielt een eedler drift’.
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ies of iconoclasm recount, iconoclastic crisis often is followed by uncertainty or even
atonement, and the subsequent denigration of the iconoclast as a member of a brutal
and ignorant mob is a comumnon strategy used to create distance from the violence.5*
The notion of ‘het graeuw’ functions as a convenient stereotype: it circulated in a num-
ber of pictorial and textual representations of these events, which enabled the Calvin-
1sts whose interests were served by the iconoclasts to simultaneously condemn their ac-
tions.

In fact, the repression of religious discord figured largely in the city’s preparations to
welcome the Prince of Orange. A pamphlet printed in Utrecht provides detailed de-
scriptions of the how the city was decorated for William’s royal entry. Significantly, this
event was contrasted with the Sacrament’s Day procession. During the religious pro-
cession, for instance, a Roman Catholic and pro-French poem had been posted under-
neath a painting of the crucified Christ, which hung above the door of an inn along the
route.” The pamphlet transcribes this poem in full:

Oh holy Host,

In which France puts her trust,
The only hope of the faithful,
Give strength,

And protect the Lily.*

For the entry of William, this offensive display was replaced with a ‘response to these
verses’, which stated that the God of the Roman Catholic heretics was made of noth-
ing but flour, and that although on Sacrament’s Day the papists had allowed the French
to become their masters, they should now thankfully turn to the Prince of Orange,
who had delivered them all from much misery.¥ The religious and political conflicts
that were manifested during the Sacrament’s day procession were thus addressed and
resolved: under the leadership of Orange, a new harmony would pervade.
This is expressed vividly in a poem displayed in the church yard:

54 Sec Bruno Latour,"What is Iconoclash? Or Is There a World Beyond the Image Wars?’, in: Bruno La-
tour and Peter Weibel (eds.), Iconoclash. Beyond the Image Wars in Science, Refigion, and Art, exh, cat., Karlsruhe,
Cambridge, Massa. 2002, p. 15; Henk van Nierop and Michael Wagenaar, Beeldenstorm en Opstand in Amster-
dam, 1566-1567: De Sociale Opbowuw en de Ideologie van een Massabeweging, Amsterdam 1973, p. 4
55 DPoetische Gedagten van verscheide Lief-hebbers op alderhande groene Zeegenboogen, Orangie-poorten, Huysen,
Pyramiden, Kroonen en Kranssen binnen Utrecht toe-gestelt op d’inkomste van zifn Koninklijke Hoogheyd Willem
Hendrik den I, Prince van Orangie, etc., Utrecht 1672, p. 11. The painting and poem are also described in
Wicquefort, Journal, p. 200.
56 O heilsame Hostie,

Op welcke Vrankrijk vertrout,

Ecnige hoop der geloovige,

Geeft kragt,

En bewaart de Lelie.

Poctische Gedagten, p. 11.
57 Ihidem, p. 11.
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Reformed and Catholics

Alike await your Highness [...],
Both desire to live together

As good Patriots of the Land [...],
And to live here in Peace together
As befits good Burghers.®

At the site where so much religious conflict had occurred appears a new message of so-
cial concord. Just as the dead wait for the second coming of Christ, the Reformed and
Catholic burghers of the city await the Prince of Orange. Religious divisiveness, it
seems, has been subsumed by the fervour of patriotism.

The adornment of the city for William’s entry promulgated the somewhat utopian
vision of a unified, disciplined society, with one leader and one main religion. In point
of fact, these ideals had always been central to the definition of the Dutch Republic.”
As Joke Spaans has argued, Calvinism was a religion that had been introduced from
above by the House of Orange, based on the principle that the monarch had the divine
right to determine the religion of his people.® This was tempered with an awareness of
the need to accommodate religious differences, however. Therefore, potentially divisive
religious differences often were downplayed by secular authorities in efforts to create
and maintain social order.

Perhaps as a result of such policies, distinctions between the Reformed and the Ro-
man Catholics were not all that sharply drawn in the everyday life of the Dutch cities;
the evidence points to many shared practices and beliefs between the two groups.® This
ecumenicity of the everyday could, of course, be disrupted in moments of crisis and
tension, when fear, panic, and violence broke out, and certainly the sources reveal that
this was the case during the French occupation. At the same time, possibly because the
lives of both groups were so intertwined, there really was relatively little Calvinist-
Catholic violence during the crisis, and the French retreat was followed by widespread
attempts to deny the religious differences that had divided the city.®

58 Gereformeert en Catholijck

Verwacht U Hoogheyt al gelijck [...],

Sy willen moeten alle beyden

Als Patriotten van het Landt [...],

En leven hier inVreé te samen,

Als goede Burgers sal betamen.

Poetische Gedagten, p. 14.
59 Heinz Schilling, ‘Confessional Europe’, in: Handbook of Furopean History, 1400-1600. Late Middle Ages, Ren-
atssartee and Reformation. Volume 2: Visions, Programs and Outcomes, eds. T.A. Brady Jr et al., Leiden 1995, p. 643; Joke
Spaans, ‘Catholicism and Reesistance to the Reformation in the Northern Netherlands’, in: Philip Benedict et
al. (eds.), Reformation, Revolt and Civil War in France and the Netherlands. 1555-1585, Amsterdam 1999, p. 154-
60  Spaans,‘Catholicism’, p. 159.
61 Joke Spaans,‘Violent dreams, Peaceful coexistence. On the Absence of ReligiousVielence in the Dutch
Republic’, in: De Zeventiende Eeww 18: 2 (2002), p. 149.
62 Frijhoff, ‘Catholic Expectation’, p. 158; see also Spaans, *Catholicism’, p. 160.
63 EvenVoetius, the polemical spokesman of the ‘Nadere Reformatie’, an orthodox Calvinist movement
that caused many rifts — both in the public church and in the body politic — emphasized that allegiance to



372 De zeventiende ectiw 21 (2008) 2

While this may seem like nothing more than the re-imposition of the Calvinist sta-
tus quo, Frijhoff speculates that the return to peaceful coexistence probably also was in
the best interests of the Roman Catholic population.* Although the Catholic clergy
had looked to Louis XIV as a potential saviour who could bring to fruition their utopi-
an hopes, the actual invasion did not fulfill these expectations. Instead of restoring the
old order with Utrecht and the Dombkerk at the centre of Dutch religious and political
power, it resulted in the imposition of French Rooman Catholic rule. In light of the
French defeat, 1t probably did benefit both religious groups to pledge their allegiance
to Orange, and to build a collective vision for the future of the city based on patriotic,
rather than religious interests. In this way, the instability and fragmentation that were re-
vealed during the invasion could be denied by asserting a narrative about the unity and
constancy of the city as a homogenous space of political consensus. According to this
narrative, the conflicts of the recent past could be forgotten as the city’s diverse religious
groups reverted peacefully back to their formerly harmonious coexistence,

Unpredictable Possibilities

This image of a city restored to harmony certainly was favoured in the historical ac-
counts, and it clearly provides a fitting and neat conclusion to the tumultuous events of
the invasion and its aftermath. History, however, rarely accommodates itself to such nar-
rative structures. For about nine months after the French retreat, the Domkerk under-
went another sudden transformation — this one brought about by an act of God so dra-
matic that no one could possibly have predicted it. On the first of August, 1674, a
tremendous hurricane tore through Utrecht. The Dom lay in the path of the storm, and
in less than half an hour, the nave of the mighty cathedral was reduced to a pile of rub-
ble.5

Utrecht artist Herman Saftleven created a series of aquarelle drawings of the ruins of
the Dom.” The drawing dated September 3, 1674 (Fig. 6) presents a view into two of
the chapels of the choir seen from the north aisle. The roofless, ruined, rubble-filled
Domkerk pictured here certainly resonates with some of the observations of contem-

Orange outweighed religious divisions. Gijsbertus Voetius, Eerste predicatie in de Dom-kercke tot Utrecht te rie-
et wren den 16 novembris 1673, Gisbertus Voetins, Predicant ende Professor der Theologie aldacr: Na dat de Fransche
macht de Stadi, ende dic van het Pausdom de Dom-kercke op den 13 novemnbris veor het middagh verlaten hadden,
Utrecht 1674.

64 Frijhoff, ‘Catholic Expectation’, p. 165.

65  Ibidem, p. 171.

66 ‘Herinneringen der Maand’, in: Tijdschrift voor Geschiedenis, Qudheden, Metkwaardige Bijzonderheden en
Statistick van Utrecht 1 (1835), p. 372. A. Graathuis, ‘Schrickelijck Tempeest van 1674”, in: Spiegel Historiael 9
(1974), p. 414. While the choir and tower of the church remain standing, the nave was never rebuilt.

67 Saftleven did twenty drawings of the destruction of Utrecht. Sixteen of these were of the Dom, two of
the cellar of the Dom, and two of the Pieterskerk. It is not known if these images were commissioned, but
in 1682 the artist sold them to the city of Utrecht. While these works often are appreciated for their docu-
mentary qualities, they clearly also convey symbolic and meoral meanings. See A. Graathuis and D. P Snoep,
De Do in Puin. 1674-1974, exh. cat. Utrecht, Alphen aan de Rijn 1974, p. 30-31.
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Fig. 6. Herman Saftleven, De
kapellen Taets van Amerongen
enVan derVecht, het Noorder-
portaal en de Mariakapel van-
uit het oosten. 3 Seprember 1674
(Het Utrechts Archief).

porary commentators, who noted with wonder how God had destroyed this mighty
church — the pride of Utrecht, with its heaven-high roof — which had been built to en-
dure until the end of the world.®® Saftleven’s image stands in stark contrast to Hendrik
VanVliet’s visual celebration of the restored Dom, a painting that — ironically enough —
was completed in 1674 (see Fig. 2).

For the people of Utrecht, the devastation of the Dom in 1674 must have seemed like
the ultimate memento mori — a reminder that nothing in the world endures forever;
nothing is spared from death and destruction. Prominent in the right foreground of the
drawing is a fallen epitaph. In the middle ground of the image, another of these mem-
ory boards hangs precariously from its column. The purpose of such monuments was
to keep the memory of the dead alive. Only the back of the foreground epitaph is de-
picted, however. Its text, naming the important citizen it commemorates, is no longer
important, for worldly powers have been overturned. The image indicates the
ephemeral nature of any attempt to preserve memory, which seemingly cannot be fixed

68 Contemporary reactions were published in: Johan vanVollenhoven, Lof- Gedichten op de Verwvoestinge van
Bozra, Utrecht 1674. See also A. Graafthuis, ‘De Orkaan van 1674.%De Donder-Basuyne Godts™, in: Maand-
blad Oud-Ultrecht 47 (1974), p. 41-46.
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in words, carved in stone or wood, or even preserved in architecture.

Above the fallen epitaph is one of the gold brocade paintings reminiscent of the
church’s Roman Catholic past. In the left foreground, the remains of a Calvinist church
bench can be seen. The contradictory historical meanings of the church are thus
evoked, as if to indicate how the Dom had escaped the demands of the diverse powers
that so recently had vied to claim it. The insights of Saftleven’s drawing consequently
provide a fitting conclusion for this examination of the antagonistic uses of representa-
tions and rituals to define the church’s history. For the possibility of imposing a single
fixed meaning on the Dombkerk is annulled by this image, which calls up instead a chain
of incompatible and unpredictable possibilities and disruptions. It is almost as though
God has acted as the ultimate iconoclast, destroying, not only the structure of the build-

ing itself, but also — for the moment at least — the conflicting images, rituals, and beliefs
that had always filled it.

Abstract — After Louis XI5 army invaded Utrecht in 1672, the Dombkerk regained its status
as @ Roman Catholic cathedral. During and immediately after the cccupation, different histo-
ries of the Dom came into conflict, and were played out in a series of ritual actions such as the
iconoclastic cleansing of the church by both the Roman Catholics and the Protestants. Focusing
on visual representations of the rituals that fook place in and around the Dom, this paper ext
amines the role of remembering and forgetting within these conflicts and within broader attempts
to envision a socially cohesive city during this time of crisis.

Kopij-aanwijzingen

De volledige kopij-aanwijzingen zijn verkrijgbaar bij de redactiesecretaris (M. de Baar)
of te vinden op internet: http://www.lct.uu.nl/nederlands/nlren/wcrkgroepi'}'.

De kopij dient te worden ingeleverd op drie uitdraaien (prints), waarbij de kopij-aan-
wijzingen In acht zijn genomen. Indien een artikel geplaatst wordt, ontvangt de re-
dactic graag een diskette (Ms-DOS) met de tekst, gecorrigeerd naar de redactionele
aanwijzingen. Graag vermelden welk tekstverwerkingsprogramma gebruikt is, bijvoor-
beeld: WordPerfect, Word, o.1.d.

De kopij moet op één zijde van het papier (A4-formaat) worden geprint, met dubbe-
le interlinie en een linker- en bovenmarge van tenminste drie cm.

De bijdragen dienen gesteld te zijn in de voorkeurspelling. De titel van de bijdrage
wordt bovenaan tegen de linkermarge geplaatst, met daaronder de naam van de
auteur(s).

Bij elk artikel dient op een apart blad een samenvatting van ten hoogste 100 woorden
te worden gevoegd in het Nederlands en het Engels.

Het gebruik van ‘tussenkopjes’ wordt aanbevolen. Nieuwe alinea’s springen links in.
Een nieuw tekstgedeelte begint met twee regels wit. Citaten moeten tussen enkele
aanhalingstekens worden geplaatst, citaten binnen citaten tussen dubbele. Citaten van
meer dan drie regels worden aangegeven door na twee regels wit het hele citaat ecen
tab te laten inspringen. In dit geval blijven aanhalingstekens achterwege. Verzen moe-
ten als verzen worden geciteerd. Ook hierbyj geldt dat het hele citaat een tab moet in-
springen. Citaten die niet in de Nederlandse, Duitse, Franse of Engelse taal zijn gesteld,
dienen vergezeld te gaan van een vertaling.

Noten dienen bij voorkeur als apart tekstbestand te worden aangeleverd. In de tekst
wordt ernaar verwezen door de nootcijfers in superscript na de afsluitende punt of
(punt)komma te plaatsen.

De namen van boeken en tijdschriften worden gecursiveerd, de titels van artikelen
moeten tussen enkele aanhalingstekens worden geplaatst. Behalve in de signalementen
hoeft de naam van de uitgever niet te worden vermeld.

— Voorbeeld artikel: B.C. Sliggers, ‘De leden van Democriet’, in: B.C. Sliggers (red.),
De verborgen wereld van Deniocriet. Een koldetick en dichtlievend genootschap te Haarlem
1789-1869, Haarlem 1993, p. 134-154.

_ Voorbeeld boek: PP Schmidt, Zeventiende-ecutvse kluchtboeken uit de Nederlanden,
Utrecht 1986, p. 26.

_ Voorbeeld reeds vermelde literatuur: Schmidt, Feventiende-eemse kluchtboeken, p. 139.

Indien het artikel van illustraties wordt voorzien, graag duidelijke (of originele) illu-
straties aanleveren, de onderschriften op een apart blad opnemen. Onderschriften en
ilustraties moeten worden voorzien van een nummer. Op de uitdraai in de marge
dient te worden aangegeven waar de betreffende illustratie moet komen.

Door de redactie aanvaarde kopij gelde als drukklare tekst. Wijzigingen, anders dan ver-
betering van zetfouten, kunnen de auteur in rekening worden gebracht.
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