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TITIAN: HIS LIFE AND TIMES.

CHAPTER 1.

Rivalry of Titian and Pordenone.—Pordenone decorates the Public
Library, and Titian loses his Broker’s Patent.—Pordenone is
ordered to compete with Titian in the Public Palace, and Titian
paints the ¢ Battle of Cadore.”—History of that Picture.—Site of
the Battle.—Prints by Fontana and Burgkmair; Rubens’ Drawing,
and Copy at Florence.—Titian in contrast with Da Vinci and
Raphael.—Drawings of the ‘‘ Battle of Cadore.”—Portraits of
George Cornaro, Savorgnano, and others.—Death of the Duke of
Urbino and Andrea Gritti.—Portrait of Doge Lando.—Sultan
Soliman.—Titian’s private Affairs.—He fries to visit Florence
and Rome.—He fails.—Aretino and his Lampooners.—Del Vasto
gives a Canonry to Titian’s son.—The ‘¢ Allocution.”’—Portrait of
Bembo.—Death of Pordenone.—Titian regains his Broker’s Patent.
—+¢Angel and Tobit,” and *‘ Presentation in the Temple.”—From
Jacopo Bellini to Paolo Veronese.

TiTiaN’s life and times have been traced from his
first landing at Venice to the days when he completely
established his independence. The eminence of his
position was now so fully recognised that he had
nothing apparently to fear from any sort of competi-
tion; yet it is a fact that he only held his own by
great and constant exertion, and he never once was
free from strong and even dangerous rivalry. A
versatile craftsman, it would have been difficult to
find a single artist who could paint a picture or a
portrait with more taste or skill than himself. But.

VOL. IL B

%



2 TITIAN: HIS LIFE AND TIMES. [Cmar. I.

there were branches of his profession in which he
probably confessed his own inferiority, and we cannot
be sure that he would not have been able to name, at
least, one Venetian who surpassed him in the practice
of fresco. There were moments too when he would
have admitted that there was a limit to the extension
of his business as a painter, a limit at once defined by
his own powers of production and the ability of a
wealthy public to absorb the produce of his pencil at
the price which he felt inclined to put upon it. Again
he would have to choose between the sources of
income derivable from composed pieces or likenesses.
At the period with which we are now concerned he
neglected composition to some extent as being less -
profitable than portraits, and this gave him a certain
one-sidedness which did not escape general observation.
The Venetian public seeing that in five years he had
not brought out more than three or four pictures,
whilst his portraits or portrait canvasses nearly
reached the number of forty, grew impatient of his
exclusiveness. The government which had besought
him in vain to complete one subject at least for the
Council Hall looked round for a cheaper, more pliant,
and more accommodating artist. Gritti, the Doge,
whose countenance and support had been Titian’s
mainstay, grew old or wearied of defending him ; and
the result was the coming of Pordenone.

Pordenone had spent most of his life as a monu-
mental draughtsman. Scarce a town or a village in
Friuli could be named in which he had not covered an
aisle, a chancel, or a choir with frescoes. In Venice
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itself he had decorated the whole of one church and
the cloisters of another with compositions celebrated
for the talent with which they were executed. But
his settlement in the capital had long been deferred,
because the freedom of a wandering life or the charms

of a country residence had always had more attrac- °

tions for him than the confinement of a city. Perhaps
also Pordenone was ill satisfied to hold rank after
Titian, to whom he succumbed in 1527 ; still less
pleased after 1533 to think that he was socially
inferior to his rival, who had risen to the status of a
count of the Roman Empire. But after 1528 Porde-
none’s fame had greatly increased. It extended far
beyond the alpine regions which surrounded his home
—to Mantua, Cremona, and Genoa. It was no longer
based exclusively on skill in fresco painting, but on
solid acquirements in every branch of art. Socially
the gap which lay between him and Titian had been
filled by a patent of nobility purchased or begged from
the king of Hungary. Besides this, Pordenone’s
residence in the hills had been made intolerable by a
family feud, and—last not least—Venice, as a market
for artistic production, had acquired an importance
hitherto unforeseen. During a period of comparative
quiet, that portion of the public receipts which the
government of Venice was authorized to expend on
the preservation of state buildings had been allowed
to accumulate. It was asserted in a minute of Decem-
ber, 1533, that the sum set apart for the keep and
repair of the public palace had risen to 7000 ducats,

though, two years before, 1700 ducats had been spent
B2
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in rebuilding the library called in after years the Sala
del Scrutinio or Sala d’Oro.* Looking round for
" artists to adorn this large and noble hall, which lay at
right angles to that of Great Council, the sages had to
determine whether they should employ the facile hand
of Bonifacio or Paris Bordone, or trust to the un-
certain promises of Titian. At the critical moment
Pordenone made his appearance at Venice; and his
services were instantly accepted. The library had
been restored architecturally by Serlio and Sansovino
under the superintendence of Antonio Scarpagnini,
builder of the Fondaco de’ Tedeschi.t All these artists
were friends of Titian, and, we may believe, hostile to
Pordenone, yet they were compelled to witness the
favour extended to Titian’s rival. Scarpagnini, when
ordered to pay ten ducats to Pordenone for preparing
the decoration of the library ceiling, declined to per-
form the duty. The Council of Ten respected the
feeling which dictated his conduct, but not the less
continued to patronize the painter of their choice.}
The library was so far advanced in March, 1537, that
the Council of Ten entered a special minute on the
journals to mark its approval of Pordenone’s work.
Not satisfied with this negative rebuff, it determined
also to promote Pordenone at Titian’s expense, and on
the 23rd of June it issued the following hard and
significant decree :

* Lorenzi, u. s. pp. 204 & 213. | 4, c. xi. p. Ixx, with Lorenzi, u. s.
+ Compare Serlio’s own state- | pp. 194 & 213,
ment in “Regole generali di ar- I See the details of these trans-
chitettura,” fol. Ven. 1537, lib. | actions in Lorensi, u. s. p. 213,
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“ Since December, 1516, Titian has been in posses-
sion of a broker’s patent, with a salary varying from
118 to 120 ducats a year, on condition that he shall
paint the canvas of the land fight on the side of the
Hall of Great Council looking out on the Grand
Canal. Since that time he has held his patent and
drawn his salary without performing his promise. It
is proper that this state of things should cease, and
accordingly Titian is called upon to refund all that he
has received for the time in which he has done no
work.” *

Preparations were then made to install Pordenone
as a rival to Vecelli ; and on the 22nd of November,
1538, an order was issued appointing Giovanni An-
tonio da Pordenone to paint the picture between the
pilasters six and seven in the Hall of Great Council —
the space next to that reserved to Titian's.t These
proceedings of the council, however severe they may
have appeared to the person most concerned, were not
without immediate effect. They induced Titian to
think at once of his promise, and four months after
the issue of the decree against him Aretino wrote the
letter of November 9, 1537, already quoted in these
pages, in which, after describing the picture of the
Annunciation sent to the Empress, he spoke with
emphatic praise of that which his friend was painting
in the Palace of St. Mark.}

The state of irritation in which Titian was placed

® See antes, and Lorenzi, p. 1 Aretino to Titian, Nov. 9,
219. 1537, in Lettere di M. P. Are-
+ Lorens, p. 223. tino, i. p. 180.
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by the rivalry of Pordenone and the displeasure of the
council may be easily conceived. We can fancy his
despair at being asked to refund the unattainable sum
of 1800 ducats, and obliged to remain, if but tem-
porarily, deprived of his annual salary. We ¢an
picture to ourselves Pordenone, who was no stranger
to the settlement of quarrels by arms, believing that
he too might be waylaid and killed, if not on his
defence, and he might think it fortunate that the
patent of nobility which he had recently acquired
should entitle him to wear the sword that would
allow him to pink his antagonist. But nothing in
Titian’s conduct, then or after, appears to have justi-
fied his adversary’s precautions. Titian redressed the
wrong which he had inflicted on himself by diligently
completing the battle-piece, which Vasari declared to
have been the finest and best that was ever placed in
the Hall* Though a tardy atonement, it was the
fittest that he could make; and we contemplate,
even now, with a sigh the loss which the destruction
of this composition inflicted on the Arts. In copies,
drawings, and a print which have casually been pre-
gerved, we gain a fair knowledge of the groups which
Titian threw upon his canvas, but no notion of the
splendid execution which Sansovino attempted to
describe in the following words :

“ With surprising industry and art Titian repre-
sented the Battle of Spoleto in Umbria, where—conspi-
cuous above all others—a captain, awake on a sudden

* Vasari, xiii. 29.
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to the noise of a fight, was armed by a page. On the
front of his breastplate there shone with incredible
reality the lights and reflections of arms and the
clothes of the page. There was a horse of extreme
beduty and a youth [a girl] rising from the depth of a
ditch to its banks, in whose face the utmost terror
was depicted. And beneath this piece there was no
inscription.” *

It is to be borne in mind that all the pictures in
the Council Hall had inscriptions, and that the
absence of such an appendage to Titian’s work must
have had a cause. Beneath the fresco which Titian
covered, there stood as far back as 1425 a sentence
which proved that it was meant to commemorate an
Imperial victory :

«URBS SPOLETANA QUE SOLA PAPE FAVEBAT OBSESSA
ET VICTE AB IMPERATORE DELETUR.”+

Why, the public might have asked, was this sen-
tence now omitted ?

Doge Gritti had always been known as a partisan of
France. He probably asked Titian to produce a pic-
ture which should prefigure the capture of Spoleto,
but illustrate an action won by Venice against the
Kaiser; and Titian doubtless chose the battle of
Cadore as one which, on account of his knowledge of
the locality, he could paint better than any other. It
was not desirable to offend the partisans of the
Emperor, who ruled the destinies of Italy by too open

+ Sansovino, Ven. Descr., p. 327. + Lorenzi, u. s. p. 61.
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an exhibition of Venetian pride.* Titian therefore
veiled the composition discreetly : he displayed in his
composition the banner of the Empire, and the cogni-
sance of the Cornari, rather than the winged lion of
St. Mark; he dressed Maximilian’s soldiers in the
garb of Romans, and refrained from giving prominence
to the characteristic troops of the Republic. The dis-
tance which simulated the Castle of Spoleto was
really the crag of Cadore. The battle thus remained
to the initiated a symbol of Venetian heroism and
success, whilst it might still appear to the ignorant a
victory without political meaning. Presuming all
this to be true, it is amusing to register the reticences
and assumptions of contemporary writers. Ridolfi,
having no precautions to observe, revealed the purpose
of the artist.t Critics of the time were more wary.
Venetian chronicles only spoke of the “land fight.”
Dolce curtly talked of “ the battle;” { and Sansovino
affected to believe that Titian represented “the cap-
ture of Spoleto.”’§ Vasari, deceived by the banter of
the Venetians, was alone in the belief that the Signors
had published a brilliant record of their own humilia-
tion; and he wrote, in apparent good faith, that
Titian’s picture represented the “rout of Chiara-

* It was a moot point whether ' Paruta, Storia Veneta, tom. iii.
Venice in 1537 should exchange | of Storici Ven. 1718, lib. viii. p.
the alliance of the Emperor for | 669.
that of France, and the matter + Ridolfi, Marav. i. 214.
was seriously discussed in that I Lorenz, p. 219; Dolce, Dia-
year in the Venetian senate. See | logo, 27, 67.

a speech by Marcantonio Cor- § Sansovino, Ven. Descr. p.
naro, in favour of Charles, in ' 327.
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dadda,” * thus substituting the action which Alviano
lost for that which Alviano won. It was. reserved to
Ticozzi’s defective historical insight to assign to Titian
two battles instead of one.t If, after this, we still
should doubt, an old canvas at Florence and a print
by Fontana would show that Titian meant to paint
the field of Tai, where the troops of Maximilian were
overthrown in sight of the Castle of Cadore. And
thus the master, who owed his knighthood and pen-
sions to Charles the Fifth, is seen without compunction
recording the defeat of Charles’ predecessor, and, as
Aretino says, doing honour to the “ Signors.”

Vasari describes the contest truly as a mélée of
soldiers in a storm of rain, but he adds that Titian
took the whole scene from life, which we can scarcely
interpret to mean that the painter was present at the
fight. We should rather think that the landscapes and
the figures were separately drawn from nature, and
this again would confirm, if confirmation were needed,
the story of Ridolfi But Titian, as we shall see,
was not so foolish as to depict one episode of a
celebrated encounter. He was too well acquainted
with the locality and history, not to be aware that its
varied incidents could scarcely be seen from a single
point. But he thought a painter might take the
liberty of composing the subject so as to show the
whole action at once, and we shall presently see how
he succeeded. Shortly stated, the main features of
the battle are these. Cadore and its castle having

* Vasari, xiii, p. 28. + Ticozzi, Vecelli, pp. 54, 114.
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fallen into the hands of the Emperor’s generals,
Girolamo Savorgnano was ordered to close the upper
passes, Alviano to occupy the lower defiles of the
valley of the Piave, and Cornaro the provveditore gave
his consent to the scheme. Alviano then concerted
measures with his colleagues, and surprised the
passage of the Boite at Venas. Having posted his
troops in Valle, and on the ground that stretches from
Valle to Monte Zucco, he sent a detachment round to
his left to seize Nebbid, with orders to fall on the
flank of the Imperialists as they advanced from
Cadore. In these positions Alviano awaited the
enemy’s attack. The chroniclers of the fight say that
the Emperor’s force was allowed to fling back the
outlying troops of the Venetians. But ¢ near a small
torrent,” “ at the first house of Valle,” Alviano turned
and took the offensive. This is the moment depicted
on Titian’s foreground.

It has been supposed by the writer of a charming
notice of the battle-field, that an arched bridge
spanning “ the torrent ” in Titian’s picture is that still
existing over the Boite near Venas, which by an
artistic licence is made a leading feature in the com-
position,* but this is probably a mistake, as may
presently be shown.

Titian’s original canvas perished in the fire of 1577,
but a complete view of the whole composition may be
obtained from the contemporary print by Fontana.
Its colours and shadows are found in the mutilated

* (adore, by Josiah Gilbert, u. s. p. 182,
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copy at Florence, its admirable detail in a drawing by
Rubens. A stream with steep and rocky banks, forms
the centre of the foreground. To the right, half seen
above the edge of the picture, a general, bafe-headed,
but armed in steel, stands resting his hand on a long
cane, whilst his page in a slashed dress ties his
shoulder-laces. Close in rear of these personages a
field-piece stands unlimbered, and a girl, who seems
to have crossed the water, struggles up with terror
depicted in her face from the depths below. On the
higher ground to the  right, the Venetian knights
with flying pennons and the Cornaro banner—three
lions passant—unfurled, moves into action; two
drummers beating, one trumpeter sounding a charge.
A groom with difficulty holds the general’s led-horse.
Across a light,stone bridge which spans the banks of
the stream, the head files of the Venetian array have
charged in twos, and are still charging the Germans,
whose cavalry and men-at-arms are falling together in
the mélée. Two Venetian knights are galloping across
the bridge, six others are on the left bank cutting down
the enemy who resists with obstinacy yet with loss. The
left-hand corner of the picture is filled by the figure
of an Imperialist soldier, whose horse is stumbling
down the bank of the stream, whilst his rider is
thrown sideways from the saddle, to which his legs
still cling with spasmodic energy. His sword is in
his hand, but his left arm is thrown up convulsively,
the head forced back by the shock of the lance
piercing the ribs; and the reins fly loosely in the air
as horse and man are hurled to destruction. In
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Rubens’ drawing, the marvellous foreshortening of this.
figure, the outline of theforms in their tension and agony, -
are admirable ; equally so those of a soldier behind, who
stands with his blade ready to defend himself, and
presents a brawny back and arms to the spectator.
Admirable, too, in this drawing is the knight who has
just crossed the bridge, and tearing on at full gallop,
stoops to his opponent, who falls headlong into the
river. The left bank is strewn right down to the
water with the bodies of the dead and dying, whilst
through the arch one sees a soldier trying to climb the
face of a perpendicular rock. In the field of Tai beyond
are two distinct bodies of troops, one in motion
nearest to the bridge, another in reserve at the foot of
a spur, which gradually rises to form the crag on
which the castle of Cadore is built. Deep ravines on
the right and left part the crag from the surrounding
hills, and flames and smoke are darting from a house,
and from the more distant battlements of the fortress.

We can fix with tolerable certainty the spot upon
which Titian made his sketch of the foreground for
the “ Battle of Cadore.” The road which leads from
Valle to Tai crosses the beds of two torrents which
take their rise in the neighbouring mountains. These
two torrents fall into one bed, south of the road, and
taking the name of Ruseco, run between very steep
banks to the Boite. The old road from Valle to
Perarolo crosses the Ruseco over a wooden .covered
bridge, which spans a chasm of some depth ; and here
we may think Titian imagined the arch of stone
which is a conspicuous feature of his picture. From



Caar. 1.] THE RUSECO. 13

the bank to the right of the stream one can see the
bridge, and the precipices over which it is built, the
side of Monte Zucco, and the road to Perarolo.
Behind the bridge the “Pian di Tai,” the very field
on which the action was ultimately won. Rising from
the Pian di Tai, the spurs are cleft to form the range
of San Dionisio, in rear of which the peak of Antelao
soars. To the left, on a height, is Valle. Titian
having chosen the bridge on the Ruseco as the point,
“near the torrent at the first house of Valle,” where
the first onset was made, takes the licence of ignoring
the natural background of Tai, but substitutes for it
that of the crag of Cadore, as it might be seen from
other points of the battle-field. He paints the action
in its various phases and general character, as if all
its parts wepe visible from one spot. He keeps
- enough of the reality to enable a Cadorine to
recognise the action, but not enough to enlighten
those whom the Venetian government might wish to
convince that the scene was the hill of Spoleto. The
deception is kept up by ingenious arrangements of
detail. The Emperor’s troops, we saw, are dressed as
Roman soldiers; their banners are those of the
empire. The troops on the other side are not under
the winged lion of St. Mark, but under a banner
which bears the three passant lions of the Cornari.
No snow conceals the land, no dolomites are visible.
There are no signs of the Stradiots, the nimble cavalry

‘of the Venetians.* The prominent forces of Venice
(]

* They were easily recognized by their cylinder hats,
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are all in armour, their infantry is thrown back into
the middle distance. We noted that Ridolfi boldly
called the fight by its real name. Fontana’s print
always has borne the title of “Titian’s Battle of
Cadore.” Burgkmair designed a woodcut for the
romance of the “ Weiss Kunig,” in which he repre-
sented, long before Titian, the action of Pian di Tai.
It is curious to observe how closely the landscape
resembles that which adorned the public palace of
Venice. Having nothing to conceal, Burgkmair
- shows the Stradiots tilting at the Germans. The
winged lion of St. Mark is the standard of Venice.
Cadore crag is in the middle of the background.
- The castle crowns the hill, under the flag of the
empire; and fire has not singed its walls. The
torrent and bridge are not component parts of the
picture, but the general lie of the ground and rocks is .
that of Fontana’s print. .

We noted, besides the print, a copy of Titian’s
picture at Florence. This is a sketch on canvas,
repeating on a small scale part of the master's com-
position. Rubens’ drawing of the principal group is
preserved in the Albertina at Vienna, and was
probably copied from the original registered in the
-great Fleming’s collection, as “a draught of horses by
Titian.” * The copy is but a transcript in Rubens’
style of outlines by a still greater artist, but we may
yet discern in it the truth, correctness, and energetic
design of Titian. It enables us to admire the com-

* See Rubens’ inventory in Sainsbury, u. s. p. 236.
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bined perfection of appropriate grouping and indi-
vidual action, carried to surprising completeness in the
splendid figure of the falling horse and man in the
left foreground, in which the weight and power con-
centrated in the foreshortenings of the “ Peter Martyr”
are apparent, allied to more searching contour. Here
we recognise a force akin to that of Michael Angelo,
conjoined with that realistic boldness which Tintoretto -
so often, yet so vainly, strove to emulate. Strange
that the same artist who preserved the group of
Lionardo’s “ Battle of Anghiari” should also have
rescued from total loss one group of the “Battle of
Cadore.” Strange that in both fragments we should
find the weapons and dress of the Roman age—
matters familiar indeed to Titian, who was studying
the antique at this time to realise his portraits of the
Ceesars, but striking in Lionardo as contrasting with
his tender delineations of Madonnas, deep-meaning
in their sublime serenity and eternal smile. In
Fontana’s print we observe Titian’s surprising art as
a composer, his rare skill in depicting the stern
reality and varied expression of a hand-to-hand
conflict. His cleverness in detail is only equalled by
the grandeur of his conception in the spring and
motion of horses. Looking at this noble display as a
whole, we are struck by its relation to the “ Battle of
Constantine” at the Vatican, which, though carried
out by Giulio Romano, was designed by Raphael. We
concede to Sanzio more simplicity of arrangement, a
more measured distribution,- more studied outline,
greater elegance in figures and drapery. But Titian
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is second to none in fancy and appropriate action,
whilst he is more naturally true and convincing by
reason of his colour and massive balance of light and
shade. Of this last quality we have evidence in"the
copy at the Uffizi, which has long been considered a
sketch by Titian himself,—a copy which, in spite of
its imperfections and hasty execution, still preserves
the tints as well as the lights and shades of the
original picture.*

We should think this canvas a ¢opy, not alone
because it is drawn and painted without the mastery
of Titian, but because its details are not those of a
preliminary sketch, and because it comprises a part
only of Titian’s composition. So great a master
would never have thrust back the prominent figures
of the general and his page to the edge of the canvas,
nor coufined himself to the indication of the trumpeter
and drummers, and leading files of the Venetian
array. He would have given to his sketch the grand
lines which distinguish Fontana’s print. A copyist,
without feeling for the laws of composition, might,
and probably did mutilate the master’s design for

some purpose of his own.

The same mutilation and

* Uffizi, No. 609. Small sketch
on canvas, four feet square, omit-
ting no less than one entire figure
of a knight on horseback, and
eight others in rear of it; all
forming part of the Venetian
troop on the right side of Titian’s
composition, as shown in Fon-
tana’s print. 'We may note some
of the colours in the Uffizi copy.

The page is in red ; the groom, in
yellow, leads a white horse. The
standard of the troops in the
middle ground is striped in red
and white, The trumpeter wears
a red dress. The horse of the
foremost rider on the bridge is
white ; the banner of the empire
white, embroidered with a black
eagle,
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gimilar defects mark a drawing which the late Dr.
Wellesley, Principal of New Inn Hall at Oxford,
fondly assigned to Titian; and we might conclude
that drawing and canvas were the labour of one pair
of hands, but that some details, such as a Stradiot in
the left side of the former, are not to be found in the
latter.® There is but one artist in the pictorial
annals of Venice whose name is mentioned in con-
nection with a copy of the “Battle of Cadore.” Ridolfi
states that Leonardo Corona, who studied the works:
of all the great Venetians, copied the masterpiece in
the Hall of Great Council, and sold it to his colleague,
Aliense, who sent it to Verona, where it passed for an
original.t It would be rash to infer that this copy
was used for the production of Fontana's print. We
are unfortunately ignorant of every detail respecting
the life of an engraver of whom but one plate is
known to exist.

- Ttalian historians were fond of attributing the
victory of Cadore to Giorgio Cornaro, the provveditore,
whom the Venetian government appointed to control
Alviano in the exercise of supreme command. Titian
appears to have given pictorial expression to this feel-
ing, which Ridolfi refused to counténance.; Not only

* This drawing passed through
the Lawrence and Esdaile Col-
lections, and now belongs to Mr.,
@ilbert, who purchased it at Dr.

pp- 185, 1886.

+ Ridolfi, Marav. ii. p. 289.
The same author, however, af-
firms: ‘““Di questa istoria molte

Wellesley’s sale, together with a

study for the horse and falling

rider, assigned to Titian, but ob-

viously by some other draughts-

man. Compare Gilbert’'s Cadore,
YOL. IL

copie si sono vedute, ma scarsa-

mente rappresentano la bellezza

dell’ originale.” (Ma.mv i. 215)
1 Ridolfi, Mar. i. 225.
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the banner is that of Cornaro, but the general,
whose laces the page is tying in the foreground of the
battle, is another man than Alviano. Some years
after this brave soldier died, a monument was erected
to his memory in the church of San Stefano at Venice,
and the quaint ugliness of his ungainly form was thus
handed down to posterity. In stature short and stout,
his head was disfigured by unpleasant pinguidity, his
nose was mutilated by scars, his hair was long and
parted in the middle, falling in limp masses over the
shoulders, and his chin and lip were free from every
trace of beard. In Titian’s battle the general is bearded,
and his head is covered with a short shock of curly
hair. His person is tall and stately, his features
handsome and manly, all distinctly pointing to Giorgio
Cornaro, of whom a contemporary panegyrist said :—

“Quam enim decora forma fuit; quanta oris majes-
tate ! qua totius corporis pulchritudine.” *

Nor is it to be forgotten that a portrait of Titian’s
best time exists which bears some trace of a likeness
to the general of  the battle,” and on the back of the
canvas are the words:—*“Georgius Cornelius frater
Catterinee Cipri et Hierusalem Regins.” Titian
had numerous opportunities of meeting Giorgio
Cornaro, who lived till 1527, and played an important’
part in Venetian politics. His form was conspicuous
in the canvas which Titian first painted for the Hall
of Great Council. It is probable that the portrait, to

#* ¢« Caroli Cappellii in funere | gustini Valerii opusculum,. &e.,
Georgii Cornelii Catharine Cypri | 4to, Patav. 1719, p. 223,
Reginee fratris Oratio;” in Au-
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which allusion has been made, was executed about
1522, when Cornaro was sixty-eight years old, but
that the painter reproduced the features of an earlier
time,* for which he had ample facility from his long
and untiring practice.

‘We cannot otherwise explain the conflicting evidenee
of style, which shows that the portrait was executed
about 1522, of an age which proves that the man de-
picted is not more than fifty years old ; of an inscrip-
tion 'which - tells that the person portrayed is Giorgio
Cornaro. Titian never produced a finer picture than
that which now adorns the gallery of Castle Howard.
Cornaro stands as large as life at a window, and his
frame is seen to the hips. His head, three-quarters to
the right, is raised in a quick and natural way, and
his fine manly features are enframed in short chestnut
hair, and a well-trimmed beard of the same colour.
On his gloved left hand a falcon without a hood is
resting, of which he is grasping the breast. He looks
at the bird, which is still chained to his finger, as if
preparing to fly it ; a sword hangs to his waist, which
is bound with a crimson sash ; a fur collar falls over a
brown hunting coat, and a large white liver-spotted
hound shows his head above the parapet. There is no
sign of a touch in this beautiful work, which is modelled
with all the richness of tone and smoothness of surface

* Cornaro’s panegyrist says he | Caroli Cappellii Oratio, u. s. p.
succeeded his father at the age | 218, and Petri Contareni in Fu-
of twenty-five. Marco Cornaro, | nere, Marci Cornelii Oratio, Jb
Giorgio’s father, was buried on | p. 202.
the 6th of September, 1479: See” :

c2
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which distinguish polished flesh. The attitude is
natural, the complexion is warm and embrowned by
sun; and every part is blended with the utmost
finish without- producing want of flexibility.*
Tradition points to another general who commanded
in the Cadorine war as one of Titian’s sitters, and
Girolamo Savorgnano, who had this honour, deserved
to be portrayed by so great a master, if only for the
grandeur of the figure which he presents in the annals
of Venetian diplomacy and war. Yet a portrait of
“ Savorgnano,” which adorns the Bankes Collection, is
not certainly that of Girolamo, who died in Friuli on the
30th of March, 1529 ; and were it even so, can hardly
have been executed as early as 1537, It represents a
man of sixty, in a dark green pelisse, with a fur collar
and sleeves, and a red stole falling across the breast
from the left shoulder. The right hand grasps the
stole, whilst the left rests on a table and lightly holds
8 glove. The whole form, detached in gloomy warmth
on a light brown ground, is striking for the grave
dignity of its bearing and the energy of its attitude
and expression, The face is open, its shape regular,
the features are well cut, and fairly set off by short
curly hair, and a close trimmed beard. It is hard to
believe that Titian should have painted a likeness of

[Omar. 1.

* This beautiful piece has been
transferred to & new canvas, on
which the old inscription above
given was oopied. There are
traces of stippling here and there
in theflesh. On thebrown back-
ground we read, * TITIANVS F.”

]

A copy of this picture was for-
merly owned by Signor Valentino
Benfatto of Venice. See the
addenda to Zanotto’s Guida of .
1863, The original at Oastle
Howard was engraved, 1811, by
Skelton,
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this boldness,—bold in touch and modelling—bold in
glance, and thoroughly natural in- attitude ; without
the presence of a model. Whilst if he produced this
work,—as we should think he did—after 1537, and
meant to depict Girolamo Savorgnano, he must have
trusted to memory or to some earlier likeness.*

If we judge of the size of the “Battle of Cadore” by
that of the Hall in which it was placed, we must con-
clude that it was a picture of great compass, with the
principal figures as large as life. If in November,
1537, Titian was at work in the palace, as Aretino
asserts,t it is not probable that he ceased to work there
before the following Midsummer. But in June and
during the latter half of the year he had time to
attend to commissions from other patrons besides the
angry and obdurate signors of Venice. Having sent
the first emperor—Augustus—in April, 1537, to
Mantua, he had been able to finish three more in the
middle of the following September; but then he
paused and surrendered every hour of his time to the
Council of Ten.} In June, 1538, he found leisure to
do his friend Sansovino a service. The Cadorines
had been quarrelling with the municipality of Belluno
a8 to boundaries, and the Doge, to whom they had
appealed, had refused to deliver judgment before
seeing & sketch of the ground. At Titian's request

# This also is a half-length, of | + See antea, p. 9.
Lifo size, on canvas, not without 1 See antea, i. pp. 422 and fv.,
injury from wear and re-touching. | and two letters of Benedetto
It once belonged to the Mares- | Agnello to the Duke of Mantua,
ealchi Collection at Bologna. in Appendix.
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the Syndic of Cadore and Girolamo Ciani took
Sansovino through the woods of the Toanella, which
skirted the Bellunese limits, and his sketch of the
country was sent to Venice and decided the case in
favour of Cadore.*

About the same time Titian painted the likeness—
still preserved in the Berlin Museum—of Giovanni
Moro, a well-known captain in the Venetian fleet,
who was appointed to a high command in the Duke
of Urbino’s armada. Moro had made his name illus-
trious in the wars of Venice with the Duke of Ferrara.
He had been envoy to Charles the Fifth, and “ Prov-
veditore Generale” in Candia. He was now on the
eve of returning to the island, where he was killed in
a riot in 1539. Titian has preserved to us the
features of a soldier who appears in long hair and
beard, with a red scarf across his arm and the baton
of his rank in his hand. The channelled breast-plate
and scolloped shoulder-pieces are cleverly rendered ;
but time has done some injury to the surfaces, which
are in part abraded and scaled away or injured by
restoring.t

#* Ciani, Storia, u. s., ii. 255-6.

+ This canvas, No. 161 in the
Berlin Museum, is 2 ft. 73} in.
high, by 2 ft. 2in.” The figure is
bareheaded, and seen to the belt.
As late as 1873 the surface of the
picture was such as to suggest
grave doubts as to the authorship
of Titian; the flesh tints being
crude and uniform, the beard and
bair repainted, and the breast
and shoulders lost in darkness.

In white letters, on a very dark
ground, the following modern
inscription was to be read :—

IOANNES MAVRVS
GENERALIS MARIS
IMPERATOR
MDXXXVIIL.

In 1874 the canvas was regene-
rated by Pettenkofer's prooees,
when much of the richness of the

original tones reappeared. The
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In August, 1538, Federico Gonzaga wrote to
Benedetto Agnello, his agent at .Venice, that he
intended to visit his marquisate of Montferrat, and
for that purpose would proceed to Casale in the
following September. It was his wish that Titian
should be informed of this and instructed to come
with the remaining “ Emperors” to Mantua. If, he
added, Titian was not ready, he should still be asked
to come, on the understanding that the *“ Ceesars”
should be sent at least for the Duke’s return. Titian
promised Agnello to devote all his time to his duty;
but in view of further commissions said he had made
a portrait of the Grand Turk from a medal, and he
would repeat it in proper form if His Excelleney
pleased. Federico replied that he would take all that
Titian sent him, the “ Emperors " first, the “ Grand
Turk ” after. The latter, Agnello wrote on the 18th
of September, was already finished ; the “ Emperors ”
would be delayed because the Duke of Urbino had
asked Titian to accompany him to Pesaro.* Francesco
Maria, it is well to recall, had fallen ill in the midst
of his warlike preparations, and had hoped to recover
by changing his residence from Venice to Pesaro.
The poison which killed him worked with .no less
effect at Pesaro than at Venice, and on the 20th of

inscription was then found to | paired. The hands still remain
have been written over the old | unsatisfactory. For details of
one, the letters of which were in | Moro’s career, Cicogna, Iso. Ven.
black. Abraded parts were left | vi. 590. )
as they were. Holes made by * See the correspondence of the
soaling in the forehead, back- | Duke of Mantua and his agentsin
ground, and armour, were re- | Appendix.
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October the Duke of Urbino died after weeks of
protracted agony. About two months later, on the
28th of December, the Doge, Andrea Gritti, died also,
having attained to the great age of 83. He was
succeeded on the 8th of January, 1539, by Pietro
Lando, for whom Titian at once painted a portrait for
the Hall of Great Council* It is with regret that
we look back to the annals of a time so fruitful in
great and important creations of Titian’s brush. We.
saw that none, or at the best but one, of the “Csesars”
was preserved. The portraits of the great Soliman,
one of which belonged to the Duke of Urbino,’ and
that of the Doge Lando, are all lost.t :

Amongst the cares with which Titian was sur-
rounded at this period we should notice not only
those caused by the displeasure of the Venetian
government, and the rivalry of Pordenone, but others
more petty, but not less irksome. Though his claims
on the Emperor’s bounty had been satisfied by an
assignment of dues on the Neapolitan treasury, and
the Duke of Mantua had given him the benefice of
Medole, he had not yet received any money from the.
first, and the second had been burdened with an
annuity. In April, 1537, Titian asked the Duke to
relieve him of this annuity, and in September, 1539,
he complained that the annuitant pestered him with

* See the proofs in Lorenzi | tratto di Selim rd dei Turchi.
(p. 259). For this portrait Titian | Darco, Pitt. Mant. ii. p. 167. The
received as usual twenty-five | original from which it was done

" ducats, Vasari saw in the collection of

+ The former is noted in the | the Roveres’ at Urbino, It has

Mantuan inventory of 1627: Ri- | also been lost. (See Vas. xiii, 32.)
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letters which prevented him from working.* But
the Duke had not done anything for his relief, and
the plague of letters continued. Conversely Titian
bombarded the treasury of Naples with letters, making
demands similar to those which he found distressing
to himself. “I have no money,” said Titian to

Agnello, “to pay this annuitant.” “We have no

money to send to Titiam,” was the reply of the
Neapolitans. Yet Titian left no stone unturned to
soften the rigour of the Imperial agents, and Aretino,
in his name, moved “ Heaven and earth” for mopths
to the same purpose. In a characteristic epistle he
promised Ottaviano de’ Medici, in July, 1539, that
Titian should go over to Florence and paint the like-
nesses of himself, the Duke and Duchess, and the

Princess Mary, if he would only use his interest in:

the painter’s favour.t
Writing on the following day to Leone Aretino at
Rome, he complained of the lukewarmmess of the

Pope, . who delayed to send for Titian, whose genius

was destined to leave “eternal memories of the
princes of the house of Farmese.”{ All in vain.
Frequently as Titian had been asked to Rome, he had
always refused. Now that Aretino wanted him to be
asked, no one would attend to his wishes. There
was something too in the agency of Titian’s applica-
tions which possibly ensured their failure. Aretino

* Seo Appendix, vol. i, and | tere di M. P. Aretr, ii. 84", & 85.

Appendix to this volume. 1 Aretino to Leone Aretino,
+ Aretino to Ottaviano de’ Me- | Venice, July 11, 1539, in Iaettere
dici, Venioe, July 10, 1539, in Let- | di M, P. A, ii. p. 86. :
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was in trouble. His malignant tongue and pen had
offended the Duke of Mantua and other potent person-
ages, and satirists, almost equal to himself in shame-
less virulence, were lampooning him without mercy.
To the sonnets of Berni there came superadded
those of Franco of Benevento, whose hand never
tired till he had written more than five hundred
eouplets. It was the more grievous for “the scourge”
that he should be thus attacked, because Franco was
a parasite of his own. He had taken the man in, a
stranger, shoeless and starving, had clothed, fed, and
lodged him, and used his services as a secretary.
Titian too bhad recommended him to Benedetto
Agnello, and now the venomous serpent turned and
bit his benefactors.* One day he met Titian in the
street and thrust his cap into his pocket to avoid
doffing it when the painter passed ; t then he wrote a
sonnet in which he praised Titian for painting Aretino,
and thus immortalizing the concentrated infamy of an
entire age :—

¢ Datevi buona voglia, Tiziano,
E dell’ aver ritratto I’ Aretino
Pentir non vi deggiate . . . .
Non manoo lodi ve ne saran date
Di quante avete in simile soggsetto :
Anzi d’ assai pid, quanto rinchiuso aggiate
Nello spacio d’un picoolo quadretto
Tutta I'infamia della nostra etate.” {

Aretino - replied to these lampoons with abusive
letters, which he printed, and which obtained a much

* Aretino to Lodovico Dolee, + Ibid.
Venice, Oct. 7, 1539, in Lettere T Maguchelli, Vita di P. Are-
di M. P. Aretino, ii. 98, 99, tino, w. s, p. 141,



Crar. 1] POMPONIO GETS A CANONRY. 27

wider circulation than the manuscript effusions of his
adversaries ; and Titian recouped his losses at Medole
and Naples under the favour of the Marquis del Vasto.
~ Davalos had been sent to Venice to attend the
installation of the Doge Pietro Lando.* He had been
with Titian, and commissioned him to paint a picture
of himself in the act of addressing his soldiers. Titian
then confided his grievances to the patron whose
recent appointment to the government of Milan had
made him quite a power in the Italian states, and
Davalos promised every sort of support. In October,
1539, Don Lope de Soria, who had just been super-
seded in the office of ambassador to Charles the Fifth
at Venice, by Don Diego de Mendozza, passed through
Milan, and wrote to Titian to ask him to visit the
marquis and his wife, and to tell him that his son
Pomponio had been invested with a new canonry.t
- At the same time Antonio Anselmi, a friend of Bembo,
whose promotion to a cardinal’s hat had just been
made, wrote to his friend Agostino Lando, at Bembo’s’
instigation, to recommend him to Titian. Agostino, a
relative of the Doge, agent and afterwards murderer
of Pier’ Luigi Farnese of Parma, sat to the painter;
and Aretino, when thanking the nobleman for a
present of anchovies and fruit in November, 1539,
was able to congratulate him on Titian's success in

* Aretino to the Emperor, | tino to Don Lopedi Soria, Venice,
Venice, Dec. 25,1539, Lettere di | Feb. 1, 1540, in Lettere di M. P.
M. P. A. ii. 108" Aretino, ii. 116". Ridolfi (i. 238)

+ Liruti, Memorie dei letterati | errs in afirming that the canonry
del Friuli, ii. p. 288, in Ticozzi, | was given by Charles V.

Veoelli, note to p. 113; and Are- |
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portraying his features.* Bembo, on his part, asked
Titian for another likeness, and writing to Girolamo
Quirini at the close of May, 1540, begged him te
thank the master for his second portrait, which he had
meant to pay for, but was willing to accept as a
present, seeing that he would be able to repay the
kindness by some appropriate favour.t Finally, the
Venetian government having lost the services of
Pordenone, who had died suddenly at Ferrara, in
December, 1538, relented of its severity and re-
instated Titian in his broker’s patent on the 28th of
August, 1539.1

Titian’s likeness of Bembo as a cardinal has been
preserved. It now adorns one of the rooms of the
Barberini Palace at Rome, and represents the Venetian
statesman in a grand and noble fashion. The gaunt
and bony head is lively and energetic, the flesh warm
and flushed. Though powerful in form, it represents
an aged man; but one who lightly bears the seventy
'years that have passed over his features. The glance
is animated, and the eyes look firmly out from a face
turned three-quarters to the left. The right hand,
half pointing, half gesticulating, appears to enforce
the words that—we might think—lad just issued

* Antonio Anselmi to Agostino
Landi at Venice, Padua, April 27,
1539 ; and the same to the same,
Padua, May 2, 1539, in Ronchini,
Delle Relazioni di Tiziano coi
Farnesi, 4°, Modena, 1864, note
top. 1.; also Aretino to Agostino
Landi, Venice, Nov. 15, 1639, in
Lettere di M, P, Aretino, ii. 104,

The portrait of Landi waa taken
to Milan, and is not now to be
traced. See also Ronchini’s Let-
tere di Uomini illustri, «. s., i.
127, 133.

+ Bembo to Girolamo Quirini,
Rome, May 30, 1540, in P. Bembo,
Opere, vol. vi. p. 316.

I Lorenzi, u. s., p. 276.
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from the lips. The high forehead is partly concealed
by the red hat, the white beard square-trimmed, and
the white collar and sleeve relieved on the red silk of
the cardinal’'s habit. Notwithstanding a dark and
cold background, injured by restoring, the figure
stands out fairly before us, and modern daubs on the
forehead and face hardly prevent us from ol;serving
the quick sway of the brush as it laid in the parts,
and modelled them in a deep bed of pigment.*

But Titian’s energy and great creative power are not
fairly illustrated by this—the sole surviving relic of
numerous pictures noted by the letter-writers of the
time. Several masterpieces, of which contemporary
annalists say little or nothing, are worthy of more
prolonged attention; and amongst these we should
particularly note the “ Angel and Tobit” of San
Marciliano at Venice, and the ‘‘ Presentation in the
Temple,” at the Venice Academy.

In the “Angel and Tobit” of San Marciliano, the art
which Titian displays is equal to that which excited
the envy of Pordenone in the Almsgiver of San
Giovanni Elemosinario. The grace and liveliness of
the angel, who steps forward like a Roman Victory,
borne by his green-toned wings, are enhanced by the
gorgeousness of a red tunic bound by a girdle to his
hips, and falling in beautiful folds to the ground.
The right arm outstretched, the hand with a vase are
fine. It would seem as if the vase was the subject of

® This picture, No. 35 in the , elbows. It is mentioned by Va«
2nd , is on ocanvas; the | sari, xiii, p. 43.
figure of lifo size, seen to the
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Tobit’s thoughts, as he walks and looks up whilst he
puts forth his right hand in wondering awe. The warm
brown dress, the white sleeve and yellow leggings
harmonize with the reds of the angel’s tunie, the
green of his wings, and the blues of the sky behind.
No figures were ever more beautifully coupled. One
sees that, though moving from right to left towards
_ the foreground, they are on the point of turning to
their right, the inception of this movement being
indicated in part by themselves, in part by the white
spotted dog in front of them, who sidles very
markedly to the left. St. John the Baptist kneels at
the foot of a tree with a cross resting against his
shoulder. His glance is directed to the heavens,
where a ray of sun pierces the clouds, to descend and
illumine a beautiful expanse of landscape. To form'
of a masculine and powerful type Titian adds appro-
priate expression and gesture, and action and motion
of grand boldness and freedom. The bed of pigment
is heavy and thick, but of malleable stuff. Large
flakes of light are pitted against equally large masses
of gloom, and blended with them in masterly fusion.
The shadow is thrown with broad sweeps of a brush
of stiff bristle and solid size, and it seems as if no
time had been lost in subtle glazings, when effect
could be won by direct but moderate and temperate’
strokes.*

® This canvas is engraved in | clearly erroneous. The figures
the Collections of Patina and | are aslargeas life, and the canvas
Lovisa. Vasari’s assertion that | now hangs on its old altar to the’
it was ex®cuted before 1508 is | left of the church portal, after’
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The “Presentation in the Temple,” originally designed
for the brotherhood of Santa Maria della Caritd, covered
the whole side of a room in the so-called “ Albergo,”
now used for the exhibition of works of the old
masters at Venice. In this room, which is contiguous
to the modern hall in which Titian’s * Assunta” is
displayed, there were two doors for which allowance
was made in Titian's canvas ; and twenty-five feet—
the length of the wall—is now the length of the
picture. When this vast canvas was removed from
its place, the gaps of the doors were filled in with
new linen, and painted up to the tone of the original,
giving rise to the quaint deformity of a simulated
opening in the flank of the steps leading up to the
Temple, and a production of the figures in the left
foreground—a boy, a senator giving alms, a beggar
woman and two nobles. Strips of new stuff were
sewn on above and below, and in addition to various
patches of restoring, the whole was toned up, or
“ tuned ” to the great detriment of the picture. Not-
withstanding these drawbacks and in spite of the
fact that the light is no longer that which the painter
contemplated, the genius of Titian triumphs over all
difficulties, and the * Presentation in the Temple ” is
the finest and most complete creation of Venetian
art, since the “Peter Martyr” and the “Madonna di
Casa” Pesaro. '

having been a long time in the | Old varnish and the effects of
sacristy. Compare Vas. xiii. 21; | time contribute to give a dark
Sansovino, Ven. Desc. 148; Bos- | aspect to this piece. An old copy
chini, Miniere 8, di Canarregio, | of it is (No. 234) in the Dresden
p. 53; Zanetti, Pit, Ven. 146. | Museum.
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It was not to be expected that Titian should go
deeper into the period from which he derived his
gospel subject than other artists of his time. An
ardent admirer of his genius has noticed the propriety
with which he adorned a background with a portico
of Corinthian pillars, because Herod’s palace was
decorated with a similar appendage. He might with
equal truth have justified the country of Bethlehem
transformed into Cadorine hills, Venice substituted
for Jerusalem, and Pharisees replaced by Venetian
senators. It was in the nature of Titian to represent
a subject like this as a domestic pageant of his own
time, and seen in this light, it is exceedingly touching
and surprisingly beautiful. Mary in a dress of celestial
blue ascends the steps of the temple in a halo of
radiance. She pauses on the first landing place, and
gathers her skirts, to ascend to the second. The flight
is in profile before us. At the top of it the high
priest in Jewish garments, yellow tunic, blue under-
coat and sleeves and white robe, looks down at the
girl with serene and kindly gravity, a priest in
cardinal’s robes at his side, a menial in black behind
him, and a young acolyte in red and yellow holding
the book of prayer. At the bottom, there are people
looking up, some of them leaning on the edge of the
steps, others about to ascend,—Anna, with a matron
in company ; Joachim turning to address a friend.
Curious people press forward to witness the scene, and
a child baits a little dog with a cake. Behind and
to the left and with grave solemnity, some dignitaries
are moving. One in red robe of state with a black
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velvet stole across his shoulder is supposed to repre-
sent Paolo de’ Franceschi, at this time grand-chancellor
of Venice.* The noble in black to whom he speaks
is Lazzaro Crasso. Two senators follow, whilst a third
still further back gives alms to a poor mother with a
child in her arms. In front of the gloom that lies on
the profile of steps an old woman sits with a basket
of eggs and a couple of fowls at her feet, her head and
frame swathed in a white hood, which carries the
light of the picture into the foreground. In a corner
to the right an antique torso receives a reflex of the
light that darts more fully on the hag close by. It
seems to be the original model of the soldiers that
rode in the battle of Cadore, or the Emperors that
hung in the halls of the palace of Mantua.t

Uniting the majestic lines of a composition perfect
in the balance of its masses with an effect unsurpassed
in its contrasts of light and shade, the genius of the
master has laid the scene in palatial architecture of
grand simplicity. On one side a house and colonnade
on square pillars, with- a slender pyramid behind it,
on the other a palace and portico of coloured marbles
in front of an edifice richly patterned in diapered
bricks. From the windows and balconies the
spectators look down upon the ceremony or con-
verse with the groups below. With instinctive tact

* There was a portrait of the t+ This torso filled the unoc~
Chancellor, Paolo de’ Franceschi, | cupied corner of the picture to the
in the Vidman Collection, which | right of the door, the framework
Ridolfi (Marav. i. 262) assigned | of which broke through the base
to Titian. of the picture.

VOL. II D
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the whole of these are kept in focus by appropriate
gradations of light, which enable Titian to give the
highest prominence to the Virgin, though she is neces-
sarily smaller than any other person present. The
bright radiance round her fades as it recedes to the
more remote groups in the picture, the forms of which
are cast into deeper gloom in proportion as they are
more distant from the halo. The senator who gives
alms is darkly scen under the shade of the colonnade,
from which he seems to have emerged. In every one
of these gradations the heads preserve the portrait
character peculiar to Titian, yet each of the figures
is varied as to sex, age, and condition; each in his
sphere has a decided type, and all are diverse in form,
in movement, and gesture. To the monumental
dignity of the groups and architecture the distance
perfectly corresponds. We admire the wonderful
expressiveness of the painter’s mountain lines. The
boulder to the left, with its scanty vegetation and
sparse trees, rises darkly behind the pyramid. A low
hummock rests dimly in rear, whilst a gleam flits over
remoter crags, crested with ruins of castles; and the
dark heath of the hill beyond—with the smoke issuing
from a moss-fire—relieves the blue cones of dolomites
that are wreathed as it were in the mist which curls
into and mingles with the clouded sky. The splendid
contrast of palaces and Alps tells of the master who
was born at Cadore, yet lived at Venice.

The harmony of the colours is so true and ringing,
and the chords are so subtle, that the cyc takes in the
scene as if it were one of natural richness, unconscious
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of the means by which that richness is attained.
Ideals of form created by combinations of perfect
shapes and outlines with select proportions, may strike
us in the Greeks and Florentines. Here the picture
is built up in colours, the landscape is not a symbol,
but scenic ; and the men and palaces and hills are
seen living or life-like in sun and shade and air. In
this gorgeous yet masculine and robust realism Titian
shows his great originality, and claims to be the
noblest representative of the Venetian school of
colour.*

Hardly a century has expired since Venetian paint-
ing rose out of the slough of Byzantine tradition, yet
now it stands in its zenith. Recruiting its strength
from Jacopo Bellini, who brought the laws of per-
spective from Tuscany, the schools -of the Rialto
expand with help from Paduan sources, and master
the antique as taught by Donatello and Mantegna.
They found the monumental but realistic style which
Gentile Bellini developed in his “Procession of the

* The measure of this canvas,
No. 487, at the Venice Academy,
is m. 3.75 high by 7.80, but of
the height 10 cent. above and
10 below are new. The person
who made these and other addi-

the balcony, and a soldier holding
a halbert.. The face of St. Anna,
and the dress of the old woman
in the foreground, are both new.
Zanetti (Pitt. Ven. p. 155) states
that the picture was cleaned and

tions, as well as restorations noted
in the text, was a painter of this
century, named Sebastiano Santi.
{Zanotto, Pinac. Venet.) Besides
the patches described above, there
are damaging retouches in the
landscape and sky, in a figure at
& window to the left, in figures on

the sky injured in his time (18th
century); compare Vas. xiii. p.
29 ; Sansovino, Ven. desc. p. 266 ;
Ridolfi, Mar. i. 198; and Boschini,
Miniere, S. di D. Duro. p. 36.
Engraved in Lovisa ; photograph
by Naya.

D 2
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Relic,” and Carpaccio displayed in his “ Ursula Legend.”
They seize and acquire the secrets of colour by means
of Antonello; and their chief masters, Giovanni
Bellini, Giorgione, and Titian, adding a story to the
pictorial edifice, bring it at last to that perfection
which we witness in the ‘ Presentation in the Temple.”
Looking back a hundred years, we find Jacopo Bellini’s
conception of this subject altogether monumental,
The long flight of steps, the portico of the temple,
Mary on the first landing, her parents behind her, a
castellated mansion in the distance, are all to be found
in the sketch book of 1430. Titian inherits the
framework, and fills it in. He takes up and assimi-
lates what his predecessors have garnered. He goes
back to nature and the antique, and with a grand
creative power sets his seal on Venetian art for ever.
What Paris Bordone or Paul Veronese can do on the
lines which their master laid down is clear when we
look at the Doge and fisherman of the first and the
monumental palaces in the compositions of the latter.
In a later form of Titian’s progress—that which marks
the ceiling pieces of San Spirito—we trace the source
of Tintoretto’s daring. All inherit something from
Titian, but none are able to surpass him.
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North-east of Venice.—Titian’s House in Biri Grande; his Home
Life; his Children.—Portraits.—Death of the Duke of Mantua.—
Portraits of Mendozza and Martinengo.—Charles the Fifth and
Titian at Milan ; the ‘* Allocution,” and the ¢ Nativity.”—Titian
receives a Pension on the Milan Treasury.—His quarrel with the
Monks of San Spirito.—Carnival and the Company of the Calza.
—Aretino sends for Vasari, who receives employment at Venice.
——Portraits of Catherine Cornaro and Doge Lando—Portraits of
Titian by himself ; of Titian and Zuccato ; of Titian and Lavinia.
—Votive Picture of the Doge.—The Strozzi, and Titian’s likeness
of R. Strozzi's daughter.—Ceilings of San Spirito.—*¢ Descent of
the Holy Spirit.”—Titian compared with Raphael and Michael-
angelo.—Visit to Cadore.—Alessandro Vitelli.

For many years subsequent to the settlement of
Titian in Venice, the north-eastern limit of the city
was sparsely built over, and the pleasure-seekers, who
rowed in their gondolas to the villas of Murano, issued
from the more intricate canals by Sant’ Apostoli, San
Canciano or San Giovanni e Paolo, to find themselves
skirting a shore on which green fields were varied with
patches of morass and garden enclosures. The long
and dreary wharves, which now go by the name of
the Fondamenta nuova, were not in existence, and
persons living beyond Santa Maria de’ Miracoli might
be looked upon as country residents rather than towns-
people. There was much to attract the lover of the
picturesque in a dwelling on the northern outskirts of
the city. There was the free bank of the lagoon, with
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a view towards Murano ; at right angles to which
the hills of Ceneda rose beyond the lowland of
Mestre, and showed through their gaps the Alps of
Cadore. Here too was fresh vegetation, herbage, and
trees, something quite different from the palace fringe
of the grand canal, or the gloomy shade of the narrow
water-courses intersecting-the populous quarters. The
house at San Samuele, which Titian inhabited from
1516 to 1530, was in the heart of Venice; close to
the grand canal, and equally distant from San Marco,
or the Rialto bridge.

In 1531, Titian left San Samuele to settle in ‘the
north-eastern fields, and thus exchanged the town for
a suburban residence. The lease of his new dwelling,
which still exists, is dated September the 1st, 1531, and
describes it as situate in the contrada or parish of
San Canciano, in Biri.* When built, in 1527, by the
patrician, Alvise Polani, the Casa Grande, as it was
then called, stood somewhat back from the banks of
the lagoon, upon which its open girdens were laid
out. The basements were let to various tenants,
having their own access to these holdings, whilst the
upper story, composed of one large apartment and
several smaller ones, was cntered by a terraced lodge, -
to which therc was an ascent from the garden by a
flight of steps. From the garden the view extended
to Murano and the Fkills of Ceneda, between which, on
favourable days, the peaks of Antelao, the tutelary
dolomite of the Cadorines, might be seen against the

* Soe for this and the following facts, Cadorin, Dello Amore, pp. 83-7.
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morning sky. We can fancy such a garden and such
a house having peculiar attractions for Titian, who
would find there constant memories of his native Alps,
rural surroundings, and complete freedom from the
noise of traffic. After several renewals of his lease,
Titian hired the whole of the Casa Grande in 1536,
and in 1549 acquired the title to the land, which he
inclosed. It is not unlikely that previous to 1531
he was acquainted with the site, which had not been
much built on during the first years of the sixteenth
century. Ridolfi says that the distance in the picture
of “Peter Martyr” represented the Ceneda hills as
seen from Biri, and Zanetti asserts that he saw the
round leaved trees of the same picture in the court-
yard of Titian’s house;* but of this little that is
certain has been handed down. We only know that
in course of years Titian greatly embellished the place
and decorated the garden on the water’s edge, and
that it was the resort at times of very good company.
On the 1st of August, 1540, Priscianese, a well known
Latinist, who came to Venice to publish a grammar,
was reccived by Titian, who asked Aretino and San-
sovino, and Jacopo Nardi, the historian of Florence, to
meet him. A letter appended by Priscianese to the
first edition of his grammar in 1540, thus describes
the author’s impressions :—

# Zanetti, Pitt. Ven. p. 160, | stored; the frescos of Corona on
and Ridolfi, Mar. i. 219. Zanotto | the outer wall having been white-
(Guida di Venezia of 1863) says | washed, and the tree in the neigh-
in the Addenda at the close of his | bouring garden which figures in
volume : ‘‘The house of Titian | the ‘Peter Martyr,’ having bee n
was quite lately barbarously re- | uprooted.”
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“ I'was invited on the day of the calends of August
to celebrate that sort of Bacchanalian feast which, I
know not why, is called ferrare Agosto—though there
was much disputing about this in the evening—in a
pleasant garden belonging to Messer Tiziano Vecellio,
an excellent painter as every one knows, and a person
really fitted to season by his courtesies any distinguished
entertainment. There were assembled with the said
M. Tiziano, as like desires like, some of the most
celebrated characters that are now in this city, and of
ours chiefly M. Pietro Aretino, a new miracle of nature,
and next to him as great an imitator of nature with
the chisel as the master of the feast is with his pencil,
Messer Jacopo Tatti, called il Sansovino, and M. Jacopo
Nardi, and I; so that I made the fourth amidst so
much wisdom. Here, before the tables were set out,
because the sun, in spite of the shade, still made his
heat much felt, we spent the time in looking at the
lively figures in the excellent pictures, of which the.
house was full, and in discussing the real beauty and
charm of the garden with singular pleasure and note
of admiration of all of us. It is situated in the ex-
treme part of Venice, upon the sea, and from it one
sces the pretty little island of Murano, and other
beautiful places. This part of the sea, as soon as the
sun went down, swarmed with gondolas, adorned with
beautiful women, and resounded with the varied har-
mony and music of voices and instruments, which till
midnight accompanied our delightful supper.

“But to return to the garden. It was so well laid
out and so beautiful, and consequently so much
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praised, that the resemblance which it offered to the
delicious retreat of St. Agata, refreshed my memory
and my wish to see you; and it was hard for me,
dearest friends, during the greater part of the evening
to realize whether I was at Rome or at Venice. In
the meanwhile came the hour for supper, which was
no less beautiful and well arranged than copious and
well provided. Besides the most delicate viands and
precious wines, there were all those pleasures and
amusements that are suited to the season, the guests
and the feast. Having just arrived at the fruit, your
letters came, and because in praising the Latin lan-
guage the Tuscan was reproved,- Aretino became
exceedingly angry, and, if he had not been prevented,
he would have indited one of the most cruel invec-
tives in the world, calling out furiously for paper and
inkstand, though he did not fail to do a good deal in
words. Finally the supper ended most gaily.” *
Whatever the relations of the humanists with
Titian may have been in the earlier part of the
century, it is clear that those which existed now were
cordial and honourable to the painter. The story of

news of the successful introduc-
tion of his grammar into some
Venetian schools. (Lettere di M.

® The letter, printed in full in
Ticozzi (Vecelli, note to p. 79), is
in Priscianese’s *“ Gramatica La-

tina,” of which there is a copy in
the library of San Marco, with
the following imprint: * Stam-
pato in Venezia per Bartolommeo
Zanetti nel mese di Agosto
MDXL.” (Compare Beltrame’s Ti-
ziano Vecellio, p. 64.) Aretino,
in a letter of Nov. 28, 1540, to
Priscianese at Rome, gives him

P. A, ii. p. 173".) Jacopo Nardi,
who was one of Titian’s guests,
dedicated his translation of Livy
to the Marquis of Vasto, and
Aretino congratulates him on the
publication of the book in 1545.
See Lett. di M. P. A. i. p. 187;
and ii. p. 268.
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Priscianese’s visit to Titian recalls an episode which
illustrates a brilliant and in some respects celebrated
circle at Rome. It enables us to contrast the social
disposition of the greatest of Venetian masters with
the solitary habits of Michaelangelo Buonarroti. Pris-
cianese’s letter is addressed to Lodovico Becci and
Luigi del Riccio, and introduces us to the company
immortalised in the Dialogues of Donato Gianotti.
Del Riccio, a poet who frequently corrected and often
transcribed Michaelangelo’s sonnets, is walking in
company with Antonio Petreo, and meets Buonarroti
coming out of the Capitol in Donato’s company. The
latter appeals to the sculptor as a “ Dantist ’ to settle
a dispute as to the time spent by Dante in visiting
the infernal regions and purgatory. A debate ensues
in which Michaclangelo disclaims the knowledge re-
quired to answer so intricate a question, but shows
his profound study of early Florentine literature:
The hour grows late, and del Riccio proposes an
adjournment to dinner and a fresh meeting at supper
in the rooms of Priscianese. Michaelangelo asks, is
this the man whom he has heard commended for
writing in Tuscan the rules of Latin grammar; and
del Riccio answers in the affirmative, pressing the
sculptor to join the party. Buonarroti refuses, on the
plea that society is a burden involving a loss of power
which is better employed in creating original works.*

* See ‘“De’ Giorni che Dante | in 1859; or extracts from the
consumo nel cercare I’ Inferno,” | Dialogue in Cesare Guasti’s
&o. Dialogo di Messer Donato | ““Rime di M. Buonarroti,” 4to,
Gianotti, republished at Florence | Florence, 1863, pp. xxvii. xxxi.



Caar. I1.] INSIDE BIRI GRANDE. 43

The pleasant amenities of convivial meetings which
scem a pastime and a relief to Titian, are branded by
Michaelangelo as a mistake; and two artists of the
highest genius at opposite ends of the peninsula are
found to stand at opposite poles of thought and of
feeling. In one respect Priscianese’s letter excites
surprise. He ought, we should think, to have known
and settled the dispute as to the Bacchanals of Ferrare
Agosto, which are but the Christian substitute for the -
Ferize Auguste, celebrated since the fall of Paganism
as the festival of the chains of St. Peter, in the church
of San Pietro in Vinculis, at Rome. Even now the
1st of August is familiar to the Romans as the feast
of “ Ferrarc Agosto.” *

Those who should wish to visit the house of Titian
in our day will find considerable, if not insurmount-
able difficulties in their way. Some years ago it was
still shown to the public, and was minutely examined
by the authors of these pages, though even then it was
impossible to recognise the original distribution of the
apartments, subdivided and whitewashed for modern
purposes. But now the garden-staircase and loggia
are thrown down, and the dwelling, which was once
isolated, is gradually disappearing into the dull uni-

formity of a row.t Mr.

Gilbert, in his charming

¢ Compare Gregorovius’ Ges-
chichte der Stadt Rom., 2nd ed.
8vo, Stuttgardt, 1869, vol. i., notes
to p. 206.

+ On entering the door in the
loggia, to which there was, as
stated, an ascent by a flight of

steps from the garden, thero was
another staircase to ascend, lead-
ing to the upper story first in-
habited by Titian. The principal
room, which was of very large

‘size, was subdivided at the north

end into several small chambers.
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book on Cadore, has justly remarked ¢ that after
giving a gondolier a deal of trouble to find that part
of the parish of San Canciano called Biri, and still
more that part of Biri called ‘Campo Tiziano,’ the
traveller will only discover a narrow court lined by
small new-looking houses on one side and closed at
the end by a garden door bearing the number 5,526.
Let any one,” adds Mr. Gilbert, “ enter there who can.
But if he cannot, let him subsidise a friendly artisan
in one of the tall houses overlooking the garden wall.
The view from this man’s window will discover that
probably nothing that was familiar to the eye of the
great painter is now visible, excepting the stone cor-
nice, which, running round the house and continued
all the length of the row of houses, shows that it was
formerly one habitation, the upper story of which
formed the roomy studio of Titian. Since his time,”
Mr. Gilbert continues, “the prospect that once ex-
“tended far over sea and land has been hopelessly
blocked out by a pile of buildings, of which our
artisan’s dwelling is one, erected between the garden
and the shore, if not covering great part of the garden
itself, which must, from the descriptions, have been
rather extensive, and once certainly reached to the
water’s edge.” *

There is no view towards Murano * Cadore, or Titian’s country,
except through the lane called | u.s.pp.3-5; and compare, for the
Calle Colombina. The way to | various leases of Titian’s house,
Titian’s house from the church of | Cadorin, Dello Amore, u. s pp.
S8an Canciano is through the | 83, and folls. Mr. Gilbert re-
¢¢ Calle Widman ” to the ** Campo | publishes Cadorin’s drawing of
Rotto.” Titian’s house,as it existed in 1833.
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The truth is, that many changes occurred in Venice
after 1549, which contributed to alter the topography
of the north-eastern suburbs of the city; and under
the influence of these changes, the waters of the lagoons
receded from Titian’s garden as the sea withdrew from
Pisa and Ravenna. The banks were originally cut up
into creeks of varying depths, and the approaches by
land were insecure, and these evils outweighed the
charms which struck Priscianese. In 1546, Cristo-
foro Sabbadini, a friend of Sansovino, proposed to the
Senate to embank the whole of the land from Santa
Giustina in the south-east, to Sant’ Alvise on the
north-west. But the scheme was so vast that it met
with serious opposition, and even when reduced to
more modest dimensions, and confined to the region
between San Francesco della Vigna, and the Creek or
Sacco della Misericordia, it failed to find support.
In 1588, however, the water bailiff, Girolamo Righetti,
suggested to the Senate to undertake the embankment
from a point between Santa Giustina and ‘San Fran-
cesco, to the church of Santa Catherina; and this
project was approved by a public decrec of February,
1589. Several sections of the quay were finished
before 1593. Most of the creeks were filled up suc-
cessively. A roadway was made along the watcrside.
Houses lined the roadway, and thus Titian’s dwelling,
the chief attraction of which had been its garden and
its view, was gradually enclosed, and lost most of its
charms.®* Yet it remained for many years a favourite

# MS. records in the archives of Venice, collated in a MS. at
Cadore by the Abate Cadorin.



46 TITIAN: HIS LIFE AND TIMES. [Cuar. II.

haunt of artists. After its sale in 1581, by Pomponio,
the worthless son of a great father, it was let to
Francesco Bassano, who put an end to his life by
throwing himself from the upper windows in a fit of
frenzy.* Leonardo Corona subsequently lived and
died there;t and it is not without interest to note
that Bassano was the man who repainted the “ Battle
of Cadore,” on the ceiling of the Hall of Great Council
at Venice, and Corona who copied Titian’s original
composition for that subject.]

To the glimpse of Titian’s leisure hours which
Priscianese affords, we add another from a letter
written by Aretino to the canon in posse, Pomponio
Vecelli, In 1530 Titian had taken his sister Orsa
to live with him. In the years that followed, his
children, Pomponio, Orazio, and Lavinia, grew apace,
and the letter which Aretino wrote on the 26th of
November, 1537, shows how these children shared the
luxury with which their father had surrounded his
home. “Pomponio Monsignorino!” Aretino says,
‘“your -father Titian has given me the compliments
which you sent me. . . . and in order to show you
my liberality, I send a thousand in return, on con-
dition that you give the least of them to your pretty

* July ‘28, 1591. (See Verci. | were paintings on canvas, attri-
Pitt. Bassanese, 8vo, Ven. 1775, | buted to Titian, which represented
p. 157. a frieze of cupids. They were

+ Ridolfi, Maraviglie, ii. 297. whitewashed and then sold by

.1 Leonardo Corona also painted | one of the tenants at the beginning
the outer walls of the house in | of the present century. See Ca-
fresco, but his work has disap- | dorin, Dello Amore, u. s. p. 82.
peared. Inside the house there
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little brother Orazio, who forgot to let me know what
he thinks of the difference between this world and the
next. . . . It is time that you should return from the
country, where there is no school. . . . So come home,
and now that you are twelve years old, you shall write
some exercises in Hebrew, in Greek, and in Latin,
that will astonish the doctors, as the pictures astonish
the artists of Italy which are painted by Messer your
father. So no more, but keep yourself warm and in
good appetite.”*

 Monsignorino,” we shall sce, became fonder of
pleasure than Greek, and instead of astonishing the
doctors, shocked an indulgent world by the vices of a
spendthrift cloaked by the dress of a priest. But
Orazio was put by his father to the casel, and lived
with his sister Lavinia to be a solace and support of
Titian’s old age. ‘

To the luxurious surroundings which made the
painter’s abode so remarkable, an organ was added in
April, 1540. The “ canny” Titian was not a man to
buy such an instrument with ready money ; he pro-
posed to Alessandro “da gli Organi,” to exchange the
instrument for a portrait of himself, and he punctually
performed his part of the contract.t Another portrait
of the time is that of Vincenzo Capello, appointed in
1540 to high command in the Venctian fleet, whose
figure, encased in burnished armour, long adorned the
collection of the Ruzzini family.}

* Lettere di M. P. A. i. 205. gani, Lettero di M. P. A. ii. 140,
+ 1540, April 7, from Veuice. | and Ridolfi, Marav. i. 252.
Arctino to Alessandro da gli Or- ' 1 1540, Dec. 25, Aretino to
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In contrast with it, a likeness of Elizabeth Quirini
displayed the features of a plump and youthful dame,
sister to Girolamo, patriarch of Venice, dear to Bembo
for her brother’s sake, and celebrated in the sonnets of
Giovanni della Casa. All that remains of that cele-
brated picture is the copper plate of Jos. Canale,
representing the lady in a rich dress of silks, and lace
with fair hair curled into short locks over a high and
vaulted forchead.* o

But the most honourable commission with which
Titian was entrusted in this year, was that of painting
Federico Gonzaga and his wife for Otto Henry, Count
Palatine of the Rhine and Duke of Bavaria. Federico
and the Count corresponded in Latin—that being the
only language which they both understood ; and we
still possess the letter which the Mantuan prince
addressed in June, 1540, to his German colleague.
 ““Meam et uxoris mes imagines curabo fieri manu
Titiani pictoris Ex™ qui Venetiis moratur, ut quam
simillimas eas habere possit.” t

Molino, with a sonnet in praise
of Capello’s portrait, Lett. di
M. P. A. ii. 190; Ridolfi, Marav.
i. 161.

* The portrait of Elizabeth
Quirini as engraved by Canale, is
turned $ to the right. Her hair
is plaited and curled; her silk
bodice laced over a very full
form; the bosom covered with
lace in square patterns; the puff
sleeves are of stuff trimmed with
silk. Round the neck a collar of
pearls; in the right hand a pair
of gloves. The plate is inscribed,

ELISAB. QVIR. A PRECLAR. VIRIS
CELEBRATA, MDLX. Titiano Ve-
cellio da Cad. pinxit; Jos. Canale,
del. and scul. The original was
in the Collection of Giovanni
della Casa in 1544. (See Bembo to
Girolamo Quirini, Aug. 8, 1544,
in Bembo, Op. u. s. vi. p. 339; or
in DBottari’s Baccolta, 5, 213.)
Della Casa’s sonnet to it, begin-
ning, ‘ Ben vegg'io, Tiziano, in
forme nuove,” is reprinted in
Ticozzi’s Vecelli, u. s. 143. See
also Vasari, xiii. 43.

+ Copied from the original,



Cmar. II.] DEATH OF FEDERICO GONZAGA. 49

In November the Duke of Bavaria sent to remind
the Mantuan court of these portraits, but in the mean-
while Federico Gonzaga had been carried off, leaving
the Mantuan possessions to his son Francesco.

It is impossible to look back upon the life of this
prince without perceiving that he did more than any
other to foster the arts and keep up the dignity of the
artists of his time. He will always be remembered
as the patron of Giulio Romano, Titian, and a host of
minor craftsmen. The galleries which he formed, the
palaces which he adorned, were second to none but
those of Florence and Rome. Nor is it to be credited
that Titian would ever have gained the protection of
Charles the Fifth but for his countenance and intro-
duction. Titian was grateful to him for his steady
patronage and his generous requital of pictorial
labours, and when Federico was buried in the. last
days of June, the painter went to Mantua to attend
the Duke’s funeral and pay court to his successor.*

Hardly a year had elapsed since Don Diego de
Mendozza succeeded Don Lope de Soria at Venice;
yet he had already sat to Titian; and Aretino, with
becoming zeal, had penned a sonnet in which he
praised the talent of the limner, and sang of the old
head on young shoulders which distinguished the high-

dated June 17, in the Archives of | locution” (the Marquis addressing
Mantua, by Canon Braghirolli. his soldiers), by his necessary ab-
% In a lotter dated Venice, | sence at Mantua (Lett. di M. P.
Nov. 20, to the Marquis of Vasto, | A- ii. 165"). But he does not say
Aretino excuses Titian’s delay in | When Titian’s visit to the Gon
tinishing the picture of the * Al- | zagas took place.
VOL. IL E
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born Spaniard. Mendozza was by connection and
office a man of considerable influence. He followed
the fashion set by his master in patronizing Titian,
and was the first nobleman who received Vasari on his
arrival at Venice.®* His wealth was impartially spent
on art and the fair sex ; and the lady of his devotion,
also portrayed by Titian, had the fortune to be sung
by Aretino in the lines :
« Furtivamente Titiano et amore

Presi a gara i pennelli, e lo quadrella

Duo essempi han’ fatto d’ una Donna bella

E sacrati al Mendozza aureo Signore

Ond’ egli altier di si divin favore

Por seguir’ cotal Dea, come sua Stella ;

Con cerimonie apartenenti & quella,
L’ una in camera tien, 1’ altro nel core.” +

Vasari describes Titian’s Mendozza as a full-length
of the greatest perfection.f But nothing is known of
it now, except that it shared the fate of its companion,
the lady of Mendozza’s affections. An attempt to
connect it with a full-length under Titian’s name at
the Pitti deserves but little commendation, since if it
were proved that this imperfect production was once
a fine creation of Titian, it would also prove that

‘'modern restorers can utterly destroy the masterpieces
of a great painter.§

* Vas. (i. 20) tells how Men-
dozza gave him 200 ducats for two
pictures painted from Michael
Angelo’s cartoons.

+ Lettere di M. P. Aretl°, u. s.,
ii. 314.

1 Vas. xiii. 33.

§ Pitti, No. 215, canvas, full

length, of life size. The figure is
that of a man of forty, in black
silk vest, short cloak, and hose;
the right hand on the hip, the
left holding the cloak. In the
background of the room is a bas-
relief. The head is totally re-
painted, the rest ill preserved.
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Having taken his usual autumnal trip to Cadore,
during which he appointed his kinsman Vincenzo
Vecelli to the office of a notary,* Titian settled down
to work for the winter at Venice, and began labouring
seriously at the “ Allocution” for the Marquis of
Vasto. He had promised that picture early in the
previous year, but had only made a large sketch of it
when the marquis wrote to complain of the painter’s
delays. Aretino too had promised to write the life of
St. Catherine for the marchioness, but had not done it.
Excusing his procrastination on the score of private
disappointments, Aretino, in November, penned a
letter to Davalos, explaining that Titian’s want of
punctuality was due to an unforeseen visit to Mantua.
But he had already made up for lost time by drawing
in Del Vasto and his soldiers with a figure of the boy
Francesco Ferrante holding his father’s plumed helmet.
The likeness, he went on to say, was already admirable,
the armour dazzling in its reflections, the boy like
Phaebus at the side of Mars.t But all this was mere
word painting. The picture was not nearly so far
advanced as Aretino said ; and in December, whilst
sending, on his own account, the life of St. Catherine
and a bronze statue of the saint by Sansovino, “the

To say that the execution recalls
Cesare Vecellio or Schiavone, is
equivalent to saying that the
picture is not by Titian. Yet
some bits, such as the hand on
the hip and the bas-relief, are
almost good enough for Titian.

* Memoria di alcune persone

da Tiziano create notai; MS.
Jacobi of Cadore. Vincenzo Ve-
celli was enrolled as a notary by
order of the Council of Cadore
on the 15th of September, 1540.

+ Aretino to Del Vasto, Venics,
Nov. 20, 1540, in Lett. di M. P.
Aretino, ii. p. 165.

E 2
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Scourge” also despatched Titian’s original sketch in
order to silence Del Vasto’s complaints.* In February,
1541, we find Titian negotiating with Girolamo
Martinengo of Brescia, and promising to paint that
nobleman’s portrait if he would but send a complete
suit of armour to figure in the “ Allocution.”t The
picture was doubtless finished soon after, for when
exhibited at Milan it made quite a sensation amongst
the crowds which Davalos invited to see it} Its
despatch to Spain, and subsequent transfer to the
Alcazar of Madrid, remain unexplained ; unexplained,
likewise, the existence of a similar picture in the
Mantuan collection which passed into the gallery
formed at Whitehall by Charles the First.§ Even the
sketch has disappeared, though it may still perhaps be
identified as that which Charles the First purchased
during his visit to Spain. Unhappily the Spanish
edition of the picture which adorned the Alcazar in
the reign of Philip the Fourth (1621), was irretrievably
injured by fire and subjected to repainting; and it is
only with considerable difficulty that we discover a
touch of Titian’s brush. Still the composition is clear.

* Aretino to Del Vasto, Venice,
Deo. 22, 1540; and the same to
Sansovino, Venice, January 13,
1541, in Lett. di M. P. Arete, ii.
pp. 189—191.

+ Aretino to Capitan’ Palazzo,
Venice, Feb. 15, 1541, in Lett. di
M. P. A. ii. 198",

T Marcolini to Aretino, in Let-
tere & M. P. A., vol. ii., extr. in
Ticozzi’s Vecelli, p. 122.

§ Bathoe’s Cat., u. ., p. 96.

The marquis here called Vangona
may be Guido Rangone. The
canvas measured 7 ft. 4 in. by
5 ft. 5 in, high.

|| Bathoe’s Catalogue registers
this as follows : ‘¢ Done by Titian, .
the picture of the Marquis Guasto,
containing five half figures so big
as the life which the king bought
out of an ‘Almonedo,’” which
means, that the picture was pur-
chased at an auction.
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The marquis stands on a low plinth in burnished and
damasked armour. With one hand he holds the baton,
with the other he gesticulates as he speaks to a
company of halberdiers on the ground to the right.
A red mantle falls from his shoulders, his cropped hair
and beard are black. Near him his son Francesco
stands in a green coat and buskins, and holds his
father's plumed helmet. But for the daubs on the
faces we might perhaps recognize Aretino, who is
described by a contemporary as a spectator under the
garb of a soldier.* The likeness of del Vasto and his
son is lost under copious retouches.t Titian’s reward
is said to have been an annual pension of fifty scudi
on one of his patron’s estates.] Titian had good
reasons for showing zeal in del Vasto’s behalf, since it
was rumoured that the emperor was coming to revisit
the peninsula and inspect his possessions in Italy.
After ineffectual negotiation, Charles the Fifth had
failed to obtain from the French king the cession of
his claims-on Milan. Not even Burgundy and the
Netherlands which the Emperor tendered in exchange
had been found sufficient to tempt Francis the First.
Equally vain had been the effort to settle religious
differences in the diet of Ratisbon. Charles had spent
the spring and summer of 1541 in these negotiations,
and now he was bent on seeing how matters stood in
Lombardy, resolved to meet the Pope, and prepare

* Marcolini to Aretino, #.s. | See Don Pedro de Madrazo’s Ca-
1+ The picture is numbered 471 | talogue.
in the Madrid Museum. Itison | % Ridolfi, Marav. i, 223.
canvas, m. 2.23 high, by 1.65. |
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the fleet which, he fondly hoped, would compensate
the loss of Pesth to the Turks by the capture of
Algiers. In August he was met in the name of Paul
the Third at Peschiera by Ottavio Farnese. Though
travelling without state, and as Giustiniani remarks,
concealing the majesty of the Empire under the shade
of a bad hat and threadbare clothes,* his reception at
Milan was regal, and he made a solemn entry into the
old capital of the Sforzas with Granvelle and Gaspar
Contarini at his side, and accompanied by Davalos,
the Prince of Salerno, Lope de Soria, Davila, and the
crowd of imperial captains, councillors, and secre-
taries.t Aretino had hoped that he would be asked
to join the solemnity, but having fallen into some
temporary disfavour, and leing compelled, much
against his will, to remain at Venice, he had the more
reason for wishing that Titian should witness it, and
soothe in his intercourse with the Emperor and his
officials any difficulties that might have arisen.
Aretino judiciously heralded Titian's coming by
letters to some of Charles’s generals and secretaries.
To the prince of Salerno, who was about to command
a division in Algiers, he wrote that Titian would ask
him to sit “ for an outline of his figure.” To Lope de
Soria, “ that he had asked Titian to do him reverence
in his name”} Davalos was propitiated by the

* Pietro Giustiniani, Hist. Ve- | Ven. iv. 665.
netiane, 4to, Ven. 1576, lib. 13, T Aretino to the Prince of Sa-
- p. 271. lerno, Venice, Aug. 13, 1541;
t Albicante, Trattato dell’ In- | and Aretino to Lope de Soria,
trar & Milano di Carlo V., 4to, | Venice, Aug. 14, 1541, in Lettere
Milan, 1541, in Cicogna, Isc. | di M, P. Aretino, ii. 2227 & 223".
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“ Allocution ” which, we may think, Titian took with
him to Milan, and Gian’ Battista Torniello was
gladdened with the sight of a * Nativity,” which for
many subsequent years formed the chicf ornament of
the chapel of St. Joseph in the cathedral of Novarra.®
Titian for his part had occasion to paint new portraits
and urge his claims on the Emperor’s treasury. He
received from Charles the Fifth a patent granting him
an annuity of 100 ducats payable out of the Milanese
treasury.t The length of his stay at Milan has not
been ascertained, nor has any detail of his daily
avocations been preserved. At home at Venice in the
following October, we find him enjoying the usual
round of quiet dissipation attendant on mirthful
compuny and fine suppers, the triumvirate, into which
Marcolini the bookseller had entered, being turned into
a club called the * Academy,” where a small but jovial
set of “compeers” met either in the rooms at Biri,
or in Aretino’s palace on the Grand Canal} In
the workshop at Biri, there was to be scen, before the

* Torniello had been dissatis- | it was seen and described by Lo-

fied with a ¢ Nativity” which
Titian had done for him. He had
sent it back, and Aretino wrote to
him on the 6th of August, 1541,
that *‘Titian had repainted the
tavola, into which he had intro-
duced the protector of his (Tor-
niello’s) birthplace (St. Gauden-
zius of Novarra) in armour, and
two angels in place of cherubs.”
(Compare Lett. di M. P. A, ii.
308".) The picture was placed on
the high altar of San (iuseppe,
in the Duomo of Novarra, where

mazzo. (Idea del Tempio, p. 141.)
It is not now to be found.

+ This patent has not been
preserved, but is recited in a later
one, to which reference will be
mada postea ; but see Gaye, Car~
teggio, ii. 369.

1 See Leone Aretino to P. Are«
tino, Genoa, 23rd of March, 1541,
in Lett. a M. P. Aret, i. 357;
and Aretino to Pigna, Oot. 11,
1541, in Lettere di M. P. Are, ii.
244.
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winter closed, a large altarpiece of the * Descent of the
Holy Spirit,” ordered by the canons of San Spirito in
Isola, the same religious community which had
employed Titian years before, but was now desirous
“of more modern masterpieces suited to the splendour
of a new church rebuilt by Sansovino.* When the
canons were invited to inspect this altarpiece, they
protested their unwillingness to take it, and a quarrel
began, which we shall see expanding to large propor-
tions, till the influence of the Farnese princes put an
end to it.

Carnival time was now approaching, and the gay
patricians of the company of the Calza, led by the
irrepressible humour of Aretino, planned a grand
“ apparato” or show, to conclude with the perform-
ance of Aretino’s new comedy, called the * Talanta.”
It is characteristic of the peculiar form which art had
assumed at Venice, that the pieces required for scenes
and show were not entrusted to Venetian painters, -
and the members of the Calza deputed Aretino to
engage artists for this purpose in Tuscany. Aretino
naturally thought of patronising one of the craftsmen
of his pative town, and in this way Vasari first
made acquaintance with the city of the lagoons.t A
couple of pages in his autobiography give a descrip-
tion of the work which he executed for the carnival
company ; but the public was informed of the artist’s
name by a dialogue in the “ Talanta,” in which the

*® Vasari, xiii. 33; Sansovino, + Vas. i. 20, xi. 9, and xii.
Yen. Des. 229, 34.
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principal character was ingeniously made to puff all
the friends of the dramatist in a single sentence.

“I am told, am informed, and have seen it written,
says Messer Vergolo, that Messer Giorgio d’Arezzo,
who is hardly thirty-five, has painted a scene and an
apparato, which those clever spirits, Titian and
Sansovino, greatly admire.” *

But Vasari’s success was not limited to the perish-
able canvases of a public show or of theatrical scenes.
Since the days of the exhibition of the “Battle of
Cadore ” in the Hall of Great Council, Titian bhad
kept up his connection with the Cornaro family. He
had even been painting as Vasari came, or had caused
one of his journeymen to paint, a portrait of Catherine
Cornaro, the dead Queen of Cyprus, in the garb of a
saint, which numberless artists were afterwards to
copy and multiply. He gave the young Aretine an
introduction to Giovanni Cornaro ; and it was doubt-
less not without his countenance that Sansovino pro-
cured for him the order to decorate San Spirito in
Isola.t

* La Talanta commedia di M.
P. Aretino composta a petizione
de’ magnifici signori sempiterni,
e recitata dalle lor proprie mag-
nificenze con mirabil superbia di
apparato. Vinegia per F. Marco-
lini, 1542, act i. sc. 3.

t+ The palace of Giovanni Cor-
naro at San Benedetto, now
Corner-Spinelli, on the Grand
Canal, was that in which Vasari
laboured, and there he designed
the ornament of a ceiling. The
canons of San Spirito in Isola,

wished him to paint the ceiling
canvases, which were afterwards
executed by Titian (Vas. xiii. 34).
Ridolfi (Maraviglie, i. 198) states
that this portrait of Catherine
Cornaro was often copied. The
finest example ascribed to Titian is
that exhibited at the Uffizi in Flo-
rence (No. 648, half-length of life
size on canvas), where the queen
is represented standing turned
three-quarters to the left, her eyes
to the right, her left hand in the
grasp of her right. A crown of
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Titian meanwhile had been entering on new and
onerous engagements. In May, 1542, he received an

gold, studded with pearls, forms
the edging to a turban of silk.
A jewelled brooch is fastened at
the bosom to a red silk bodice,
the eleeves of which are puffed
with green damask. Over thisa
rich surcoat falls, the border of
which is strewed with pearls. The
face and form are full, plump,
and youthful, but finely moulded

and of graceful shape; and the-

attitude is nobly kept and ren-
dered. But the treatment is cold
and empty, notwithstanding that
some traits of Titianesque exe-
cution are apparent in it. The
painter in Titian’s school of whom
we are most reminded, is Marco
di Tiziano, yet on the back of the
canvas, and re-copied, according
to records in the secret archive of
the Pitti on July 8, 1773, are
the words: ‘‘ TITIANT OPVS ANNO
1542.” The dress and minutise
are all.retouched in the lights;
at the queen’s elbow is the wheel,
round her head on a brown back-
ground, the nimbus of St. Cathe-
rine. Photograph by Braun.
The same person, turbaned and
standing in & room with an open
window to the left, is fairly de-
scribed as C. Cornaro, by Titian,
in the Holford Collection. But
the treatment is feebler here than
at the Uffizi. The same person
again, without a head-dress, and
holding a garland of flowers, is
ascribed to Titian in the collection
of the Duke of Wellington in
London. It is a copy of life size
on canvas, by some imitator of

Titian. ¢ The Queen of Cyprus,”
as St. Catherine, with the palm
and wheel, was exhibited under
Titian’s name as the property of
Earl Brownlow, at the Academy,
in 1875.

Unlike any of these pieces, and
doubtless erroneously called Ca-
therine Cornaro, is a portrait of a
lady, more than half length, in
possession of Signor Francesco
Riccardi, Via Borgo Pignolo at
Bergamo ; a canvas which, when
in the Casa Vincenzo Martinengo
Colieoni at Brescia, was engraved
in the line series of Sala. The
person represented is a portly
woman in a red dress, whose
chestnut hair is gathered up into
a striped bag. She stands full
front at the side of a marble
plinth, on the face of which her
own profile is carved in relief.
Her left hand is raised to rest on
the slab, the right hanging list-
less at her side. The regular
features of a broad, good hu-
moured, and pinguid counte-
nance, are quite the reverse of
queenly. The homely dress is
well set and draped, and the whole
piece recalls in its general aspect
the period when Titian strove with
Giorgione for a place in Venetian
art. But the canvas is now too
much injured to warrant a posi-
tive opinion. The hair is new,
the eyes and flesh are mostly
daubed over, and there is much
modern colour to conceal what
may in past times have been the
work of Titian.
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advance of ten ducats to begin the votive picture of
the Doge Lando, which was to be placed in the Sala
d’Oro.* On the 5th of June he received a sum
exactly similar, as an earnest that he would furnish to
Domenico Giustiniani an altarpiece for the high altar
of the Church of Serravalle.t In the intervals
devoted to labours of a lighter kind he painted the
portrait of himself, which he purposed to leave as a
reminiscence to his children.

Of the numerous portraits which might claim to
be that produced by the painter for his descendants,
history unhappily gives insufficient account. Records
show that a likeness of Titian, registered as an heir-
loom of the Vecelli of Cadore, was stolen in 1733, and
purchased in a mysterious and . unaccountable way
for the ““Duke of Florence.” Respectable Cadorines,
who visited the Tuscan capital, declared that the
picture exhibited in the gallery of the Uflizi was the
heirloom in question, and recent historians have
repeated the tale without testing its truth.} The
fact appears to be that there were several portraits of
Titian not unlike each other, which passed through
the hands of dealers out of Italy; that one came into
Rubens’ possession,§ whilst another changed owners
obscurely, until it reached the gallery of M. Solly,
whose treasures now form the Museum of Berlin.

® The document is in Lorenzi, | Vasari, xiii. p. 34.

o. 8., p. 235. § In Rubens’ Inventory (1640)
t+ See Appendix. we find *the picture of Titian
t Compare the correspondence | himselfe, made by himselfe.”

of 1733 in Ticozzi’s Vecelli, pp. | (Sainsbury, u. s., p. 236.)

303-7, with the annotators of
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The evidence which affirms that the Duke of Florence
purchased the stolen portrait of Titian in 1733, may
be unimpeachable, yet we must assume that the
portrait, so stolen, was never exhibited at Florence,
since the Titian now at the Utlizi was bought at
Antwerp in 1677, and publicly displayed a short time
after.* -

The earliest likeness, or rather that which gives
Titian the greatest apparent youth, is that of the
Belvedere at Vienna. But this is so altered by
repainting as now to deny the hand of the master.t
Next in point of age, and executed with surprising
gkill, is that of Berlin, where Titian, with his own
hand, has rapidly sketched his manly form, encased
in a closely-buttoned doublet, of changing stuff,
showing red lake shadows and lights of laky white.
His shoulders are covered by a wide pelisse of dark
brown cloth, with a collar of brown musk, giving free

play to arms sheathed in

silvery damask. A broad

* See the correspondence of the
Grand Duke Cosimo the Third
and Francis Schilders, February
to September, 1666—1677, in
Gualandi’s Nuova Raccolta di
Lettere, 8vo, Bologna, 1843, ii.
pp. 306-316.

+ This picture, a bust on wood,
1 ft. 7 in. high, by 1 ft. 4 in., is
No. 48, Room II., 1st Floor, of
Jtalian Schools in the Belvedere
Collection. The face is turned to
the right, the head covered with
8 black skull-cap; the fur pelisse,
and knight’s chain, are similar to
those in other portraits of Titian.
The flesh parts are altogether re-

painted, and show at present no
trace of Titian’s hand. The only
part which might do this is the
shirt collar, but this is too little
to goby. A copy of this portrait,
by Teniers, is at Blenheim. There
is an engraving by L. Vorster-
man, in the Teniers Gallery, and
another in Haas’s Galerie de
Vienne. It is a question whether
this may not be the ‘¢ portrait of
Titian by himself” which be-
longed to the Antiquarian Strada
at Venice in 1567. See Stock-
bauer’s Kunstbestrebungen am
Bayrischen Hofe, in Quellen-
schriften, u. s., viii. p. 43.



Cmar. II.] PORTRAIT OF TITIAN—BERLIN. 61

white shirt collar and a black skull-cap relieve the
grand block of a finely chiselled face, decorated with
beard and moustache of dubious grey. The hands
are as full of life as the movement and the frame.
One of them rests with fingers outstretched on the
green cloth of a table, the other on the knee. The
face is seen at three-quarters to the right, divided into
perfect proportions, the forehead high, the brow bold
and projecting, the nose of fine cut, shooting, arched
from a powerful base, that parts a pair of penetrant
eyes of admirable regularity ; round the neck are two
twists of the chain, which indicates the painter’s
knightly rank. What distinguishes the head from
the rest of the picture is its finished modelling. The
sleeves are a mere rubbing of silver grey, the hands
a scumble of umber. One can see that the man who
painted the picture was of a tough fibre, and
eminently fitted to represent himself in the form in
which he is made to appear. The eye and action
reveal the same headlong fire and overflow of spirit
that characterised Michaelangelo ; and as we picture
to ourselves the sculptor hammering out the chips
with dust and din, so we picture to ourselves Titian
dashing off this likeness of himself, expressing his
meaning, here with a rubbed pigment, there with an
indication of outline, now with a dash of colour,
making out the shape in lighter or darker tone of red
and black on the neutral stretch of the ground, then
with a touch, leaving a little hill of light sparkling as
a diamond in the eyes and finger tips. But having
done this, a more sober, laborious mood supervenes ;
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the face is kneaded and modelled into shape, and
finished in a rus<ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>