Really, Vasart did not much value the works of Tidan: he had no special attention

the great artist in the first edition of his famous Pt (1550}, Titian was not an incelleciual
artist from YVasaris viewpoing, he was not capable of abstraction, and he was too inclined
towards color Vasari did concede. in the second cdition, that the Venetian painters systern—
atized disegno and cofore, however. In that regard It is necessary to note that many Venedans
criticized Florentine-F.oman centralism and defended Venetian painting in their treatises on
painting in the sxreenth and seventeenth centuries. They wrote very often sbout the pro-
found sense of the works of Titian, Tintoretto, and Veronese. OF course, we can sav that the
sentence “life as nature” is identical to the sentence “natura potentior ars.” But is it the strong
position or not in Titdan’s works? Valeska von Rosen remarks justly that the epposition of
theory and practice in Titian’s works need not perpetuate the mythos of the genius, wlo was
net undesstood and remained in solaton. The Pletd, Christ Crowned with Thorns, and his
muany portraits show that Titlan knew the historical and political realities of ancient ome
and his time. For cxamiple, he knew the famous mact of Castiglione, The Coursier (1528),
The texct includes many quotations about the worlk of Titian's contemperaries in Tralian
from the scholarship of contemporary specialists in the history of art. However, they are too
voluntnous. Unforcunately, there are only a few color illustrations. But these flaws are nat
serious drawbacks. T mwst say that this book 1s very interesting and usefal not only for spe-
clalists in art history, but for all who have interest in the culture of Italian Renaissance.
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Priorista (14071459} 15 an impressive and exhaustive work in the paleographical tradi-
tion of historical schelarship. During the constitutional reforms in Flevence in 1282-83, the
position of priore was established. Originally representing the three most important trade cor-
porailons, priori eventually came to represent different sections of the city, with their number
expanding to eight. For many years, the priord, who served two-month terms, constituted
the sigroria and made up the chief governing body of Florence. A priorista, which could be
either a publicly authorized or a privately produced document, was a registy of the names
of the priosi. Prioisti often inclnded events of public importance as well, and historians of the
era (and later) turned to them for information. For the first book of his torie fiorentine, for
example, Giovanni Cambi drew heavily upon the Petriboni-Rinaldi priorista, which cer-
tainly was known also to Poggio Bracciolini and Flavio Biondo, and possibly to Niccold
Machiavelli. Jacqueline Guewirth’s edited version of this text, begun by Pagelo di Matteo
Petriberi and completed by Matteo di Borgo Rinaldi, represents a significant contribution
to the recovery of this important document, all But forgotten for most of the modern era.

In the introduction Gutwirth clarifies several substanive issnes surrounding the Petri-
boni-Rinaldi priorista There are actually two surviving manuscript versions, the Pluteo TXI,
Codice 35 (BLF) in the Biblioteca Medicea Laurenziana di Firenze and one classified as
Conventi soppressi, C.4.895 (Santa Mariza Novella) in the Biblioteca Nazionale Centrale di
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ghteenth cenmry.
What unites all these “stories” as subject of a single volumne are their splendid ustra-
tions. These limages form the most intriguing element in the mix of thematcally diverse sub-
ject maiter this publication combines. Moderately sived, Storie racconiate & dissegnate holds a
wonderful variety of sixteenih- to eightesnth-century grapluc art the author has reproduced.
Furio Bianco must be particularly commended for the reproduciion of the handwritten and
richly illustrated documents, which may have been executed with later publication in mind.
He has lifted from archival obscurity a number of visual gems with raw illustrative power.
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This excellent book by Valeska von Rosen is an essential contribution to the investiga-
tion of Titian Vecellio’s works. Tt is a short, abridged version of the author disscrtation from
the Freie Universicit Berlin in 1998. The main features of this book are serupulous analysis
and much new data. Rosen’s thests is directed against Giorgio Vasari's opinion of Titian as an
artist with no philosophical background who merely imitated nature and accentusted the
play of color. To critique Vasari’s conception, Rosen uses the notions of mimesis and seli-
definition. She writes that Vasari considered Titian to be an artist of limited education and
intellect, underestimating his practical style of thinking because of the special social and cul-
tural situation of the rich merchant city of Venice. Riosen perfectly uses the notion of mime-
sts, exploring the correlation between art and real life in Titans works. She fruicfully
examines the tracts of ancient authors (Plate, Axistotle), which are very necessary to under-
stand many principles of Italian painting of the Renaissance. The author knows very well the
modern scientific literature on the problems of this art.

Whether Rosen is correct in using the notions of mimesis and seli~definition as neces-
sary for the revision of the apparatus of ideas in the study of the arts (similar to “linguistic
turn” in the theory of literature of the twentieth century) is questionable; but her reflections
and searches in this direction are worthwhile. Of course, there is too much that 1s imaginary
and only simiar to truth in the works of painters for true mimesis, but the sense of it is found
in the reflection of genuine feelings and emotions in the characters portrayed. As Rosen
proves, Titian did much for mimesis, though, asVasari wrote, disegno in his werks is less appar-
ent than in the works of the artists of Florence and Rome (Leonardo daVinci, Raphael, and
Michelangelo). It goes without saying that the differences between the Florentine and Vene-
tian schools of painting were very significant. The usual opinion is that the great artists of
Florence reflected and theorized too much, but the artists of Venice had more practical sense
with their great love for color. The study of Ttalian treatises on the arts in the sixteenth and
seventeenth centuries brings Rosen to the conclusion that Titlan also was inclined to
“ragionare della pittura,” The works and letrers of Pietro Aretino, who lived in Venice for a
long time and was friendly with Titian, are particularly important clues to this conclusion. It
is very significant that Titian’s friendly contacts with many Venetian humanists and writers




