
Much of Burchard’s book addresses unfinished, never-executed, or no longer extant
projects. These include a painted equestrian portrait of Louis XIV, architectural propos-
als for the east facade of the Louvre, the Savonnerie carpets for the Louvre Grande
Galerie, and the Ambassadors’ Staircase at Versailles. The two chapters dedicated to
architecture and Le Brun’s involvement with the Royal Academy reveal his proficiency
in both sculpture and architecture. Le Brun received training only as a painter, but his
writings and lectures expressed a belief that the three arts should be integrated through
the principle of dessein, or disegno. For this reason, he opposed the 1671 creation of the
Royal Academy of Architecture and advocated a merger with the Academy of Painting.
Burchard defends Le Brun’s architectural ambitions while correctly conceding that his
schemes were more pictorial than architectonic in conception. For example, Le Brun’s
designs for the east facade of the Louvre featured panegyric imagery and sculptural orna-
mentation reminiscent of ephemeral or festival decor. Burchard’s careful discussion of
architecture is one of the most original aspects of the book. Although Le Brun shrinks in
the shadow of contemporary giants like le Vau, Hardouin-Mansart, and Bernini (in
Italy), his engagement with architecture speaks to a paradoxically anti-hierarchical
sense of inclusivity. The painter could, without apology, aim his vision high, to the
lofty realm of architecture, or low, to the banal universe of tableware.

Nicole Bensoussan, Houston, TX
doi:10.1017/rqx.2019.148

Des âmes drapées de pierre: Sculpture en Champagne à la Renaissance.
Marion Boudon-Machuel.
Renaissance. Tours: Presses Universitaires François Rabelais de Tours; Rennes: Presses
Universitaires de Rennes, 2017. 342 pp. €39.

After having devoted her PhD studies to the sculptor François Duquesnoy (1597–
1643), Marion Boudon-Machuel has turned, since a first article published in 2009,
toward the study of sixteenth-century sculpture in Champagne. The geographic frame-
work of this study is conceived on the basis of an artistic center of sculpture in Troyes,
which would have expanded, from place to place, through the networks of sculptors and
mobile workshops of the “beautiful sixteenth century.” Its geographic boundaries are
therefore quite blurry. With Troyes as the epicenter, it includes the entire diocese (cor-
responding more or less to the current department of the Aube). It overflows, however,
into the eastern margins of the diocese of Sens and into the north of the diocese of
Langres. To the north, the southern fringe of the diocese of Châlons is taken into con-
sideration (altarpieces of Bussy-Lettrée and Soudron, Virgin of Mercy of Clesles), as are
works of the diocese of Reims and the archiepiscopal city. The chronological framework
of Boudon-Machuel’s work finds its foundations in the historical and cultural context
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until the end of the sixteenth century, disturbed by the Wars of Religion. She demon-
strates, however, that, far from having been held back by this unfavorable context, the
production of sculpture in Champagne after 1530, and even more from 1550, was
marked by a singular dynamism that helped forge the defining stylistic features of
this artistic center throughout the sixteenth century.

This first observation leads the author to address the small scale of Protestant van-
dalism, in contrast to other provinces in the kingdom, which were quite violent. The
reason for this discrepancy, she suggests, can be found by turning to the social and cul-
tural microhistory of the city, a “Church of temporisers,” including the reformed com-
munities. The networks of the commissioners were clearly influenced by the presence of
the royal building site of Fontainebleau, which allowed the art of the court to be easily
received in southern Champagne. This interest in royal and court tastes, however, was
also relayed by the high nobility—such as the Guise or the Dinteville, for example—as
shown by the magnificent tomb of Claude de Lorraine and Antoinette de Bourbon-
Vendôme (which has, unfortunately, disappeared), intended for the princely chapel
Saint-Laurent of Joinville. It was through these routes that Italian art penetrated widely
into the formal repertoire of southern Champagne artists. These works later served as
models for the artists hired by the local nobility, the prelates, or the bourgeois.
Dominique Florentin’s installation in Troyes from 1540, for example, profoundly
marked the features of the city’s sculpture. On the whole, the author is quite successful
in establishing convincing links between the organization of the networks of commis-
sioners and the spread of sculptural forms.

It is quite natural, then, that a careful examination of the more than 500 sculptures
comprising Boudon-Machuel’s corpus would follow. Such an arduous task is made even
more difficult by the fact that few of these works have been dated with precision (Saint
Symphorien de Sainte-Tanche [1559], Saint Jean l’Évangéliste de Saint-Florentin
[1572]). It is on this basis that Boudon-Machuel isolates a “precious” style in the
years 1530–40, which she qualifies as “first mannerism.” The statuary of Claude
Bornot and Jacques Juliot, a member of a dynasty of image makers documented in
Troyes in the middle of the sixteenth century, belong to this ensemble.

One of the most striking features of this sculptural tradition, however, remains the
weight of a central actor, Dominique Florentin, whose manner quickly became a par-
ticularly appreciated formal language until his death in 1570/71. Unfortunately, very
few works by Florentin survive, and the circumstances of his upbringing and education
continue to be the subject of conjecture (he was probably born in Florence at the begin-
ning of the century, he knew Genoa, Mantua, or Rome before intervening as a stucco
artist in Fontainebleau from 1540). Alongside one of the rare French sculptors of the
Renaissance to be quoted in ancient artistic literature, François Gentil, he played a deci-
sive role in shaping the landscape of Champagne sculpture. However, this acculturation
was only made possible by the flexibility of the organization of the workshops, as well as
their great number, and was accelerated by an emulation that led them to elaborate
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formulas of great elegance, likely conceived from models in clay, and marked by a
knowledge of the modern rules of architecture and of the principles of perspective in
round sculpture. This book participates in the current reassessment of sixteenth-century
French art, on which one might also consult the recent catalogue Toulouse Renaissance,
edited by Axel Hémery and Pascal Julien.

Jean-Marie Guillouët, Université de Nantes
doi:10.1017/rqx.2019.149

Rembrandt’s Religious Prints: The Feddersen Collection at the Snite Museum of Art.
Charles M. Rosenberg.
Bloomington: Indiana University Press, 2017. xvi + 476 pp. $70.

A number of significant publications dealing with Rembrandt’s prints have appeared
within the past decade, and Rosenberg’s impressive volume takes its rightful place
among them. His primary focus is the superb collection of seventy religious etchings
acquired by Jack and Alfrieda Feddersen since 1966 and subsequently gifted to the
Snite Museum of Art, University of Notre Dame, in 1992. Insight on the collector
may be gained in the first essay, by Rosenberg and Julia Quinn, which, following a
brief history of print collections from the fifteenth to the eighteenth century, situates
the collecting activities of Jack Feddersen within this noble tradition. Through his pro-
digious efforts, Feddersen managed to secure excellent impressions of Rembrandt
prints, during a period when high-quality etchings by the master were extremely scarce.

Rosenberg’s study also goes well beyond the scope of the Rembrandt prints in the
Feddersen collection, exploring many other religious works by Rembrandt and other
artists. Many ideas surrounding Rembrandt’s religious works are discussed in the gene-
ral essay, the detailed catalogue entries, and the voluminous expository notes. Here and
throughout the book, Rosenberg provides up-to-date coverage of sources on the artist’s
religious prints. He discusses a variety of material and often cites such earlier publica-
tions as Shelley Perlove’s Impressions of Faith: Rembrandt’s Biblical Etchings (1989),
although he erroneously lists Robert Baldwin, who contributed an essay to the cata-
logue, as coeditor with Perlove. Perlove is the sole editor of the volume.

Rosenberg graciously acknowledges in the preface the primary usefulness of Shelley
Perlove and Larry Silver’s Rembrandt’s Faith: Church and Temple in the Dutch Golden
Age (2009); and indeed, a good number of his observations derive from this source (vii).
To Rosenberg’s credit, he expresses many of the ideas in his book clearly and astutely,
and often engages in discourse with the material. He points out areas in need of further
iconographical research, such as the two doves in Rembrandt’s Presentation in the
Temple: Oblong Print, of ca. 1639, as well as the net in Rembrandt’s Circumcision in
the Stable, of 1654 (170, 173n42). In some cases, however, he appears to challenge
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