
Although the artist was only in London for four years, Franits ascribes thirty-seven
paintings to him (twenty-eight known; nine lost), and another thirty-six which he sug-
gests on stylistic grounds may have been executed during the London sojourn. So with
an output of possibly over seventy works, many of them also engraved, the response to
his arrival in London appears in the numbers. There was a market there—one that
favored the style of portraits similar to those by the then-popular Godfried Kneller,
who was also in London with a formidable practice at the same time.

There were, in fact, many foreign artists working in London throughout the
seventeenth century, including several Dutch ones. Although Franits addresses their
work in terms of style and composition, a list of artists would have created a fuller con-
text of Schalcken’s possible rivals, and a concept of an expat community, if there really
was a community. In this regard, he locates the residences of his patrons and their rela-
tionship to each other. But here too, one would have liked a map of the area, with an
indication of where Schalcken was living in relation to others. Franits is surely correct
that the patrons who lived near each other saw each other’s portraits and recommended
Schalcken to each other.

Franits is masterful at developing in-depth biographies of these London patrons.
Much of this information, as well as Schalcken’s own biographical information, is
new, despite a previous catalogue raisonneé (Thierry Beherman, Godfried Schalcken
[1988]; curiously, Franits doesn’t explain why we now use the Latinized spelling of
his first name). The subject of Schalcken’s London patrons was also the topic Franits
addressed in the 2016 symposium for the exhibition, Godefridus Schalcken: Painted
Seduction, later published in the Wallraf-Richartz-Jahrbuch (77 [2016]: 19–42).

Although most of the book is devoted to portraits, including self-portraits, Schalcken
did execute many genre scenes in London, as well as some history paintings and at least
two flower pieces. Franitz also explores Schalcken’s entrance into each of these markets.

Thus, Godefridus Schalcken’s sojourn in London is partly about his work, his
patrons, and his clientele, but also about the nature of the growing English art market.

Frima Fox Hofrichter, Pratt Institute
doi:10.1017/rqx.2023.109

Hans Holbein: The Artist in a Changing World. Jeanne Nuechterlein.
Renaissance Lives. London: Reaktion Books, 2020. 288 pp. £15.95.

Jeanne Nuechterlein’s Hans Holbein: The Artist in a Changing World provides a
welcome reconsideration of the artist at an opportune moment, with renewed attention
to Holbein and German Renaissance art due to several prominent recent exhibits. The
book is part of Reaktion Books’s Renaissance Lives series. As Nuechterlein is quick to
explain, Holbein is ill suited in some ways for inclusion in a biographical series focused
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on the lives of significant early modern figures, given that little is known about his
life, and he remains frustratingly elusive as an individual. Very little direct evidence
about his life remains and he left behind no written corpus. Nuechterlein addresses
this challenge by interrogating the larger enterprise and methodology of the artist
biography and by reframing the book’s intent: “Instead of trying to recover Holbein
as a fixed personality, this book aims to illuminate the complexity of his world and
the images he generated” (12).

Although not structured as a history of a life from birth to death, the book progresses
in a largely chronological way, beginning with Holbein’s early years as an artist in
Augsburg and ending with his late works in England. Nuechterlein’s focus is on the
way Holbein responded to changing intellectual, artistic, religious, and political forces
in his lifetime and probing moments of change in Holbein’s art, stating that “we can
never be absolutely certain about the motivations behind changes, but they provide
critical points for investigation and analysis” (11). The book explores his training, his
use of materials and graphic techniques (chapter 1), his response to humanism and new
forms of classically inspired representation (chapter 2), religious changes, signally the
Protestant Reformation (chapter 3), new forms of scientific knowledge (chapter 4),
and his changing patronage base (chapter 5). The result is an in-depth treatment of
Holbein’s artistic production, with individual works shown as highly responsive to
the specific contexts of their making, and a comprehensive examination of the broader
forces that Holbein navigated.

The book suggests what Holbein was seemingly not personally interested in, most
notably religion and science, and the ways in which his career and artistic approach dif-
fered from those of his contemporaries. Of Holbein’s religious beliefs, Nuechterlein
states, “We might conclude . . . that he did not have the deepest of convictions either
way” (126). Similarly, “it seems unlikely that Holbein ever had much personal interest
in science per se” (140). The book makes inferences about Holbein’s motivations, but
tempers interpretation with caution. What was of interest to Holbein? Status, security,
and reputation, certainly. A careful reading of Holbein’s works reveals what engaged
him artistically and what makes his art distinctive and compelling. His representational
approach is shown to skillfully manipulate reality to create works that appear closely
based on empirical observation, yet he also introduces elements that depart from reality
as a way of conveying meaning or heightening artistic effect.

Holbein’s output as a portraitist in Henry VIII’s England is likely the best-known
aspect of his career. According to Nuechterlein, Holbein painted portraits for over
20 percent of the eighty-three English peerage families during his time in England.
That popularity is persuasively explained by identifying the ways in which Holbein’s
style was uniquely suited to the dynamics of that particular historical moment. His
ability to create portraits that “essentialize, and naturalize, a personal and social identity
for each sitter” (219) would have been especially desirable at a time when social position
was increasingly unstable and liable to change rapidly, to the notable detriment of
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several of Holbein’s prominent sitters. His unquestionable talent as a portraitist is
further grounded in his ability to “successfully generate the impression that the inner
person is fully aligned with their external projection” (210).

This is that unusual book which is both accessible to the general reader and
illuminating to the specialist. Nuechterlein deftly explains key concepts in a way that
is comprehensible to a reader new to the subject, without making the book feel intro-
ductory to the specialist who will find many new insights to take away from the analysis.
The book provides a deep reading of Holbein’s career and explores the full contours of
his artistic practice, providing close readings of lesser-known works alongside treatment
of his better-known works. Work such as his designs for media other than painting and
printed projects is shown as key to understanding his output, representational choices,
and artistic development. While Holbein the individual persona may remain tantaliz-
ingly out of reach, his artistic intentionality and approach is recoverable, as the author
demonstrates. This comprehensive and authoritative work is a welcome addition to
Holbein literature and offers a definitive treatment of the artist.

Heather Madar, California State Polytechnic University, Humboldt
doi:10.1017/rqx.2023.110

L’artiste et l’antiquaire: L’étude de l’antique et son imaginaire à l’époque moderne.
Emmanuel Lurin and Delphine Morana Burlot, eds.
Paris: Picard, 2017. 240 pp. €52.

The book is a calibrated reworking of the results of the innovative and multidisciplinary
international conference organized in Paris in 2014 by the Université Paris-Sorbonne
and the Institut national d’histoire de l’art (INHA), which saw the participation of
archaeologists and historians of ancient and early modern art. Qualified by a
well-structured organization and excellent contributions from the most authoritative
scholars on the various topics treated, it assesses the state of the question in the litera-
ture. It stands out for its many merits, one of which is the quest to attain a more refined
perception of the role played by artists in antiquarian scholarship.

This work highlights the importance of the documentation (i.e., prints and drawings)
reconsidered in recent scholarship for both content and method of production, such as
exceptional reproductive techniques, the definition of a specialized visual repertory, and
the dissemination of knowledge through imagery. The analysis of modalities of cultured
collaboration established between antiquarians and artists illuminates, for the first time,
socio-professional networks, documentation and illustration practices used for treatises,
the material objects produced, and an antiquarian visual repertory understood as an
essential, richly informative point of reference rather than as a subordinate form of rep-
resentation. The book probes previously underexplored issues, such as the relationships

REVIEWS 221

https://doi.org/10.1017/rqx.2023.110 Published online by Cambridge University Press

https://doi.org/10.1017/rqx.2023.110

