
related to the complex monumental program of the chapel, and a photograph of the
iron gate leading to the chapel succeeds in obscuring the relevant images on the frescoed
wall. The reader is left to wonder whether the findings in these essays apply to other
Italian contexts as well.

The book could have been improved as amore coherent whole with increased editorial
intervention. But this does not detract from the excellence of individual essays that rep-
resent important and inspiring contributions, creating challenges for further scholarship.

Simona Cohen, Tel Aviv University
doi:10.1017/rqx.2019.519

Inventing the Opera House: Theater Architecture in Renaissance and Baroque Italy.
Eugene J. Johnson.
Cambridge: Cambridge University Press, 2018. xviii + 330 pp. $54.99.

We are all so used to the idea of the opera theater that we tend to take for granted its
particular shape and arrangement of spaces for audience and performers. As this won-
derful book demonstrates, however, the form that emerged around 1600, along with the
genre of opera, differed in many respects from any of the various types of theaters built
in the Renaissance. In the opening section, Johnson examines the temporary theaters
built in Northern and Central Italy for performing Roman comedies or new Italian
plays. Usually constructed by the local prince within an existing palace or in a courtyard,
these theaters were intended not only to show the sponsor’s taste but also to demon-
strate, through decorations and the arrangement of the audience, his power. Almost
none of these early constructions took the form of Roman theaters, being more often
rectangular than semicircular. Chapter 1 looks at theaters in Ferrara and Mantua,
including one for the first known production of a Roman play since antiquity, in
Ferrara in 1486, and also at the first attempt to build a permanent theater, in Ferrara
in 1503 (plans that were scrapped with the death of the duke).

TheRoman patronage ofCardinal Riario and the 1513Capitoline theater of LeoX are
the focus of chapter 2. Venice (chapter 3) was theatrical in its very nature but took on
more significance with the arrival of the architect Sebastiano Serlio after the Sack of
Rome. Not only did Serlio publish the first plans of Roman theaters but he also built a
theater derived from that form in Vicenza in 1539. The Medici, not surprisingly, pre-
sented in Florence some of the most elaborate spectacles of the Renaissance, with tempo-
rary theaters to match, especially for the wedding celebrations of 1539, 1565, and 1589
(chapter 4). The book’s one non-Italian excursion is alsoMedici related: the theater built
in Lyons in 1548 for the triumphal entry of Henry II and Catherine de’Medici.

With chapter 5, Johnson turns to theaters intended to be permanent, including the
first one actually built and used at the court of Ferrara around 1551, and theaters open
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to the ticket-buying public for performances of commedia dell’arte in Rome, Florence,
and, in the 1580s, Venice. It was in the two Venetian theaters that a vital element of the
later opera theaters came into being: private boxes, arranged in superimposed levels in a
horseshoe shape. Before considering the first theaters built for opera, Johnson looks at
two other sixteenth-century types. First, theaters modeled on those of ancient Rome
(chapter 6), notably those of Andrea Palladio, with, naturally, the Teatro Olimpico
of Vicenza receiving most of the attention. The second form, what Johnson calls the
“drama-tourney theater,” is the subject of chapters 7 and 8. This hybrid form combines
seating in the Roman manner and an up-to-date stage with a space in between for mock
combats. These include the only two theaters of the period other than the Olimpico still
extant: Scamozzi’s Odeon in Sabbioneta and Aleotti’s Teatro Farnese in Parma.

The final section of Johnson’s study looks at the seventeenth-century opera house, as
it emerged from the Venetian comedy theaters of the 1580s, retaining the auditorium,
with its U-shape and box seats, but expanding the depth of the stage for the new
requirements of opera. Chapter 9 looks at the first public theater intended for opera,
San Cassiano (opened for opera in 1637), and others that followed in Venice.
Chapter 10 follows the spread of the Venetian model, especially to Naples, Modena,
Florence, Siena, and Fano; chapter 11 takes an extended look at Rome’s Teatro
Tordinona.

Throughout this fine book, Johnson blends his own original research with the best
work of other scholars, most importantly Italians, much of which has appeared in nar-
rowly focused or highly localized venues and was therefore largely inaccessible. Of par-
ticular value is the way Johnson consistently situates the theaters he discusses in their
social and political contexts. The book is clearly written and profusely illustrated
(nearly two hundred images in black-and-white and color). This is clearly the defin-
itive study of Renaissance and early Baroque theaters and should be on the reading
lists not only of scholars and students in the fields of theater and architecture but
also those of musicologists and historians concerned with the role of culture in
early modern Italy.

Jonathan Glixon, University of Kentucky
doi:10.1017/rqx.2019.520

Interactive and Sculptural Printmaking in the Renaissance. Suzanne Karr Schmidt.
Brill’s Studies in Intellectual History 270; Brill’s Studies in Art, Art History, and
Intellectual History 21. Leiden: Brill, 2018. xxviii + 440 pp. $195.

Schmidt’s innovative work on interactive prints will already be known to early modern-
ists through her groundbreaking exhibition, in 2011, and the beautifully illustrated
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