plans of each of the building’s three stories
are provided, these are inexplicably relegated to an appendix. Nearly eighty pages
into the chapter, Plaza begins a focused
analysis of the palace’s design that characterizes the project as a masterful case of
problem solving, in which Ammannati
overcame preexisting conditions to create
a successful design featuring innovative architectural features as well as carved and
painted ornament. After reviewing the allegorical program for the painted portions of
the façade designed by Giorgio Vasari,
Plaza describes the Palazzo Montalvo as an
homage to Cosimo rather than arguing for
its status as a ducal monument.
Chapter 5 turns to the palace of Fabio
Arrazola de Mondragón, a courtier who began service as a tutor to the prince Francesco. The Palazzo Mondragón occupies a
prominent, triangular site on the Canto dei
Cini, with one of its three façades visible
from the piazza fronting Santa Maria Novella, a storied Dominican monastery of
special significance to Florence’s Spanish
community. Although the chapter offers a
close reading of Ammannati’s architecture,
it adds little to the larger claims about Spaniards in Florence that the reader might expect to lie at the heart of this book. As with
the previous chapter, the author provides an
exhaustive description of the building and its
site, but without much interpretation.
Chapter 6 explores the little-studied palace of Baltasar Suárez de la Concha, the Palazzo del Baliato, sited on the Via Maggio.
Unlike the other two courtier patrons Plaza
discusses, Suárez was a wealthy wool merchant. Named master of the Order of Santo
Stefano in 1590 and consul of the Spanish
nation in Florence in 1607, Suárez owed his
social rank to his 1573 marriage to Maria
Martelli, sister of Cosimo’s second wife.
Notably, the nuptials were brokered by
Ramírez de Montalvo. Complicating the
story of the Palazzo del Baliato is the fact
that Suárez purchased three separate properties—in 1576, 1582, and 1590—and then
joined them. Among the palace’s notable
features are remnants of a fourteenthcentury loggia incorporated into the ground
level of the courtyard. Plaza compares the
extensive use of rustication in the palace
façade to Ammannati’s contemporary expansion of the Palazzo Vecchio for Ferdinando I. Although he makes no claims of
authorship for the palace, he convincingly

suggests that the building ought to be considered within the context of court patronage.
The book’s final chapter surveys three
villas in the vicinity of Florence owned by
Ramírez de Montalvo, as well as the feudal
palace of Sassetta near Piombino, which he
acquired in 1563. Plaza offers new documentary evidence for some of the buildings and
revisits existing scholarship on others. The
book ends on page 483 in the midst of Plaza’s
comments about seventeenth-century interior features of the Sassetta palace; he provides no concluding remarks for the chapter
or for the book as a whole. Instead, the reader
finds three appendixes, including family
trees, documentary transcriptions, and a
series of plans and elevation drawings that, as
noted, would have been better placed within
the body of the text.
More thorough editing would have
eliminated this book’s repetitive passages
and also better highlighted its novelties.
While Plaza deserves admiration for bringing these stories of architectural patronage
to light, the decision to provide such extensive background material raises the question
of the book’s intended audience. Is Plaza
writing for readers who might not be familiar with the history of Renaissance architecture, or is he seeking to engage with experts
in the field? If the latter is his aim, his assertions about the significance of Spanish
interests and political maneuverings in Florence could have been more forceful, as the
city still occupies a central position in early
modern architectural history.
JESÚS ESCOBAR

Northwestern University

Note
1. Jack Freiberg, Bramante’s Tempietto, the Roman
Renaissance, and the Spanish Crown (Cambridge:
Cambridge University Press, 2014); Ximo Company, ed., Bramante en Roma, Roma en España: Un
juego de espejos en la temprana edad moderna (Lleida:
Universitat de Lleida, 2014); Sabina De Cavi, Architecture and Royal Presence: Domenico and Giulio Cesare
Fontana in Spanish Naples (1592–1627) (Newcastle
upon Tyne: Cambridge Scholars, 2009).

Anne-Marie Sankovitch
The Church of Saint-Eustache in the
Early French Renaissance
Turnhout, Belgium: Brepols, 2015, 261 pp., 354
b/w illus. $129 (paper), ISBN 9782503555140

The posthumous publication of Anne-Marie
Sankovitch’s PhD dissertation (Institute of

Fine Arts, New York University, 1991) on
the Parisian church of Saint-Eustache is a
gift for those architectural historians interested in the complex panorama of early
French Renaissance architecture and,
more generally, in the architecture of late
medieval and early modern Europe. Sankovitch’s study is preceded by a series of
short essays by Krista de Jonge, Jean Guillaume, Étienne Hamon, and Marvin
Trachtenberg, the volume’s editor, that
help to contextualize the author’s pioneering
contributions within the abundant recent
literature in the field.1 Sankovitch’s original
bibliography has been updated to include
the most relevant recent publications.
The book is beautifully illustrated
with 354 photographs, the vast majority
of which Sankovitch took herself. The
care taken by the editor and publisher in
arranging and scaling the photographs is
exemplary: not only do readers have visual access to Saint-Eustache through an
abundance of high-quality, full-page images, but also the grouping of scaled sets
of architectural details (for instance, figs.
52–59) eloquently supports Sankovitch’s
compelling analysis of the building.
The volume is organized into seven
chapters that focus on the conception,
design, and early construction phases of
Saint-Eustache, from 1519 to approximately 1545. Chapter 1, “A Critical Historiography of Saint-Eustache,” provides
an intellectual map to the chapters that
follow. It reviews the literature on the
church, starting with Gilles Corrozet’s
sixteenth-century Paris guidebook and
working its way up to Anthony Blunt’s
assessment of Saint-Eustache as a building of both “great importance” and
“bastard design” (10). In her characteristically clear prose, Sankovitch states the
central issue concerning Saint-Eustache:
the building’s supposed “stylistic duality”
(11) and the historiographical tradition that
—by applying binary interpretive categories such as French Gothic versus Italian
Renaissance and medieval structure versus
classicizing ornament—has effectively prevented scholars from grasping the building’s complexities. In the chapters that
follow, Sankovitch tackles different aspects
of this issue, thus turning an ambitious
project about Saint-Eustache into a
broader study of French architecture at the
beginning of the sixteenth century.
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Chapters 2 and 3 focus on the decision
to build. In the former, titled “Problems of
the Site and the Struggle to Enlarge the
Church,” Sankovitch carefully situates the
early history and planning of the current
building within the context of urban developments in the neighborhood of Les Halles
between the thirteenth and sixteenth centuries. Chapter 3 deals with patronage and
convincingly brings Saint-Eustache under
the umbrella of King Francis I’s ambitious
urban projects of the late 1520s, along with
Pierre Lescot’s design for the new Louvre
and Domenico da Cortona’s interventions
at the Hôtel de Ville. Sankovitch establishes
a connection between Francis I and SaintEustache through the prevôt de Paris, Jean
de La Barre, a representative of the king,
who was directly involved in the financing
and planning of the new church. Through
a comparison of Saint-Eustache and
Notre-Dame, she also draws a symbolic
connection between the urban projects of
Francis I and those of the Capetian king
Philippe Auguste (1165–1223), who first established Paris as capital city.
Titled “A Revised Building History, the
First Master, and Serlio,” chapter 4 presents
a close analysis of the building’s architectural features; this ninety-page chapter,
which features 199 illustrations, constitutes
the core of the volume. Here, Sankovitch
details the chronology of the building’s first
construction campaign and provides a meticulous visual analysis of the architecture
and decorations that characterize its different phases. She identifies the publication
of Sebastiano Serlio’s Book IV (1537) as a
defining event for the project of SaintEustache, after which the classicizing vocabulary of its decorative apparatus took
an “orthodox” turn.
Chapter 5 deals with the identity of
the building’s architect. Since the midnineteenth century, the design of the
church has been attributed to, in turn,
Domenico da Cortona, Pierre Lemercier,
and Jean Delamarre. Given that the archival record has proved insufficient to
confirm a name, Sankovitch’s aim is not
to establish who designed the church but
rather to create a “stylistic profile for the
architect” (135). This approach, which
brings the author into discussions of a
variety of relevant buildings—including
Saint-Maclou in Pontoise; Saint-Merry,
Saint-Etienne-du-Mont, and Saint-Victor
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in Paris; Saint-Martin in Triel; Saint-Pierre
in Caen; and the churches of Villiers-le-Bel
and Momtargis—thus resituates SaintEustache in the landscape of early Renaissance architecture in France. Sankovitch
makes a compelling argument for attributing the building to Delamarre, and she also
sketches a possible career trajectory for
him. As Étienne Hamon points out in his
response, her hypotheses have been supported—if not definitely confirmed—by
recently discovered documentation on Delamarre’s work in Paris in the 1510s.
The book’s final two chapters consider
the design choices made at Saint-Eustache
and the principles regulating the project.
Chapter 6, “The Presence of the Past at
Saint-Eustache from Cluny to Pavia,” explores a variety of sources that help to situate the design among French Romanesque
and High Gothic buildings. Sankovitch
paints a complex picture of the relationship
between Saint-Eustache and other Flamboyant buildings—a picture that has since
been enriched by the recent contributions
already noted on Flamboyant architecture
in Paris and beyond. Chapter 7, “Gothic
and Late-Gothic Strategies of Architectural Composition,” examines the design
methods employed by the architect of
Saint-Eustache. Sankovitch identifies
two operative methods: first, the “repetition of the same form at a varied scale and
proportions” (207), and second, the “decorative variety within the same or similar
forms” (213). She then proceeds to illustrate how these principles were applied in
the church’s composition, thus providing
the reader with a clear analytical framework for comprehending its complexity.
It would be unfair to linger on the imperfections of a dissertation that was not
intended to be published “as is,” but the editorial choice of not translating into English
the numerous quotations from French literature seems questionable, as it prevents
many nonspecialist readers from fully appreciating the subtleties of Sankovitch’s reasoning. This shortcoming, however, does
not reduce the overall quality of a text that
reads well, is supported by solid documentation, presents compelling arguments, and
brings forth a theoretical approach that
stands strong almost three decades after it
was devised. The corrections that Hamon
suggests in his response (xi–xiii) are of a
chronological rather than a theoretical

nature, and they do not undermine the
validity of Sankovitch’s work. The Church of
Saint-Eustache in the Early French Renaissance
is an authoritative reference on SaintEustache and a fundamental contribution
to the literature on late medieval and early
modern European architecture.
SARA GALLETTI

Duke University

Note
1. This literature is exemplified by the following
works, all of which focus on Paris: Agnès Bos, Les
églises flamboyantes de Paris (XV e–XVIe siècles)
(Paris: Picard, 2003); Tiziana Pezzella, SaintEtienne-du-Mont: Storia di una chiesa parigina
(Bologna: Pitagora, 2009); Étienne Hamon,
Une capitale flamboyante: La création monumentale à Paris autour de 1500 (Paris: Picard, 2011).
Other recent volumes treating the broader
landscape of late Gothic and early Renaissance
architecture include Yves Esquieu, Du gothique
à la Renaissance: Architecture et décor en France,
1470–1550: Actes du colloque de Viviers, 20–23
septembre 2001 (Aix-en-Provence: Publications
de l’Université de Provence, 2003); Monique
Chatenet et al., eds., Le gothique de la Renaissance:
Actes des quatrième rencontres d’architecture européenne, Paris, 12–16 juin 2007 (Paris: Picard, 2011);
Ethan Matt Kavaler, Renaissance Gothic: Architecture and the Arts in Northern Europe, 1470–1540
(New Haven, Conn.: Yale University Press, 2012).

Itohan Osayimwese
Colonialism and Modern Architecture
in Germany
Pittsburgh: University of Pittsburgh Press, 2017,
344 pp., 8 color and 74 b/w illus. $49.95 (cloth),
ISBN 9780822945086

For a work of historical scholarship, Itohan Osayimwese’s Colonialism and Modern
Architecture in Germany has a surprisingly
compelling opening. In the first sentences, the author stages a meeting in Berlin
during the summer of 1913, where, gathered around a massive oak table, are “some
of the men now considered to be the doyens of modern architecture in Germany”:
Henry van de Velde, Hermann Muthesius,
Bruno Taut, Walter Gropius, Hans Poelzig,
Paul Schultze-Naumburg, and Dominikus
Böhm, as well as some “lesser-known colleagues and protégés,” including Carl Rehorst, Adolf von Oechelhä user, Konrad
Wachsmann, and—the lone woman in the
group—Margarete Knüppelholz-Roeser (3).
On the agenda is a discussion of “the status

