
including Salome with the Head of John the Baptist (ca. 1666–70, Royal Collection, Lon-
don) and Saint Agatha (1664/65, private collection), Baldassari points out that the
glazed surfaces with jewel-like colors painted by Dolci have long been admired as “im-
pressive technical accomplishments—the result of his documented slowness and other-
worldly calling to perfection” (22). The book’s numerous high-quality illustrations
invite the reader to enter Dolci’s realm of impossibly tight brushstrokes and alluringly
saturated hues. In “Looking at Carlo Dolci,” Edward Goldberg examines seventeenth-
century criticism of Dolci, which could have perhaps been presented more clearly from
the outset of the book as directly influencing Dolci’s later reception. The artist and bi-
ographer Filippo Baldinucci, for example, wrote of the “diligence” of Dolci in a way that
suggested his works were lacking in invention. Goldberg makes the important point that
most of Dolci’s works would have been placed in personal spaces within his patrons’
homes. It would be fascinating to hear more about how such domestic settings might
have influenced the artist’s delicate style in works like the Christ Child with a Garland
of Flowers (1663, Museo Thyssen-Bornemisza, Madrid), where the Christ Child’s open
gesture and gentle gaze invite the viewer’s devotion. While works by Dolci recall some
stylistic aspects of paintings by Correggio and Bronzino, his style remains original, and
perhaps most comparable to the brilliant effects created through the technique of pietre
dure, as Scott Nethersole points out in “Carlo Dolci and the Art of the Past.” Lisa Gold-
enberg Stoppato’s essay “Doctor and Confratello: Antonio Lorenzi’s Patronage of Carlo
Dolci” includes an unusual focus on Dolci’s bourgeois patron, Doctor Lorenzi, who also
treated the artist for depression. The reader is left feeling that there is yet more to be
discovered about Dolci, especially in examining his Self Portrait (1674, Uffizi, Florence),
a simultaneously melancholic and playful self-representation.

Straussman-Pflanzer’s final essay is a fascinating presentation of widely varying re-
actions to the artist’s paintings, ranging from the praise of Thomas Jefferson, to John
Ruskin’s utmost disdain. The few narrative paintings and drawings included in the
book are not discussed in depth, even though Dolci’s use of chalk to softly model
the features of his sitters, as in the Portrait of a Girl (1665, Getty, Los Angeles), is both
exquisite and reminiscent of Rubens’s approach to depicting children. That the reader
is left with a yearning to learn more about Dolci and his meticulous painting and
drawing techniques is a testament to the authors’ success in arguing on behalf of
the artist’s merits.

Veronica Maria White, Princeton University Art Museum

Baroque Seville: Sacred Art in a Century of Crisis. Amanda Wunder.
University Park: Pennsylvania State University Press, 2017. xviii + 210 pp. $84.95.

The artistic efflorescence of late seventeenth-century Seville coincided with the city’s
economic and political decline. This apparent paradox is at the center of Amanda
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Wunder’s important book: a vibrant exploration of sacred art and architecture created
in a period of crisis. During the seventeenth century, Seville suffered floods, droughts,
and a plague that killed half the population in 1649; it also lost its monopoly on New
World trade. Wunder provides a compelling account of how Sevillians responded to
calamity through what they called “divine methods” and “human methods,” commis-
sioning religious images and monuments that at once atoned for sins and employed
workers (1). She goes beyond traditional discussions of canonical works to examine the
materials that constituted Seville’s visual culture, from the fabrics that adorned sculptures
to the bindings of books. She further contextualizes her analysis by considering well-
known artists and patrons alongside the anonymous artisans and more modest donors
who helped to construct Baroque Seville.

Chapter 1 focuses on the first half of the century, functioning as a prelude to the
chapters that follow. Its central figure isMateo Vázquez de Leca, an heir to a NewWorld
fortune who became a local model of piety and patronage. Among other contributions
to Sevillian public life, he endowed funds for Corpus Christi festivals and worked to se-
cure the place of the Immaculate Conception in popular devotion. He donated alhajas
(luxury objects) to charity, eventually divesting himself of images such asMartínezMon-
tañés’s Christ of Clemency. Wunder perceptively relates this gesture to writings by John
of the Cross, who admonished those seeking spiritual perfection to forgo the pleasures
of sacred art.

Subsequent chapters examine divine and human methods in the period following
the plague. Chapter 2 investigates the reconstruction of Santa María la Blanca, a for-
mer synagogue whose dedication to “Mary the White” became closely associated with
the Immaculate Conception. Led by Justino de Neve, the scion of a merchant family,
wealthy residents from the surrounding neighborhood funded the church’s transfor-
mation into an exquisite example of Baroque architecture and ornamentation. The
church’s reopening in 1665 distinguished the patrician neighborhood as a site of Mar-
ian devotion. Outside, residents displayed masterpieces from their collections, includ-
ing paintings by Raphael and Titian, as well as Murillo’s Immaculate Conception of Los
Venerables and his series on the life of Jacob. In an insightful analysis, Wunder reads
the Jacob paintings alongside sermons preached for the reopening, which likened the
benefactors of the reconstruction to Jacob himself, who rebuilt an altar on a site first
chosen by Abraham. Chapter 3 examines the 1671 beatification of Fernando III, who
had reconquered Seville fromMuslim rule. Here, the protagonist is the cathedral where
the thirteenth-century king was buried. Despite financial woes, the cathedral spared
little expense on the beatification festivals, whose highlights included a monument de-
signed by Valdés Leal and a life-size effigy of Fernando sculpted by Pedro Roldán. In-
tegral to Wunder’s account is the lavish tome that commemorated the event. The book
was intended to reinforce the promotion of Fernando’s (ultimately unsuccessful) canon-
ization cause and to remind the Madrid court of Seville’s historical importance. Chap-
ter 4 examines the church and hospital of Seville’s exclusive Brotherhood of Charity,
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which rose to prominence under the leadership of Miguel de Mañara. Wunder shifts
scholarly attention from the church’s painted decorations to the tombs lining the floor.
Expressions of the brotherhood’s ideals, the epitaphs employed a “rhetoric of humble
nobility,” extolling the deceased for supposedly repudiating worldly acclaim (113). In
one striking example, a “gentleman-in-waiting to Don Juan of Austria” was commem-
orated for choosing to be interred where “all would step on him” (109).

Wunder’s culminating chapter considers the rebuilding of Seville’s oldest church:
San Salvador, a converted ninth-century mosque. In contrast to Santa María la Blanca,
San Salvador was reconstructed through small contributions collected over decades.
Builders worked for free, and locals offered household goods such as furniture and
clothing. Although the austerity of San Salvador’s exterior was a function of financial
constraints, it ultimately contributed to the imposing character of the church and its
surrounding plaza.

While focused on Seville, this exemplary study will be of value to anyone interested
in the material aspects of early modern civic culture. Wunder’s attention to craftsman-
ship is appropriately matched by the high production quality of the book itself, whose
illustrations bring seventeenth-century Seville vividly to life.

Tanya J. Tiffany, University of Wisconsin–Milwaukee

Baroque Antiquity: Archaeological Imagination in Early Modern Europe.
Victor Plahte Tschudi.
Cambridge: Cambridge University Press, 2017. xv + 300 pp. + 8 color pls. $99.99.

In 1610 Giacomo Lauro announced a vast encyclopedia on all aspects of antiquity, a
Roma Nova on the life, religion, rituals, customs, and especially the monuments of
the ancients. It was called Antiquae Urbis Splendor and came out in four volumes be-
tween 1613 and 1628. A print- and mapmaker of slender prior success, a clumsy drafts-
man, a bystander in the world of classical erudition, Lauro nevertheless bravely charged
into a field dominated by antiquarian giants like Raphael, the Sangallos, Peruzzi, Serlio,
Palladio, and publishers like Dupérac. Pirro Ligorio was his god and many of his recon-
structions are lifted from the great Ligorio map of 1561. A genial impostor, Lauro had a
formula for success in publishing. It involved eclectic plagiarism from sixteenth-century
prints and emblem books or, as Tschudi puts it, “instant archeology, an antiquity that
would sell and appeared striking” (2–3). Lauro gave his enterprise ballast with a Platner
and Ashby–like compendium of ancient texts, which were there for the taking in the pop-
ular Renaissance antiquarians. He enlisted the help of an antiquity-minded Swiss Guard,
Hans Gros or Giovanni Alto, and a learned Portuguese Jesuit from Goa, André Bayam.

The prints of the ancient Capitolium and Janiculum show Lauro’s procedure: cram
in everything ever mentioned in ancient texts, waste no time on research, spout lists of
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