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PAINTING IN NORTH ITALY

VOL. III

CHAPTER 1

* GIORGIONE

THE grandest form of Venetian art in the sixteenth
century—that which left indelible marks on the schools—
we owe to Giorgione and Titian. It would be difficult to
overrate the inflnence which each of these distingnished
individuals exercised upon the painters of his time, nor is it
possible to find two men who have remained more justly or
more constantly in honour. Giorgione and Titian were born
so nearly at the same time that they may be called con-
temporaries, but the growth and expansion of their talent
were singularly different. Titian seems to have risen steadily
but slowly to eminence; Giorgione, at a very early period,
showed signs of precocions skill.! In the genins which he
displayed, in the rapid development of his means, in his
early death and subsequent fame Giorgione may be compared
to Raphael. The measured steps by which Titian rose to the
highest place amongst the craftsmen of his time remind us of
Ghirlandaio.

Giorgione was born before 1477, Titian after 14802 Both

! We are obliged to assume this, even if we reject the date usually accepted
as that of Giorgione’s birth.

%z Vasari says Giorgione died in 1511, aged thirty-four; but Vasari often
errs in statements of this kind, and it is probable that Giorgione was born
earlier than 1477. Titian’s birth is given by Vasari as 1480, by Ridolfi and
others as 1477; but there are reasons for believing that Titian’s life was shorter
than modern annalists have thought. Dolce, who wrote in Titian’s lifetime,

VOL, I1I 1



9 GIORGIONE [om.,

stadied at Venice; both were pupils of Giovanni Bellini; but
it is characteristic that when Titian left the Bellini he entered
the atelier, and became the disciple of Giorgione.!

Giorgione played the same part in Titian’s life as Antonello
played in the life of the Bellini. He gave an impulse so powerfal
and so lasting to the style of Titian that Titian, with his richly
endowed pictorial constitution, was enabled first to equal, and
then to surpass, Giorgione. Whether Titian’s renown was ever
as great as that of his short-lived rival is doubtful. It was
the habit of Titian’s friends to sneer at the man ‘who only
dealt in portraits and half-lengths,” but the taste which so
gradually and so surely fell off from the older models of the
religious class had learnt to prize the conversational pieces of
which Giorgione was the inventor, and stood entranced alike
before cabinet pictures in which landscapes of the sunniest
tints gave freshness to fignres of a miniature size, or the innocent
recreation of music and song indulged by persons of the highest
rank, which gave the. painter occasion to charm by varied
expression of face, rich diversity of dress, and the delicions
gloom of palaces. Certain it is that, in the course of time,
the combined enticements of high-born person, pompous dress,

says Titian was scarcely twenty years old when he painted the Fondaco
de’Tedeschi (1608), and Vasari very nearly repeats the same story. (Cf.
Vasari, iv. 99, vii. 428 3¢.; Ridolfi, Marav., i. 274, and Dolce, Dialogo, ub. sup.,
pp. 22, 64). Ticozzi gives no proof of Titian’s birth; Cadorin only quotes
Ticozzi. (See Cadorin, Dello Amore ai Veneziani di Tiziano Vecellio, 4to,
Venice, 1833, pp. 24, 76, and Ticozzi, Vite dei Pittori Vecelli, 8vo, Milan, 1817,
note to p. 321.)

* The arguments for 1489 and 1477 as the date of Titian’s birth have
lately been set forth at length by Mr. Herbert Cook and Dr. Gronau; we
cannot here enter upon a full discussion of the difficult question, but must
refer the reader to the articles by the two above writers which are reprinted
in Mr. Cook’s Giorgione, pp. 123 3gq. It will be sufficient to note that the
view that Titian was born about 1489 is confirmed by yet another passage
in Vasari (iv. 459), 'where he speaks of Titian as being above seventy-six
in 1566-7; and that the three contemporary statements concerning Titian’s
great age, which would put the date of the birth as far back as 1475-82, all
occur in letters soliciting favours for Titian.—Giorgione, as we shall see, is
mentioned as dead on Oct. 25, 1510.

! The tendency of modern criticism has been to doubt this, but only because
the dates assigned to the birth of the two painters appeared to justify doubt.
But the best and oldest authorities agree that Titian was the pupil of Giorgione.
(Cf. Vasari, iv. 99, vii, 428, and Dolce, Dialogo, pp. 63, 64.)




1] THE PSEUDO-GIORGIONES 3

and lusciouns colour became irrevocably connected with the man
who first brought them into fashion ; a host of imitators thronged
to occupy a field which seemed so easy of access, and, towards
the middle of the centnry, numerous productions, inspired in
part from Giorgione, in part from Titian and Palma, were
thrown upon the market. It became habitual to collect these
productions in galleries and cabinets, the treasures of which
were shown to the initiated by private favour or exhibited to
public gaze at periods of festivity.! How frequently under
these circumstances the great masters were confounded with
the lesser ones only those can tell who study the catalogues
of the seventeenth century and trace their contents to modern
museums. It was not so much a mania as the knowledge
that value was attached to the greatness of a name which
caunsed the collectors to christen afresh the colossal impersona-
tions of Pordenone, the semi-sensnal figures of Pellegrino, the
coloured subjects of del Piombo and Torbido, the rural scenes
of Cariani, and the bright fables of Paris Bordone, the gay
liveries of Lotto, the smart but homely compositions of
Bonifazio, the sprightly and sometimes lascivious incidents
of Schiavone, or the coarse but not unclever deceptions
of Rocco Marconi, Pietro della Vecchia, and the later
Friulans. By this device the public was first deceived, and
in course of time connoisseurs learnt to confound the real
with the unreal, the good with the bad, and one painter with
the other.

It should not be forgotten, in forming an opinion as to the
works of Giorgione, that he was born in a mainland city not
far from the lagoons, that he received his education in Venice,
and that he had no taint of any provincial style. He was
born and spent his childhood in Castelfranco, one of the most
beantiful spots that it is possible to conceive—a town on the
plain at the foot of the Alps, a square fortress with high
rectangular towers, the residence of Tuzio Costanzo, a con-
dottiere of whom the Duke of Orleans had said that he was
the best lance in Italy. The country for miles around was
but half cultivated, half covered with primitive vegetation.

! Consult Sansovino, Ven. Descr., ub, sup., and Doglioni, Delle Cose Notalbili
della Citta di Venetia, 12mo, Venice, 1592,
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The stream which filled its ditches before running to the
lagoons was fringed with stately wood. At no great distance
lay Asolo, the seat of Catherine Cornaro, ex-queen of Cyprus,
whose house was the scene of many a courtly revel, where
Pietro Bembo, before he grew old enough to become a cardinal,
composed his Asolani ; farther north the grand and solemn
Alps, bathed in mist at noon, but sparkling with gorgeous
tints at morn or eventide.

Even now that time has had its way of the old worn dungeon,
and thrown its mantle over many of its ruins, even now that
the forest has been cleared, and the plonghshare furrows the
ground, & picturesque tower still remains to cheer the view ;
there are trees and shrubs and hedges to attract the eye, and
we can fancy that, before the villagers left the vast qunadrangle
of brick within which their habitations nestled to take up airier
quarters outside the walls, the place was picturesque enough
to stir the heart of Giorgione.

There seems reason for supposing that Giorgione was the
first of the modern Venetians to follow the footsteps of Bellini,
and give importance to landscapes. If we believe traditions
which live to our day, there was no one like him at the close
of the fifteenth century for producing park scenery, no one
who came near him in the chastened elegance of the fignres
with which this scenery was enlivened. The country which
he knew had not the rocky character, nor had it the giddy
heights, of that which Titian found at Cadore. It had no
dolomites to spread their jagged edges on the pure horizon :
but it had its elms and cypresses, its vines and mulberries,
its hazels and poplars, its charming undulations, wooded vales,
farm buildings, and battlements ; and in these there was a
variety which all but defied repetition.

Giorgione was of the stock of the Barbarella, a family of
standing and property in the country of Castelfranco ; but being,
it was said, the son of a country girl at Vedelago, and not
subsequently legitimized, it was. his fortune to know neither
the paternal mansion nor a father’s care. Nor is it likely that
he would ever have been acknowledged but that in subsequent
years the shame of his birth was covered by the celebrity of
his genius, and the younger members of the family coveted
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his remains, and enshrined his name in an epitaph.! It is stated
that he was of distinguished presence and spirited character,
kindly, and of good manners, adored by women, an admirable
musician, and a welcome guest in the houses of the great.?

! Born at Castelfranco (Vasari, iv. 91 87.) or Vedelago, near Castelfranco
(Ridolfi, Marav., i. 121). But Dr, Luigi Tescari (Per le Nozze Puppati-Fabeni,
8vo, Castelfranco, 1860, pp. 6 sg¢.) reconciles the two statements by saying that
Giorgione was of illegitimate birth, the son of one of the Barbarella by a peasant
girl of Vedelago. He urges, in favour of this assertion, the silence of the baptismal
registers. He proves the relationship of Giorgione with the Barbarella as
follows: “ His (Giorgione's) family, wishing in some manner to correct the defect
of his birth and the carelessness of his parents, obtained that his remains should
be brought home and placed in the old church of San Liberale, between the
altar of St. Mark and St. John the Baptist.” This is confirmed by Nadal Melchiore,
who, at p. 80 of “ Repertorio di cose appartenenti a Castelfranco principiato
a di 1° Settembre dell’ anno MDCCXV e terminato a di 15 Marzo MDccxviir,”
MS. at Castelfranco, gives a copy of the epitaph placed over the tomb of the
Barbarella, thus:

“Ob Perpetuum Laboris Ardui Monumentum In Hanc Fratris
Obtinendo Plebem Suscepti, Virtutisque Jacobi et Nicolai Seniorum,
ac Georgioni Summi Pictoris Memoriamn Vetustate Collapsam Pietate
Restaurandam : Mathaus et Hercules Barbarella Fratres, sibi,
posterisque, Construi Fecerunt donec Veniat Dies. Anno Domini
MDCXXXVIII Mense Augusti.” ]

This epitaph perished when the old church was taken down to make place
for the present one.

* There is reason to believe that the above epitaph has been incorrectly
reported to us (to give an instance, Matteo Barbarella died in 1600 and Ercole
in 1608). But even in the only version which is now available it does not
explicitly state that Giorgione belonged to the Barbarella family. In con-
temporary records the artist is called Zorzo or Zorzi da Castelfranco; the
Anonimo Morelliano, Pino (1548), Doni (1549), Vasari (15650 and 1568), Dolce
(1657), Sansovino (1561), never couple Giorgione’s name with that of Barbarella.
1t is only when we come to Ridolfi (1648) that we are told that the Barbarella
family prided itself in having given birth to Giorgione; but Ridolfi also takes
care to note that, according to others, Giorgione was born at Vedelago of one of
the best families in those parts. Now Dr. Gronau has discovered that in 1460
one Johannes dictus Zorzonus de Vitellaco—in Italian, Giovanni detto Giorgione
da Vedelago—figures among the citizens of Castelfranco. We thus find that
Giorgione was not a particular sobriguet of the painter Giorgio, of Castelfranco,
as Vasari would have us believe (iv. 92); and, bearing in mind the second
tradition mentioned by Ridolfi, it is very natural to suppose that this Giovanni
was the father of the painter Giorgione. Dr. Gronau suggests that the Barbarella
family, in order to honour its great fellow-citizen, may have allowed his remains
to be buried in the Barbarella family tomb, and that this may have given rise
to the belief that Giorgione was himself a Barbarella. See Gronau, in Nuovo
archivio veneto, ser. i, vol. vii, pp. 447 sgq.

? Vasari, iv. 92,



6 GIORGIONE , o,

It is perhaps to his early intercourse with aristocratic company
that he owed the peculiar breath of distinction which we find
in all his impersonations, and that fine acquaintance with all
that is subtle and delicate, as contra-distinguished from that
which is mere glitter in the circles of the wealthy. When still
very young he had the privilege of sittings from Gonzalvo of
Cordova, the doges Agostino Barbarigo and Leonardo Loredano,
and Queen Cornara ; and it is to be presumed that these were but
the chosen few out of a much larger and hardly less important
body of patrons.!

When Giorgione first entered the Venetian school is not
stated, but the works attributed to his hand afford evidence of
his presence at Venice at the time when Gentile and Giovanni
Bellini won the race of fame against the Vivarini, when the
mechanism of painting was altered by the use of oil medium,
and the halo which surrounded Antonello began to pale. He
had the luck and the skill to combine afresh the elements of the
two styles cultivated by Antonello and the Bellini, and to form
a new one uniting the charms of both. At first he laboured in
the old field, and painted the familiar subjects of the Scriptures ;
but he soon selected for study that form of art in which Bellini
divested himself of religious elements, and he learnt the charms
of genre.

Bellini, the father of that species of design which com-
mingles fable and legend with natural scenery, produced on rare
occasions gems of peculiar brilliancy in allegorical compositions,
tragic legendary episodes, and bacchanals. It was perhaps with
these that he first really captivated the soul of Giergione. At
some period, of which it has not been possible to fix the date,
one of the chiefs of the Medici bought for the summer residence
of Poggio Imperiale three small pictures, so similar in spirit and
so equal in beauty that, when finally deposited at the Uffizi, they
all bore the name of Giorgione. One of them, by Giovanni
Bellini, was the model on which another, and a later, painter
conceived his own.® It is hard to divine the meaning of the

! Vasari, iv. 94 s7., and Ridolfi, Ze Marav., i. 126. ? Vasari, iv. 93.

* * These three pictures were not originally companion pieces. The Bellini
came to Florence from Vienna in the eighteenth century by exchange (Ludwig,
in the Berlin Jahrbuch, xxiii. 163) ; the two Giorgiones were already in 1692 at
Poggio Imperiale (Gronan, in Repertorium, xxxi. 416). A .
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allegory which Bellini has depicted. The Virgin, sitting on a
terrace overlooking a lake, receives the homage of a kneeling
female, attended to the right and left by standing figures whose
identity is not ascertained. Behind an open balustrade, a couple
of men apparently represent St. Joseph and St. Paul. An apple-
tree in a vase is shaken by a naked boy, and children gather the
fruit. In the hills behind the lake an ass ruminates, whilst a
shepherd tends his flock ; a centaur sports, and a hermit rests
in his cave. The perfect arrangement of the scene is as grateful
as the purity and selection of the forms, the grace of the move-
ments, and the mildness of the faces. The colours are sweet and
blended, and swim in the sunny haze of noon.!

Compared with this, the companion piece, a legendary Ordeal
of Moses, bears a stronger impress of youthful freshness, and
shows less of the mellowness of maturity. Pharaoh sits on a
throne inlaid with marbles and carved with reliefs. His court
surrounds him. Two pages in front present the dishes in which
fire and gold are placed. The infant Moses, supported by his
mother, plays with the fire and surprises the bystanders. The
background is a glade with tall trees, through the trunks and
boughs of which the forest and distant hills appear. There is a
high and courtly air in the graceful setting and proportion, as
well as in the rich dress of the dramatis personz. Distinet
outline, solid surface, occasional embarrassment in movement,
and somewhat angular drapery, are features which betray the
hand of an artist younger and less skilled than Bellini, whilst the
more attractive points appear to indicate an art as yet imperfectly
expanded. But the broken ground crested with wood, the varied
and tender leafing, the light spangles amidst the twigs, the

! Florence, Uffizi, No. 631. Small panel in oil with figures one-sixth of life-
size, from Poggio Imperiale, much injured by abrasion and repaint, the sky new.
[* Dr. Ludwig has shown that the subject of this picture is derived from a
medizval religious poem, Le pélerinage de Udme, by Guillaume de Deguilleville.
The railed-in terrace represents the earthly paradise, in the middle of which rises
the mystic tree of the Canticus Canticum, The children playing with apples
symbolize the souls comforted by Christ. The Virgin and Justice (the kneeling
woman) are discussing the redemption of mankind, the saints—Paul, Peter,
Bebastian, and Job—are the advocates and faithful friends of the souls. The
donkey and the hermit (St. Paul) across the water typify the kind of life which

leads to the least amount of pain in purgatory. See Ludwig, in the Berlin
Jahrbuch, xxiii. 163 sqq.]
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diverse shades of intensely bright foliage relieved npon each
other, or thrown upon the radiant sky, the blue mountains from
which the nearer slopes and towers are so cleverly parted—all
this—if not so perfectly harmonions or in keeping so subtle as
Bellini would have made it, is laid in with exquisite tonch and
minuteness of finish ; and a clear, exhilarating sparkle suggests
those delightfal hours of the warmer climes when rain has cooled
the air and filtered it.! It is to such pleasant allurements as
these that Lomazzo refers with delight when writing of
Giorgione. Though he merely generalizes, when speaking of
the skill with which the master produced pastose light, reflec-
tions, and broken tints of flesh, he is careful in noting the
cleverness with which he paints crystal water, trees, and animals,
and all that appertains to nature in the open; aud in this
reference to the source of Giorgione’s charm he merely echoes
what Vasari says in more general terms.? Neither the spot nor
the towers which are here so deliciously depicted are accurately
to be traced, but they are such as to suggest the vicinity of
Castelfranco, and such as a man of Giorgione’s power might vary
at his pleasure without doing serious violence to the reality.
but if in respect of landscape, or in respect of pictorial feeling,
the painter bere shows himself unmistakably Bellinesque, his
style is not without admixture of other elements. The glossy
nniformity of flesh or rich depth of dress tints, the polish of
surfaces impregnated with medium, incisive contours, and tenuous
lining of detail, all point to influences foreign to Bellini ; and
though an effort is made to cover the comparative rawness of the
handling by copious use of filmy glazes and light scumbles, there
are still traces of a treatment which, in its mechanism, appears
derived from Antonello da Messina.

As companion to the Ordeal, the Judgment of Solomon at
the Uffizi exhibits the same predominance of landscape features
and the same distribution of the principal actors. Solomon sits
on a throne to the right, the dignitaries, mothers, children, and

! Florence, Uffizi, No. 621. Canvas, with small figures one-eighth of life-size,
from Poggio Imperiale. The subject, as derived from rabbinical Bible sources,
is explained in M. Unger’s Kritische Forschungen, 8vo, Leipzig, 1865, p. 5.

* Lomazzo, Trattato, ub. sup., pp. 228, 304, 434, 463, and especially 474 ; Vasari,
vii. 427 s¢., and iv. 92 sg.
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executioner before him. The screen of trees opening out at the
sides shows the wooded undulations of country lined with
saplings, bushes, towers, and habitations. There are more
vividness of tone, more variety of ground and episode, and more
richness of contrasts, yet not more gorgeous vegetation ; and the
country is the same, seen from a more interesting side. The
figures alone are less ably wrought, and numerous repaints or
modern alterations of costume deface the composition.!

A later but not less beautiful example of the treatment
which stamps the cabinet pictures at the Uffizi with an impress
of originality is the Nativity which long adorned the Fesch
Gallery, and since formed part of the London collection of
Lord Allendale. Under a grotto to the right, overgrown with
ivy and overhung with. grasses, the Virgin kneels adoring the
Babe, attended by St. Joseph, grey-bearded, self-communing, at
rest behind a portion of rock and a remnant of hurdle. To the
left two shepherds, who, in another part of the ground, are seen
receiving the message of the angel ; behind them, a distance in
which the tarrets, the trees, and hills peculiar to the neighbour-
hood of Castelfranco are seen. With the general character
which distingnishes the Ordeal of Moses or the Judgment of
Solomon, this landscape has more atmosphere, more lnxuriance
and richness of objects. A tall tree to the left of the bank,
another to the left in the picture, vary the scene. At the foot
of the latter a cabin shelters a peasant ; there are rocks too, of
a soft, worn, vague texture, with greenery sharply made out
and delicately finished cropping from the fissares. Reeds,
pebbles of transparent colour, are minutely made out. In the
distance the bare hillside is yellow-lighted in the setting sun
by the glow of coming evening. The square tower commands
the houses around all steeped in vague atmosphere. A charming

! Florence, Uffizi, No. 630. Wood, small, like No. 621, from Poggio Imperiale.
This panel has had repair and alteration, the third figure from the left side, a man
in a hat, the head and arm of the executioner and the child in his grasp, the child
on the ground, the drapery of the standing mother and the man in a hat to the
right of her, the drapery of the man immediately to the right of both the
foregoing and parts of two personages in the foreground to the right being all
more or less repainted and spoiled; and it seems not doubtful that the hats are
comparatively modern additions. The hands and the feet of the dramatis person®
are all more or less repainted. 1
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contrast is produced by setting the deep-tinted shepherds in
front of the warm, straw-coloured fields, whilst the Virgin and
St. Joseph are thrown forward upon the gloomy shadow of the
grotto. Humble life is depicted with astonishing realism, and
yet without vulgarity. Exquisite harmouny pervades the luscious
and variegated toning which dazzles with the brilliance of
Antonello’s enamels, whilst the garments of the shepherds are
in tatters, and their toes creep out of the ends of their broken
shoes. Characteristic as the picture is in many parts of the
teaching of Bellini, it also betrays some leaning to Palma in
the rounded ease of the action generally, and in the plump, soft
shapes of the Virgin and Joseph. The handling displays
increase of power, better arrangement, greater breadth, more
delicacy of glazing and blending, and larger effects of chiaro-
scuro.!

A similar medley of the Bellinesque and Palmesque, with
elegant grace and sparkling colours, is the Epiphany of Sir
William Miles, of Leigh Court, where the Virgin, sitting to the
left under cover of a penthouse, receives at a respectful distance
the adoration of the kings, whose suite of horsemen halts to the
right. It is a work of most picturesque beauty in distribution,
colour, and costume, assigned traditionally to Giovanni Bellini,
but equally entitled to rank amongst the creations of Giorgione
as the gems of the Uffizi and Lord Allendale? Whether we

! London, Piccadilly, Lord Allendale. Wood, 3 ft. 6 in., coinciding in subject
and size with a piece assigned to Giorgione in the collection of James II. (see
Bathoe’s Catalogue). The figures are double the size of those at the Uffizi. In the
grotto behind the Virgin we see the ox and the ass, and in the air above her five
winged heads of cherubs. In the sky is the angel, who flies down to the shepherds
in the middle ground. The panel is split horizontally, just above the Virgin and
across the face of the bowing shepherd; the head of the Virgin is a little, but
very little, rubbed down. For a part of this picture, there is a drawing repre-
senting the Virgin, St. Joseph, the Infant, and one shepherd kneeling, in the
King’s collection at Windsor (7§in. long by 8 in.), under the name of Carpaccio.
[* A contemporary copy of the above-mentioned painting belongs to the
Imperial Gallery at Vienna (No. 23); another of later date is in the collection of
Mr, Herbert Cook at Esher.]

? Leigh Court, near Bristol, S8ir William Miles, Bart. Panel, 1ft. high by
2ft. 84in. The kings, with their suite, are in the middle; behind them two
servants standing with horses. The head of the youth kneeling behind the two
kings and the heads of two children farther back are retouched. [* This picture
is now in the National Gallery (No. 1160).]
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are justified in classing all these pictures amongst those which
Vasari describes generically as Giorgione’s compositions of ¢ our
Lady ” is a question worthy of consideration. We may ask on
what ground any one of them should be accepted as genuine,
gince there is nothing to support the nomenclature but tradition.
Upon this point it would be vain to assert that debate is from
henceforward to cease; but we may bear in mind that the style
coincides with that which historians attribute to Giorgione ; that
most of the characteristics which predominate recur in canvases
registered by the oldest authorities as those of Barbarella; and
that the landscapes in every case resemble each other and recall
the country of Castelfranco.!

Foremost among the productions acknowledged by successive
generations as trne Giorgiones we should place an altarpiece of
the Virgin and Child between St. Francis and St. Liberale in
the church of Castelfranco. We saw that in the sixteenth
century Castelfranco was the residence of Tuzio Costanzo, a
captain of free companions, who had made his fortune in the
wars and carried his fortune home. He lived there because it
was the abode of his ancestors, but also because it was near
Asolo, the palace of his liege lady, the Queen Cornara, whom
he had followed from Cyprus. The trade successfully driven by
Tuzio was actively pursned by his son; and Matteo Costanzo
became the promising leader of fifty lances in the service of the
Venetian republic. But fate, which had been kind to Tuzio, was
unkind to Matteo, who died at Ravenna in 1504; and Tuzio
caused the body of his son to be embalmed and buried in the

* 1 The two Uffizi pictures are now commonly, and no doubt rightly, accepted
as early works by Giorgione ; they are closely allied to the Castelfranco altar-
piece, though the latter painting belongs to a slightly more advanced stage of the
artist’s practice. Lord Allendale’s Adoration, the National Gallery Epiphany, and
a Holy Family, in the collection of Mr. Robert Benson, of London, are certainly
by one hand; but, they do not seem to satisfy the standard of quality set
even by the earliest works unquestionably by Giorgione. They have been
ascribed to Catena, who, however, does not show the freedom of movement and
markedly pictorial effects apparent in these paintings; it has also been suggested
that they may be by some, at present, anonymous artist—‘“the Master of the
Allendale Adoration.” The tendency constantly to break up the planes in the
draperies, the snub-nosed types, the shape of the fingers, and finally the design
of the landscape in the Allendale Adoration might perhaps justify us in

suggesting that Cariani, that eclectic and versatile artist, is the author of these
three pictures.
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family chapel.! It is said that, in memory of the melancholy
event, Giorgione was employed to paint an altarpiece and frescoes
on the chapel walls; but we may hesitate to believe that the
decoration of the Costanzo chapel shonld have been postponed
to the time determined by the premature end of Tuzio’s son,
whose burial in the sacred precinct presupposed its earlier
completion. That, in the course of centuries, the charch in
which Giorgione laboured should have been razed only makes
the question of dates the more obscure ; for the altarpiece which
hangs in the choir of the new church bears no inscription of
any kind, and is only ascribed to Giorgione by the concurrent
testimony of history and local annals; but the style in which
it is executed seems that of Giorgione’s youth, and it is not
without apparent connection, especially in the handling and
landscape, with that of the smaller and more picturesquely
treated compositions to which our attention was previously
drawn. Had Giorgione been asked merely to produce an altar-
piece, he might have composed and finished it in his atelier at
Venice. The decoration of the Costanzo chapel with frescoes
necessarily took him to Castelfranco. Some say that the saints
of the altarpiece were likenesses of his brother and himself;
others that the warrior saint was a portrait of Matteo Costanzo.
On the back of the panel were once these lines :

“Yieni ¢ Cecilia,
Vieni t’ affretta,
II too t’ aspetta
Giorgio . . .’

and modern critics natarally found in the words a proof of the

! Tuzio Costanzo led a hundred and sixty lances under Francesco Gonzaga,
generalissimo of the league, in which the Venetians took a part (1495), against
Charles VIIL of France (see Malipiero, * Annali Veneti” anno 1495, in Arckivie
8tor. Ital., tom. vii. parte i. p. 359; also Francesco Sansovino, Case Tllustri
@ Italia ; Melchiori, MS., ub. sup.; and Tescari, Per Nozze Puppati-Fabeni. See
also Ridolfi, Le Marav., i. 123). An inscription on the slab of Matteo Costanzo’s
tomb, still preserved in the outer wall of the church and within the precincts of
the cemetery of Castelfranco, runs in capitals as follows: ‘‘Matheo Costantio
Cyprio Egregia corporis forma insigni animi Virtute Immatura Morte sublato ob
bene Gestam Militiam Tutius Pater Mutij Filius Charissimo Filio Pientissimé
Posuit MDIII1 Mensis Angusti.” :
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painter’s fondness for the fair sex.! It is not beyond the limits
of probability that he should have made love to a female model,
and there is no reason for doubting that he first sketched his
figures from life, because in Giorgione, as in all the Venetians
of this age, there is nothing ethereal or ideal in impersonation ;
but there are other grounds for believing that Giorgione
consulted nature, the most important of which is the existence
of the original painting in oil for St. Liberale in our National
Gallery.

This manly and spirited study, so skilful and so simple in its
beauty that it passed for a Raphael, is probably taken from
Tuzio’s son ; and the faithful reproduction of the same armour
in a stone effigy of Matteo Costanzo, still preserved in the
cemetery of Castelfranco, is one of the proofs adduced by many
to show that St. Liberale is Matteo’s portrait. It is a bare-
headed full-length, in silvered armour, with crisp, luxariant
locks, resting a hand on the staff of a banner, the sword-arm
pendant, and the sword belted on, & masterly imitation of the
reality, of grand freedom in pose and winning softness in colour,
marvellously faithful in the rendering of glitter and reflections,
but not without damaging repaints. It differs from the
St. Liberale of Castelfranco principally in this, that the head is
bare and the right hand idle.?

The altarpiece itself is arranged with intentional symmetry
and an uncommon attention to the balanced distribntion of light
and shade, the centre of vision being purposely high and the

! Tescari, Per Nozze, ub. sup., p.9; Ridolfi, Marav., i. 123; Selvatico, Storia
estetico-critica, 1. 526.

2 London, National Gallery. Wood, 1 ft. 3} in. high by 103 in., once belonging
to Mr. Mariette and to Benjamin West. Samuel Rogers bequeathed it to the
nation. The background is dark ; there is a dark brown curtain in the upper
corner to the right. The face and hair are spotted and renewed, and a piece of
the armour near the right hand is retouched. [* This beautiful picture has been
unduly neglected in recent criticism; also, in view of the fact that Crowe and
Cavalcaselle accept it as a work by Giorgione, the question as to its aunthor
deserves reconsideration. It is, however, difficult to believe that this can be
a study for the Castelfranco altarpiece, as it is much darker in tone than the
authentic early pictures by Giorgione.]

A funereal stone, removed from the old church to the wall of the cemetery at
Castelfranco, represents Matteo Costanzo clad in armour like that of St. Liberale,
and like that of the figure above described. A 'helmet, resembling that on the
saint’s head at Castelfranco, lies at the feet of the image.
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perspective scientifically correct. The room in which the Virgin
holds her state is confined by a stone screen, in front of which a
double plinth, equal in height to the stature of the foreground
saints, projects. On the lower step of the plinth is a round with
the scutcheon of the Costanzi. From the foot of the throne
a striped carpet falls, overlaid by a green-flowered damask rug.
The high and narrow back of the seat sparkles with red and gold
embroidery. The deep shadows projected by the fignres are
relieved by an equal surface of light subdued as with a warm,
tempering veil. A cloudless sky, merging at the horizon into
pallid straw, sheds a mild light on a landscape of lake and
slopes with trees and towers and huts composed on similar lines
to those we have so frequently noticed, but so quiet and serene
as to recall the pure vistas of Raphael’s earlier period. The
whole piece displays an exquisite feeling for colour, for graceful
attitude, tender form, and kindly expression. Looking down
from her elevated seat with a glance abstracted from sublunary
concerns, the Virgin sits with her left hand on the arm of her
throne,.her right supporting the Infant, all but naked, on her lap.
The white cloth resting on her head, the green tunic which
falls from her bosom without the fastening of a girdle, the red
mantle hanging on the right shonlder and brought round to
cover the knees and feet, all these draperies of soft and simple
fall, and with very tender breaks and massive shadows, form
a fine chord of tone, of line, and chiaroscuro. The Child, half-
sitting, half-recumbent, turning his face and glance toward
St. Liberale, rests on a white cloth, unheeded by his mother,
unheeded by the saints below. St. Liberale, with the helmet on
his head, the dagger at his hip, and the gloves in his hand,
stands passive and almost feminine in features, his right foot
raised at the heel by a slight projection of the chequered floor.
St. Francis, to the right, pointing to the scar in his side and
showing the wounds on his hands, the rope round his waist, the
cowl thrown off, the feet bare, and one of them also resting on
the projecting edge of the floor. The attitudes are studionsly
graceful, the extremities well drawn, the draperies appropriately
cast ; the flesh is clear, and, where free from repaints, finished
with broad rounded modelling strengthened by glazes and
finishing touches, the lights of sunny warmth, the half-tones of
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cool sweetness, the darks transparent, the rich vestment tints
here and there of dazzling polish, the armour brilliant.!

An opinion very generally held, and not unfrequently ex-
pressed, assigns to Giorgione a marked influence on the later
period of Giovanni Bellini's pictorial career. The Madonna of
Castelfranco, executed before 1504, precedes Bellini’s master-
piece, the Madonna and Saints of San Zaccaria at Venice, and
combines in a high degree the qualities which we are wont to
call Giorgionesque. In the later form of Giorgione’s art, such as
we find it in the concert at the Pitti, Giorgione attains to much
greater freedom of treatment than at Castelfranco, but then he
had seen Bellini in the later phase of his style, and followed the
master then as he had followed him before. That his manner
at the period of the Castelfranco altarpiece should bear the stamp
of the sixteenth century, and embody some of the freedom of the
moderns is natural, yet there is much in that altarpiece to remind
us of the early relations in which the two masters stood, and it
18 inevitable that we should compare the St. Francis of Castel-
franco with its earlier connterpart in Bellini’s Madonna of San
Giobbe. Here, as elsewhere, we trace some lingering reminis-
cence of Antonello in the polish of the surfaces, the clean finish
of the outlines, and the force of certain shades of dress.?

! Castelfranco, church. Wood, m. 2 high by 1-45, the figures above half
life-size. This picture was restored on several occasions by Pietro Vecchia,
Melchiori, Antonio Medi, Ridolfo Manzoni of Castelfranco, and Amiano Balzafiori
of Naples. G. G. Lorenzi went so far as to paint a beard to St. Liberale, which
was taken off again by Paolo Fabris of Venice, who seems indeed to have
removed many of the oldest repaints. The surface is, however, more or less
rubbed down, and in some spots—as in the darker parts of the face and outlines
of St. Liberale, in the forehead and hair of the Virgin, in the hands of 8t. Francis,
and in bits of landscape—there are clear traces of retouching. The arms of
Costanzo, which we cannot describe in the terms of heraldry, are : a lion rampant
on green, above a red band ; and beneath the latter, six bones on a yellow field.
In the landscape, to the left, there are trees, a square tower and houses inter-
cepting the view of a lake, and to the right, the lake, distant hills, a castle
and a Roman temple peering out of a grove. Nearer the spectator are some
saplings, and two small figures put in with surface touches, There is a copy
of the St. Liberale at Castelfranco in Stafford House; the distance is a

- landscape.

2 Bellini’s altarpiece of San Giobbe, now No. 38 at the Venice Academy,
comprises a figure of St. Francis, which is the same as that of Castelfranco
reversed.
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Modern Castelfranco lives upon the traditions of Giorgione,!
and the local cicerone proudly shows the dwelling in which he
was born, which antiquarians may look at with distrust, and the
house in which, during his visits, he habitnally resided. The
house stands on the square to the left of the parish church, and
though it was internally redistributed to suit the wants of
modern occupants, still contains remnants of interesting frescoes.
In contact with the ceiling of what once was a large hall are
friezes with medallions, heads of emperors and philosophers,
Gorgons, skulls, sand-glasses, masks, and tablets with Latin
mottoes, helmets, scutcheons, and shields, brackets with books,
easels, brushes, compasses and rulers, astronomical instruments,
and emblems of the seasons, cymbals, viols, and harps. Though
merely washed in with distemper on a smoothly tinted ground,
and relieved by solid lights and cross-hatched shadows, they are
treated freely, boldly, and certainly in a Giorgionesque spirit.
Of similar relics which we might expect to find in the residence
of the Costanzi—so long a leading family at Castelfranco—there
is little sign. The decay of the race is reflected in the squalor
of the mansion ; and, as we look at Tuzio’s arms painted—
perhaps by Giorgione—on the outer wall, we see the children of
artisans playing in all the rooms of the old condottiere. :

! Castelfranco, in the house of Dr. Luigi Tescari. A canvas, oil, with the
Virgin and Cbild, is held to be the original study for the same group in
Giorgione’s altarpiece. It is much below Giorgione’s powers, and is a modern
copy from the altarpiece in the spirit of Pietro della Vecchia. In the same
place a canvas is preserved (m. 0-38 high by 0-35), representing a half-length
of a female, three-quarters to the left, in gala dress, bare neck, black bodice,
and greenish slashed silk sleeves with white puffs. Her right hand rests on
a book ; distance dark brown. This canvas used to belong to the Castelfranco
family of Almerigo de Castellis, and justifies to some slight extent the name
which it bears. The colour is somewhat abraded and changed by new var-
nishes. There is a breath of the Bellinesque in the execution, and a faithful
reproduction of nature. [* The Tescari collection was dispersed about 1885.
In the printed catalogue of this gallery, dating from 1870, the two above-
mentioned pictures are entered as Nos. 329 and 341.]

* Castelfranco. The ‘““house of Giorgione,” at no great distance from the
.Costanzo mansion, is quite modern. The hounse containing the friezes described
in the text is now called Casa Pellizzari, and the paintings, with the exception
of a medallion with the profile of an emperor, removed into the Casa Tescari,
and others carried away by the restorer Lorenzi, are on the wall of the first
floor. The Giorgionesque spirit is apparent not only in the execution but in
the subjects, and we shall see that Giorgione was fond of representing in his
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Reverting to Venice and Giorgione’s practice there, we find
him now exclusively occupied with profane subjects; and in
the Chaldean Sages of the Imperial Gallery at Vienna, or
the so-called Family of Giorgione at the Manfrini Palace we
resume acquaintance with that form of art in which landscape
is treated as of equal, if not superior, importance to figures.

Both these pictures were celebrated at Venice in the early
part of the sixteenth century, the first in the collection of
Taddeo Contarini (1525), the second (1530) in the honse of
Gabriel Vendramin at Santa Fosca. The first really represents
a company of astronomers watching the heavens in the shadow
of a glade. The sun is setting, and still shows a portion of
his disec behind a neighbouring hill, throwing into shade the
village church and mill, but casting long, clear sweeps of rays
upon slope and path. Right and left, the gloom of evening—
here, on a precipitous bank with hanging withes and weeds
thrown clear upon the sky; there, on a knoll with underwood,
gnarled roots, and trunks of trees. The mass of light con-
centrated round a couple of small grey clouds filters throngh
the glade. A slender sapling waves its scattered leaves with
rnddy force against the firmament. The vegetation varies
between fresh and verdant greens or yellows and withered
duns or faded autumn brown and orange—a masterly com-
bination of contrasts recalling the Allendale Nativity. Here,
too, we have plump form, soft blending, pure drawing, and
spare impast in flesh bathed in vaponr and made transparent
by delicate glazes; here are rich and dazzling tints of dress
relieved in bright and sombre, or sombre and bright, with
melodions harmony. On the knoll to the right the sitting
figure with his back to us is a young astronomer, with a species
of quadrant in his hand, looking up at the luminary, his white

pictures such turbaned astrologers and sibyls as we find here (see postea, Vienna
and Marostica). Other decorative frescoes are assigned to Giorgione at Castel-
franco, which bear the test of examination less than those of the Casa Pellizzari
(see Melchiori and Dr. Tescari’s pamphlet, ub. sup.), e.9. Casa Bovolini to the
left of the Treviso gate as you enter it (Via Bastia, No, §70) is covered in
front with hunts and feats of Hercules—the Death of Anteeus and the Victory
over the Lion; but these are poor designs, in the style of the worst that have
been noticed at Treviso and Spilimberg. The Costanzo mansion is in the Vicolo
del Paradiso, the family arms high up in the gable within the courtyard.

VOL. 111 P
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shirt and yellow vest balanced in scale by a green mantle. The
standing personage next him wears a turban, the white cloth
of which is rolled round a red fez, a watered purple cape, a
white waistband, in which his thumb is stack, and a caftan
of cinnabar. He has just called the attention of his neighbonr,
who turns as he steps down the knoll—a portly, bearded man
with a ruby-coloured hood and amber maatle, holding an
astrolabe and a pair of compasses. We may give undivided
admiration to Giorgione for his spirited and easy reproduction
of instant motion, the lightness of his touch, and the subtle
feeling which he evinces for colour. His art is that of Bellini,
regenerated and instinct with new life.!

The second picture, at the Manfrini Palace, admirable in
the same respects, is of equal value as a proof of Giorgione’s
constant appeal to nature. The landscape, which recalls earlier
ones, and very clearly reminds us of the neighbourhood of
Castelfranco, seems at one moment a pretext for the figures,
whilst these at other moments look like a filling for the land-
scape. There may be some deeper meaning in the scene than
strikes ns at a superficial glance. The man in tights and slashes
leaning to the left on his staff, the scantily clad mother giving
the breast to the child on the right, the beautiful quiet of a
delicious vale, in which the air, the trees, the hills and banks,
and the buildings, towers, and bridge, lie basking in sunshine,
may be emblems of the sweets of repose, whilst the clond
which lowers in the sky and the lightning which darts from
under its darkened edge foreshadows strife. Be the secret of

! Vienna, Imperial Gallery, No. 16. Canvas, 3 ft. 10in. high by 4 ft. 53in.;
said to have been finished by Sebastian del Piombo, of which there is no trace.
Some duskiness of intonation is due to time and varnish. The picture is described
in the Anonimo, ed. Morelli, #b. sup., p. 64. Cf. also Albrecht Krafft’s Critical
Catalogue, Vienna, 1854, and Waagen, Vornehmste Kunstdenkmiler in Wien,
pp. 46, 47. [* Prof. Wickhoff (in the Berlin Jahrbuch, xvi. 35 sgq.) thinks this
painting represents the aged king Evander and his youthful son Pallas showing
Hneas the site of the future capital (cf. Zn., viii. 306-348). According to Dr.
Ludwig, it probably illustrates an incident in the romance Merlin, published in
Paris in 1498 : Merlin visiting his old wise friend Blaise shortly before his own
'dfath (see Sirén, in Ord ock Bild, xii. 476). Again, Dr. Schaeffer (in Monatshefte,
iii. 340 :qq‘.) interprets the subject as the young Marcus Aurelius in the company
of two philosophers. The latter subject was certainly not untried by sixteenth-

century artists; and, moreover, the Anonimo described the picture under discussion
as “La tela . . . delli tre filosofi.”]
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the picture what it may, it certainly exemplifies in the most
striking manner the faithfulness with which real objects can
be reproduced, and the art which gives interest to a simple
agglomeration of common objects. None of Giorgione’s pieces
is more clever in diversity of handling, none more skilfal in
varying tone according to distance. There is a very clear
definition of things and exquisite lightness of touch near the
foreground. The air swims with modulations of density over
every part of the background. The trick of getting rich and
luscious surface from bright glazes over nentral preparations
is very fully and happily attested in parts which have lost
their patina by abrasion. These parts show that Giorgione
was quite an adept in the intricate details, not only of pictorial
practice in general, but of pictorial practice at Venice; but
they also show that he was an accomplished dissembler of
his means, for, artful as his method really is, it looks almost
elementary in its simplicity. It has been said that the man
is intended for Giorgione, and the woman for his wife. Without
disputing this fanciful theory, we may observe that there are
marks of faded charm in the latter and martial strength in the
former. Both are beautifully placed in the surrounding scenery.!

Related to these pictures in the mechanism of their painting,
but improved in treatment, and, above all, differing from them
in scantling and lines, we have the Judgment of Solomon at
Kingston Lacy, an unfinished composition which descended
to the Grimani-Calergi family at Venice, bat, having been
seen and admired by Lord Byron in the Marescalchi Gallery

! Venice, Manfrini Palace. Canvas, m, 0-83 high by 0'74. The mechanism of the
cold preparation, with its warm glazes, is to be detected in the balf-abrasion of
the man’s ruby~coloured vest. The whole surface of the picture has been rubbed
down more or less, and has lost the finishing film. The flesh especially was injured
in the process ; but besides, there are retonches and daubs in the hair and forehead
of the man and in the forehead of the female, and the spot of dark water in the
foreground is blackened by restoring. The canvas is described by the Anonimo
(ub. sup., p. 80) in the house of Gabriel Vendramin (1530). It is reproduced in
woodcut in Zeitschrift fiir Bildende Kunst, No. 11, 1866, with text by H. Reinhart,
‘[* This picture is now in the collection of Prince Giovanelli at Venice. Accord-
1ng to the interpretation of Prof, Wickhoff (in the Berlin Jakrbuck, xvi. 39 sq.)
1t represents a scene from Statius’s Thebais (iv. 730 s¢g.): King Adrastus, who
during a torrential heat has gone in search of a spring, finds in a wood Queen

- Hypsipyle, nursing Opheltes. The Anonimo, however, describes this picture simply
‘a5 “El Paesetto in tela con la tempesta, con la cingana e soldato.”]
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at Bologna, was purchased at his snggestion by one of the
ancestors of the Bankes. Solomon here does not sit under
the tree of justice, but holds his state in a palace. His mien,
gesture, and dress are those of a Roman judge ; his seat is a
throne. To the left a kneeling youth bends forward and smiles,
and a guard in orange tunic rests on his shield as the real
mother runs forward with prayerful eagerness, and a stooping
soldier stares at the bashful girl who follows, whilst a woman
stricken in years looks wistfully at the incident. To the right
an aged spectator leans on his staff near the king; the false
mother makes a movement of assent, and a busy bystander
points energetically at the executioner, whose action is indicated
by the movement of his arms, to which the sword and child
are not as yet given. The earliest notices in Venetian anthors
tell of this unfinished execntioner, but the picture has since
undergone scaling and repainting, by which several bits and
some heads have been seriously injured and the background
was savagely flayed. ‘We still admire the action and regmlar
arrangement of the personages, who are most ingeniously
marshalled in a semi-circle, the full and fleshy, but spacious,
heads of the men outlined with great simplicity, the delicate
shape or tasteful dress of the females and the breadth and
fitness of the drapery. There is striking evidence thronghout
that Giorgione studied classic statoary and nature, and corrected
the infirmities of the one by judicious selection from the other.
The large distribution of the coloured surfaces, the gratefal
parsimony of impast, the clever gradation of tints and balance
of chiaroscuro produce character and charm. It would seem
as if Giorgione had prepared the grounds on a pale, clear
scale, returning npon them with coloured transparents, then
strengthening lights and darks at the close, covering the
transitions with delicate cool greys of a greenish tinge and
robbing the shadows with purply glazes. The tints are all
more or less reflected in each other, and harmonized with-
out violent contrasts.! In thus bringing Bellinesque art to

! England, Kingston Lacy. Canvas, 6ft. 10 in. high by 10 ft. 5in. ; exhibited
in 1869 at Burlington House. This picture is described by Ridolfi (Marac., i. 130).
The present condition is this: The background is flayed, and the semi-dome of
the niche daubed with yellow. Repainted more or less are the head of Solomon,
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perfection, Giorgione produces, even now, an impression of
novelty which well deserves the name of modern, and it is
no doubt this novelty which induced Vasari to remark that
Giorgione imitated the veiled blending and deep, soft shadow
of Leonardo. There is not the slightest doubt that Giorgione
might have seen da Vinci in the early part of the sixteenth
century, when, driven from Milan by the hostility of the French,
he visited Venice and brought with him the portrait of Isabella
Gonzaga. Leonardo was at Venice for a short time in 1500,
and Giorgione might have learnt from the great and imperishable
master the supreme gift of elegant selection, the technical
methods of breaking and blending tones, and pure finished
contours.! It is equally certain that Giorgione now no longer
betrays any leaning to the metallic finish of Antonello da
Messina. Bunt it is quite possible that his style was gradnally
altered by the simple process of natural expansion, and that
he owed the progress which he displayed to the study of his
Venetian contemporaries and of the antique.

It is hardly rash to suppose that the rarity of Giorgione’s
pictures is due to his constant employment as a decorative
painter. He was much more frequently engaged on mural
designs than Titian; and, in the short span of his life, he
prodnced almost as much as Pordenone. But there is no city
in the whole of the Italian peninsula more entirely denuded of
frescoes than Venice, and it is a telling proof of the perishable
nature of this class of works that Vasari, who saw many of them
in 1544, lamented, even then, their premature decay. Hardly
foreseeing the fate which awaited his labours, Giorgione covered
the Soranzo Palace on the Piazza di San Polo with finished

the flesh parts of the armed soldier to the left, the leg of the man kneeling to the
left of the throme, and the executioner. Some spots are scaling away. Cf.
Waagen, Zreasures, Supplement, pp. 377, 378; but his statement that the canvas
was left unfinished by the painter before his death is scarcely borne out by the
style. It was never finished, but it may have been left so at an earlier date than
1511, [* Mr. Roger E. Fry (in The Burlington Magazine, xvi. 6 sgg.) has shown that
this picture, in principles of composition, colouring, and types agrees so perfectly
with the late work of Catena that we must consider him as the author of the
painting now under discussion.]

! See the letter of Lorenzo da Pavia to the Marchioness of Mantua, dated
Mar. 13, 1500, with our notes in 7%e Academy for February 1870—a letter which
proves Leonardo's presence at Venice during the year in question.
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compositions and fanciful fignres in oil and fresco without
securing for them the durable texture that resists the action of
time and air. As a sign of his calling, he drew some spirited
designs on the front of his own honse on the Campo di San
Silvestro. In various parts of the palace of Andrea Loredano
(Grimani-Calergi-Berry) at Sant’ Ermagora he painted scatcheons
with supporters, heads of lions simnlating stone, and allegories of
the virtues, and amongst these a Fortitnde in female dress, grasp-
ing the handle of an axe, and resting her foot on the fragment of
a pillar—a noble impersonation—known to us by Zanetti’s print
—commingling statuesque classicism and the flesh and blood of
real life. On the Casa Flangini at Santa Maria Giobenico he
left a series of monochrome friezes and half-lengths of Bacchus,
Venus, Mars, and Mercury, and on three or four houses besides
a variety of ornaments of the same kind.!

But the most celebrated of all his creations of this sort was
the decoration of the mart of the Germans, or Fondaco de’ Tedeschi,
rebuilt in 1506 on designs attributed to Fra Giocondo. We are
unhappily without information as to the manner in which
Giorgione obtained the patronage required for so important a
commission. It is only surprising that he should have been able
to set aside such old and experienced masters as Giovanni Bellini
and Carpaccio ; and we must needs suppose that the cleverness
he displayed in the palace of Andrea Loredano, or the friendship
of the Doge Lorenzo, whose likeness he took, established his
claim to public employment.? Between 1506 and the summer of
1507 he finished the front of the Fondaco facing the grand canal,
dividing the npper spaces into niches with representations of.
isolated individualities, the lower ones into compartments
imitating colonnades enlivened by men on horseback, and the
bands between the stories by friezes containing trophies, nudes,

! Cf. Vasari, iv. 95; Ridolfi, Marav., i. 124, 127, 200 ; Boschini, Le Ric. Min.,
Sest. di San Polo, p. 5; Sest. di C. R., pp. 8, 60; Sest. di San Marco, pp. 83,
84, 86, 87; Boschini, Carta del Navegar pitoresco, pp. 307, 308; and Zanetti
(Antonio), Varie pitture a fresco de' principali maestri Veneziani, fol., Venice,
1760, p. vi.

* Vasari tellsus (iv. 95), and in this he is confirmed by Ridolfi (Marav., i. 127)
that Giorgione painted the likeness of the Doge Leonardo Loredano. The palace
of Andrea Loredano is that which afterwards passed to the Grimani-Calergi, and
:vas lz;t;g)possessed by the Duchess of Berry (Guida di Venesia, by Zanotto, note
o p. X
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and monochrome heads. The trancated corners of the building
were particularly noted for their filling of “ geometers measuring
the globe.”

Vasari was delighted with Giorgione’s clever execntion, and
particularly admired the vivid brightness of the colouring, but
he considered that there should have been more unity of thought
and more narrative power in the complex of the design ; and
there is apparent ground for believing that his opinion was
shared at the time in influential quarters. Yet, in making
appeal to the judgment of his guild, Giorgione successfully
vindicated his right to a large and generoms payment, and
Carpaccio, who was chosen by Bellini, with Lazzaro Bastiani
and Vittore di Matteo to value his frescoes, gave an award for
one hundred and fifty ducats.!

It is said that whilst Giorgione was still at work on the
Canal Grande, Titian was chosen to carry out a rival decoration
on the second front of the Fondaco looking towards the Merceria.
At the close of his efforts there was some divergence of opinion
as to which of the two artists had displayed the highest power,
and it is added that some persons congratulated Giorgione on
the completion of frescoes which they sapposed to be his,
thereby mortally offending him in his pride as an artist.?

But the truth appears to be that Giorgione’s aristocratic
patrons were highly satisfied with his success, for, whilst the
question of his remuneration for the Fondaco remained in

! Venice, Fondaco de’ Tedeschi. The Fondaco, now Post Office, was burnt in
1504, and ordered by the Venetian senate, in a decree of June 19, 1505, to be
rebuilt on the model of Girolamo Tedesco, a model said to have been made from
the plans of Fra Giocondo. The building was erected in 1506. After the com-
pletion of Giorgione’s frescoes on the front facing the canal, differences broke
out as to the price to be paid for them, and in respect of these differences the
following documents have been found and made public: Venice, November 8,
1508, order of the “Signoria ” that justice be done to “ Mistro Zorzi da Chastel-
francho ” for having painted the ¢ Fondego de todeschi. Venice, December 11,
1508, valuation of Lazzaro Bastian, Vettor Scarpaza, and Ser Vettor de Matio,
appointed by Ser Zuan Bellin, by which M°. Zorzi’s frescoes are declared to be
worth 150 ducats. Same day, consent of * Messer Zorzi” to accept 130 ducats.
These documents were published by the Ab. G. Cadorin in Gualandi’'s Memorie,
ser. iii. pp. 90, 91, 92. Consult also Vasari, iv. 95 sgq.; vii. 428 3gg.; Sansovino,
Ven. Descr., ed. Mart., p. 366 ; Boschini, Ze Riec. Min., Sest. di San Marco, p. 109 ;
and Ridolfi, Marav., i. 127.

? Dolce, Dialogo, pp. 63, 64 ; Vasari, vii. 430 sg. ; Ridolfi, Maraw., i. 200,
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suspense, he received an order for a large canvas in the audience-
chamber of the counncil, and the advances made to him for that
purpose in the summer of 1507 and in January of 1508 show
that the work he had undertaken was of the highest con-
seqnence.!

Vasari, on his part, gave a practical contradiction to the
story of Giorgione’s enemies by confounding the works of both
painters in a common reproof ; and though it is not to be denied
that Titian, with a larger fund of talent and greater weight of
metal, rose to a higher eminence than Giorgione, it is not to be
forgotten that Giorgione might have done more had he lived
longer and enjoyed Vecelli’s chances.”

One of Giorgione’s frescoes on the Fondaco exists—a head,
torso, and part of the arms, of a female with something of the
semblance of a coloured statue in a niche. Zanetti’s engraving
proves that it was in a mutilated state as early as the close
of last century. Two other bits—a male and a female in scanty
drapery and fine, free attitudes—are all that Zanetti adds to his
collection. He praises the warmth, originality, and breadth of
treatment conspicuous in these pieces ; but he assigns to Titian a
calmer, grander, and higher power. He admires in Giorgione
the quickness and resolution with which action is rendered,
the artifice with which light and shade are broken, blended, and
distributed ; in Titian, the firmness and strength of the half-
tones, the simplicity of contrasts, the tenderness of the flesh
tints, and the moderation which avoids Giorgione’s fire whilst it
abstains from darkness of shadow and excessive redness of
skin. In this dispassienate judgment of the comparative
merits of the two great Venetians there is every reason to
concur.? g

That Vecelli at some period of his life frankly followed
Giorgione in the mechanism of his painting is apparent from

! As to this, the documents of August 14, 1507, and January 24, 1508, were
published by Ab. G. Cadorin in Gualandi’s Memorie, ser. iii. pp. 88, 89. The
subject of the picture is not given; but it may be the Judgment of Solomon, of
which see anfea. Ridolfi supposes (Marav., i. 137) that Giorgione began the
canvas of Frederick kissing the foot of the Pope, in the Sala del Gran Consiglio;
but this supposition requires confirmation.

2 Vasari, iv. 95 ¢¢.
? Zanetti (Antonio), Varic Pitture, ub. sup., pp. vi., vii.
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Vasari, who says he had seen a portrait of a gentleman of the
Barbarigo family which, but for the name on the ground, he
would have given to Giorgione. On a previous occasion the
same acute critic was deceived by the conformity of style which
both craftsmen displayed, and ascribed to Giorgione the Christ
carrying his Cross at San Rocco of Venice, which he afterwards
thonght fit to restore to Titian.! Now that we look at the
picture with the full consciousness of these contradictions, we
are still left in doubt whether we have before us the work of the
master or that of his pupil. Christ, majestically prominent in
concentrated light and proportion, carries his cross, and tarns
towards the spectator with a matchless serenity of glance and
expression in his countenance. In the gloom behind, a guard
appears following the procession. In front, a half-naked execu-
tioner encouraged by an old man at his side, threatens the
Saviour and holds the rope. Two peculiarities characterize the
piece, the charm of high art and the gift of miracles. The
veneration due to these causes did not save the canvas from the
profanation of cleaners who bared many parts of it to the pre-
paration ; but, injured as it is, we still discern on the sarface a
technical treatment akin to that of Giorgione. We discern
Giorgione’s type and subtle naturalism, his grand balance of
chiaroscuro and illuminating power, his spare impast, his nice
selection of tints, his broken tones and blended transitions. We
may be loth to rob Giorgione of this creation, yet it may be
possible to admit that Titian acquired the manner of Giorgione
so perfectly as to deceive us.?

One picture which has not its equal in any period of
Giorgione’s practice gives a just measure of his skill, and ex-
plains his celebrity. This is the “ Concert” of the Pitti which
Leopold of Tuscany bought in the seventeenth century from
Paolo del Sera. In one of the simplest arrangements of half-

! Vasari, iv. 97 and vii. 437. But see also other authorities who ascribe the
picture to Titian, e.g. Ridolfi, Marav., i. 203 ; Boschini, Le Ric. Min., Sest. di San
Polo, p. 49 ; Sansovino, Ven. Descr., pp. 195, 288,

2 Venice, San Rocco. Canvas, busts large as life. The surface is flayed and
in some parts even the preparation is washed away. The head of the executioner
is in profile, a grey cloth falls from his shoulder. The long hair of the Saviour
falls on his white shirt. A copy of this, No, 197 in the Gallery of Parma, seems
done by a late Bolognese,
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lengths which it is possible to conceive, movement, gesture, and
expression tell an entire tale. A monk of the order of the
Angustinians sits at a harpsichord, with his fingers on the keys.
The chord he strikes is true, for the two bystanders hear its
vibration with silent complacency. It is probably that which
they hoped to hear, for the monk turns half triumphantly
to ask, “Is it not so?” His face and glance, the play of his
features, are all inquiry ; the bald, bare-headed clerk behind
touches the shoulder of the monk, grasps the handle of his viol,
and assents. To the left, a younger man in long hair and
plumed hat gives token of pleasure and acquiescence. The
motive thought and purpose of the story are concentrated in the
player at the harpsichord ; on him the light is thrown—a eclear,
sparkling, but subdued light, such as we seek within the walls
of Italian palaces. His hood and cowl are black, his frock a
shade of black ; and the delicate opal of his aristocratic bat
muscular hand is relieved on a furred sleeve interposed to prevent
a violent contrast. Qutside the focus of the highest light stands
(or stood, the surface being flayed) the youth and the clerk with
his viol. There are life in the lips and nostrils, variety in the
complexion, age, and make of each individually. No simpler
yet no more effective picture than this is to be found amongst
the masterpieces of the sixteenth century. The subtlety with
which the tones are broken is extreme, but the soberness of the
general intonation is magical. Warm and spacious lights,
strong shadows, delicate reflections, gay varieties of tints, yield
a perfect harmony. Parsimonious impast and slight glazes are
not incompatible with velvet surface and tender atmosphere.
How fresh and clean are the extremities, and with what
masterly ease they are done at the finish! What sleight of
band in the furs, what pearly delicacy in the lawn of the white
gleeves !

! Florence, Pitti, No.185. Canvas, m. 1'08 1, by 1-22; described by Ridolfi
ag belonging to Paolo del Sera (Mar., i. 126, 127), was afterwards seen by
Boschini (Carta del Navegar, p. 346) in the Gallery of Leopold of Austria. It
has been enlarged at top, by the addition of a bit of feather to the hat of
the youth on the left, and a piece of dark ground. Here and there the painting
is thrown out of focus by the rubbing off of glazes, as in the face and yellow vest
of the youth to the left. The black capes of the two other figures are retouched
and injured, and the whole picture is a little dimmed by varnishes. An old









1] THE CONCERTS AT THE PITTI AND THE LOUVRE 27

It is no wonder that Giorgione should have been placed
by his contemporaries in the ranks of the very best painters
after exhibiting pictures of such power as the Concert ; and we
should hesitate to deny that, during the short period which
elapsed between the completion of the Foudaco and his death, he
did not produce much that deserved equal commendation ; but it
is unfortunately true that none of the canvases or panels which
bear his name are at all comparable to the Concert; and we
shall be forced reluctantly to conclude either that time and
restoring have deprived his works of their genuine character, or
that we only possess copies and adaptations from lost originals
or—at the worst—that he did not execute what we are fond
of attributing to him. ,

Let ns compare the Concert at the Louvre with the Concert
at the Pitti. There is no doubt a very great charm in the
warmth and tinted colouring of the figures and landscape at the
Louvre ; but what can be more more striking than the diversity
of treatment and feeling which the two compositions betray? In
the one, perfect drawing, aristocratic form, same impast, and
subtle modulations ; in the other, slovenly design, fluid substance,
and uniform thickness of texture, plump, seductive, but un-
aristocratic shape. Are these divergences in any way to be
reconciled with the theory of a common origin ? We think not.
The subject is simple enough in description. A scantily clad
woman stands under a tree and pours water out of a vase.
Under the shade another woman, naked, with a male listener at

copy in the Palazzo Doria at Rome (No. 410) tells how the original at the Pitti
once was. [ * Morelli (Die Galerien zu Miinchen und Dresden, p. 217) was the
first to suggest that this picture might be an early work by Titian. Most recent
critics agree that this is indeed the case; and such is also the view of the
editor. There can be no question that this painting is in a marked degree
Giorgionesque ; but it is even more intimately related to the style of Titian and
on some points differs from that of Giorgione. Thus, the feeling of the scene is
more dramatic—as in Titian—than lyric—as in Giorgione. The modelling of the
faces of the two monks is unlike Giorgione, but very like Titian (compare, for
instance, L'homme au gant in the Louvre). The flatly modelled and squarely
shaped hands of the player closely resemble, e.g. the hand of the Donor in
Titian's Baptism of Christ in the Capitol Gallery. The movement of the head of
‘the same figure recalls that of St. Anthony in one of Titian’s frescoes in the
Santo at Padua; and the type of the monk to the right occurs again in the
Glorification of St. Mark in the Salute at Venice.] 3
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her side, sits with her back to the spectator hearing the melody
played by a man cross-legged on the sward. A shepherd with
his lambs paces the neighbouring glade. The principal attrac-
tion here, in addition to richness of colour, is the paradise in
which the party sits—a paradise in which the air is balmy
and the landscape ever green; where life is a pastime, and
masic the only labour ; where groves are interspersed with
meadows and fountains, where nymphs sit playfally on the
grass or drink at cool springs. The dress of the nymphs,
if they have any, is meant to enhance, not to conceal their
charms. The shepherds are clad in the parti-coloured tights
and plumes and slashes of the sixteenth century. There is
no conscious indelicacy, yet we stand on the verge of the
lascivious. We cannot say that Giorgione wounld not have
painted such a scene; but, as far as we know, he would
have treated it with more nobleness of sentiment, without
defects of form or neglect of nature’s finesses, without the pasty
surface and sombre glow of tone which here is all-pervading ;
he would have given more brightness and variety to his
landscape. We shall see that in the Madonna with the Donor
and attendant Saints at the Louvre we have to deal, not with
Giorgione, but with Pellegrino da San Daniele. The Concert
suggests, more than any other name, that of an imitator of
del Piombo.! :

Let us compare, again, with the genuine Giorgiones the
picture which so many writers—old and new—have extolled
as one of his most undoubted works—the Christ Entombed, in
the Monte di Pieth at Treviso. If in all the canvases which

! Paris, Louvre, No. 1136. Canvas, m. 110 high by 138, figures half life-size.
The pictare is said to have been in the collection of Charles I. of England.
1t was sold to Louis XIV. by Jabach. [ * It will be seen that the authors base
their argument that this painting is not by Giorgione, in great part, on the fact
that it does not resemble the Concert in the Pitti Gallery. As it bas been
pointed out (antea, p. 26, n. 1), there are, however, strong reasons for thinking
that Giorgione is not the author of the latter painting. In the opinion of the
editor—which is shared by the majority of the critics of the present day—it
is still possible to say of the Louvre Concert, in spite of the thick coats of old
varnish which at present disfigure it, that it resembles, both in spirit and
technique, the work of Giorgione. With the Dresden Venus, for instance, it has

many points of contact.]) For No, 1135, the Holy Family with a Donor, see
postea in Pellegrino da San Daniele.
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we have examined the commendable features were quiet move-
ment, jost proportion, and gentle shape, here we are bound to
admire the colossal torso and herculean limbs of a giant, the
muscular strength and fleshy growth of angels aping juvenile
athletes, and a tendency to depict strong action or equally
strong foreshortening. In the dashing fresco which Porde-
none finished in the Duomo of Treviso—the ceiling of the
Broccardi chapel, in which the Eternal floats with seraphs in
the clonds—we observe the same neglect of drawing, the same
display of flesh and muscle, similar contractions of extremities.
It was the habit of that master, especially after he had been
at Mantna, to solve difficult problems of perspective. It was
his way to choose models from amongst the humble classes ;
and here we have a Christ excessively foreshortened, and faith-
fully copied from a dissecting-table. We cannot even assume
that all parts of the Entombment are worthy of Pordenone.
The angel supporting the left arm of the Saviour is feebler
than the rest, the two cherubs feebler still, and there is as
clear a lack of unity in the setting as of homogeneity in the
parts. Something, indeed, in the principal figure and landscape
recalls Sebastian del Piombo. The general tone is clear and
bright, the modelling large, the touch bold, and the pencil-stroke
free and fluid. But these qualities are counterbalanced by
vulgarity of type, puffy swell of limb, and defective drawing ;
and these are defects nnasual in the common run of works
assigned to the master of Castelfranco.!

That Giorgione was often confounded with Pordenone is
evident in the handsome composition of Herodias with the
Head of the Baptist in the Doria Palace at Rome.? In England
fanciful subject, sumptuous dress, and bright colour led to

! Treviso, Monte di Pietd. Canvas, figures large as life. The picture has been
frequently restored ; and in the last operation of the kind was cleared of not a
few excrescences in the shape of paint and varnish. Still there are some repaints
remaining, and much that is rubbed down. The earliest writer who connected
this work with the name of Giorgione is Boschini (Carta del Navegar Pitoresco,
p. 36). He was followed by numerous writers up to the present day. A land-
scape reminiscent of that here depicted is in the background of Sebastian del
Piombo’s Descent from the Cross (No. 18) in the Hermitage at St. Petersburg.
At Treviso is also shown a small repetition called an original sketch of the

principal group of the Entombment. It is a modern copy on copper.
* ? See postea, in Pordenone.
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similar mistakes; and as early as the reign of Charles I. the
rich but unfortunately restored canvas at Buckingham Palace
representing a gentleman supporting the form of a fainting lady
was called after Giorgione. There is no denying the charm of
the noble features of the young and fair-haired man who supports
the drooping lady on his breast and listens to the beating of her
heart. The beauty of the scene is enhanced by the costly dress
and delicate nurtare of the actors, the whiteness and fineness of
the linen, the gloss of the emerald and raby silks, and, where
the surface is preserved, the golden glow of complexions cleverly
thrown into light and shade, the brilliance of sparkling tints,
and the crispness of the touch. But this is the sort of
charm which Pordenone, and after him Paris Bordone, was
fond of producing ; and this London picture, if it be not by
Giorgione, is a bright specimen of grand Venetian art.
We may suppose that in its conception the painter adhered
closely to nature, and gave to the figures the significance of
portraits ; and the incident might have been derived from
the novels of Bandello without prejudice to this mode of
treatment. At all events, the subject pleased, and was more
than once repeated.!

Let us now contrast the landscapes of which we admired
so many varieties with that which enjoys so great a reputation
in the musenm of Dresden, nnder the name of the Meeting of
Jacob and Rachel. We shall not complain that the actors in
this rural scene should appear in the wooded sweeps of the
Bergamasque country, or dressed in the coarse and tattered garb
of mountain peasants ; we shall not deny the beanties of scenic
picturesqueness and swimming atmosphere which here abound;
but we may feel some surprise that the peachy tints and woolly
touch of a disciple of Palma should not only be taken for
original Giorgionesque, but be assigned to the same hand as

! Buckingham Palace. Canvas, 2ft. 5in. high by 2ft. 1in, with the crown
and initials of Charles I. at the back, and catalogued in Bathoe’s Catalogue-(1757)
of James IL’s collection. The flesh parts and the background, including the
face of the man in rear, is largely retouched, the hand on the lady’s shoulder new.
The replica at one time in the collection of King William II. at the Hague, and
previously in private hands at Pesaro (Vasari, annot., iv. 104, n. 1), is inferior to
the Buckingham Palace piece, and that of the Buonarroti collection at Florence,
is much repainted and mutilated, and probably an old copy.
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the deep-toned Concert at the Lonvre, or the colossal figures
of the Treviso Entombment.!

We turn to another and a simpler theme, the representa-
tion of a sibyl, of which so many varieties are given to
Giorgione. Early in the seventeenth century Andrea Ven-
dramin, whose stndio was known to many connoisseurs, repro-
duced one of these sibyls under Giorgione’s name, and Ridolfi
described another in private hands at Venice. Both descriptions
point to a canvas belonging to Signor Sorio, of Marostica, in
the province of Vicenza—a canvas in which a pensive female
with bare neck and bosom is placed in meditation, with her
right arm and hand on an open folio, her drooping hair partly
woven into the folds of a yellowish veil, her red tunic falling
from her shoulder, and a green shawl thrown across her breast.
There is something in the poetry of attitude and thought in
this sentimental apparition that chimes in with our ideal of
Giorgione ; but the film of superposed colour which hides the
mechanism of the treatment gives us no clue to anything more.
In a replica at Pavia a mirror takes the place of the Sibylline
book, and reflects, amongst other things, the shape of an old
woman spinning; but here we see the cold calculation of an
artist arranging a worn subject into a new form rather than
the fire and spirit of an original creator ; and if the painter be
really Giorgione, it is Giorgione sinking to a lower level.
Another replica with the mirror in the Pinakothek at Munich
is still brilliant with deep and luscious vestment tints, but cold
and smooth as ice in the flesh from pouncing and washing ; and
thongh much in the technical treatment recalls the Giorgion-
esque, the broad and masculine head and shoulders are in the
spirit of Pordenone.?

! Dresden Museam, No. 192. Canvas, from the Casa Malipiero at Venice
(vide Dresden Catalogue), 5ft. 1in. high by 8ft. 8in.; inscribed on a stone:
“G. B. F.,” which probably means Giovanni Busi (Cariani of Bergamo) fecit.
See postea, in Cariani.

? (1) Marostica, Signor Sorio. Canvas bust, life-size, with very little of its
old patina left except on a fragment of the wrist of the right hand, and the brow
above the left eye ; ground dark. See the engraving in Rosini, iv. 169. (2) Pavia,
San Francesco di Paola (Communal school of painting having belonged to Signor
Redemagniand the Spilimbergs of Spilimberg). Canvas, same size as the foregoing,

but with a piece added to the top. In the looking-glass, besides the old woman,
a money-bag and some pieces of gold and silver are seen reflected. The dress is
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A favourite episode, of which the first thonght and execution
may have originated in Giorgione, is the Knight attended by
a page, who laces his armour, of which four or five replicas
exist. One at the Imperial Gallery in Vienna displays barely
so much of the master’s style as Andrea Schiavone or della
Vecchia could assimilate ; a second, by the same hand. is in the
Casa Alfieri at Turin ; a third, at Castle Howard, is attributable
to a careful Fleming ; and a fourth, but larger and more modern,
at Stuttgart, seems but a copy.!

The Tempest in the Venice Academy—that spacious,
animated, but inky canvas, in which the large and impulsive
handling of an advanced sixteenth-century craftsman is apparent
under layers of more recent deposit—was never tonched by
Giorgione, or, if it was, nnderwent such complete transformation
as to appear—in part at least—by Paris Bordone; nor can we
reconcile the calm and refined individuality of the painter of the
Pitti Concert with the wildness of this stormy sea, the fantastic
agility of the imps in the rigging of the labouring galley, or
the muscular mould of the bra.wny fisher nudes straining at the

peach red, a bit of the bosom and forehead and nose, and the shadow of the neck
are injured and partly restored, and the left hand is abraded. (3) Munich,
Pinakothek, No, 1110. Canvas, 2ft. 11} in. high by 2ft. 6in. Here the dress
is of a glazed green. But this, the flesh, and other parts are much repainted,
and the restorer has added a collar of pearls to the objects in the looking-glass.
The names of Titian and Palma have been suggested for this piece, but they are
not fitter than that of Giorgione. Consult Ridolfi, Marav., i. 130, who describes
a sibyl like that of Marostica in the hands of one Signor G. B. Sanuto, at
Venice.

' (1) Vienna Imperial Gallery (not shown, No. 245, Catalogue of 1884). Small
busts on panel, 7in. high by 1ft. 6in. The man ‘in armonr is turned to the left,
and bends his face downwards to look at the hands of the page, who ties the
laces. The cap on the page’s head is red, his sleeve bright green. (2) Turin,
Casa Alfieri di Sustegno. Replica of the above. (3) Castle Howard. Replica of
the foregoing, very careful, from the Orleans collection. (4) Stuttgart Gallery,
No. 460. Wood, 2ft. 5%in. high by 2ft. 1in. This enlarged copy is all
repainted.

All these may be derived from one and the same piece by Giorgione, the
resting-place of which we cannot discover. We are the more disposed to think
that this is so, because the late Dr. Waagen describes a fifth replica (Die vor-
nehmsten Kunstdenkmiiler in Wien, p. 45), in possession of Count Redern| in
Berlin, signed by George Pencz, and the large size of this replica presupposes the
existence of an original equally large.

* The picture by Pencz is now in the collection of the late Herr von
Kauffmann, of Berlin.



1] THE BRAVO AT VIENNA 33

row-locks before the saints in the distant bark have quelled the
fury of the waves.!

We come nearer to the feeling of the time and to the
suggestiveness of the manner of Giorgione in the canvas at
the Imperial Gallery of Vienna, a Youth threatened by the
Dagger of a Soldier. We might ask, Is this an illustration of
the Venetian custom of executing justice without warning by
the hand of an official bravo? The culprit seems to have been
canght in the midst of a revel; his brow is bound with vine-
leaves, the light is on his face and form. The soldier is still
in shadow, and issues, as it were, from the gloom to grasp the
collar of the victim, whom he waits to despatch with the stiletto
at his back. The meaning is conveyed, directly and indirectly,
by action, by expression, and a very dramatic contrast of light
and shade; but pictorial power here lags behind pictorial in-
tention. The movements are too artfol to be natural. The
weapon in the left hand may be correct, but is artistically
awkward. The gasp and tremor of the youth, the resolution
of the soldier, are stagy. The glitter of the latter’s breastplate,
the white shirt and blue vest of his antagonist, the greens of the
vine-leaves, the dusky warmth and blended vapour on the skin,
have a scenic glow; but where is the exquisite soberness of
Giorgione, his spare colour, his firm and correct touch ? In the
fat and fusion of the impast, in the naturalism of the features

1 Venice Academy, No. 516. Canvas, m. 3:50 high by 4:05, from the school of
San Marco, ascribed by Vasari (v. 245) to Palma Vecchio; by Zanetti (Pitt, Ven.)
to Giorgione. But see the précis of opinions in Vasari, v. 246, n. 1. There are
pieces of new cloth in the left-hand lower corner and in the bark containing the
body of St. Mark. There is much to recall Paris Bordone in the man at the
helm of this bark (Zanotto, Pinac. Ven., fasc. xi.). The rest is more modern ;
but the best-preserved bit is the distance to the left, [* Parts of this picture
no doubt reveal the style of Paris Bordone, and we know it was restored
in 1733 by Giuseppe Zanchi; but the editor agrees with Sir Claude Phillips
(in The Burlington Magazine, X. 2453gq.) that in certain passages—such as
the demons in the boat in the foreground, or the landscape background to
the left—one finds the characteristics of Palma Vecchio’s style. Vasari, as we
have seen, ascribes the painting under discussion to the latter artist. It wounld
therefore seem that we may assume that this is a work by Palma, subsequently
restored by Bordone and Zanchi. Bordone, it may be added, executed for the
Scuola di San Marco a painting of ancther incident in the legend from which the
subject of this picture is taken. Bordone's work also now hangs in the Venice
Academy (No. 320).]

YOL. 1II 3
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and imperfection of the extremities, we detect a modern art
derived from the school of Palma Vecchio, the hand of a painter
whose style leads up to that of Cariani.!

A more charming combination of Palmesque and Titianesque
features than this of the Belvedere is the Madonna with Saints
in the Museum of Madrid, where the Child on the Virgin’s lap
plays with the flowers held np by a lovely maiden, and a saint
in armour urfurls the banner of his Order. We shall not easily
find a Venetian work of the good school more attractive for
freshness and blending or tender richness of tints, or one in
which a more winning Titianesque grace adorns the Madonna.
That the female with the flowers should be a counterpart of
Palma’s Violante in the Imperial Gallery of Vienna is perhaps
a mere coincidence. The same subject at Blenheim, with a
variety in the individuality of the saints (the female receives
a palm-branch from the child) more surely suggests the
authorship of Palma Vecchio.?

We may glance, in conclusion, at the Horoscope in the
Manfrini Palace at Venice, a picture not only admitted into
the complex of Giorgione’s genuine productions, but acknow-
ledged as the earliest of its class in North Italy. A man in

' Vienna, Imperial Gallery, No. 207. Half-lengths, canvas, 2 ft. 4in. high by
1ft. 2in. Boschini (Navegar pit., pp. 38, 39) describes the original in the Gallery
of Leopold of Tuscany and a copy by Varottari at “San Boldo in Ca Grimani”
(Venice). Is this one of the two, or a third? Waagen leans to the belief that
the Vienna canvas is genuine ! ( Vornehmste Denkmdler, ub. sup., p. 33). There
is much retouching in the head and right hand of the man in armour. The hand
of the man to the left is injured. The head, hair, vine-leaves, and dress not
without abrasion and casual repaints., The background is renewed. [* This
picture is now officially ascribed to Cariani. A replica of it is in the Victoria
and Albert Museum (Ionides collection, No. 97).]

? (1) Madrid Museum, No. 236. Wood, 3 ft. 1in. high by 4 ft. 1in. (Spanish).
This panel, though it hasa look of Palma, might be a juvenile effort of Titian.
Green curtains at the corners give richness and harmony to the whole; there is
a horizontal split through the band of the saint in armour and the white-and-
yellow sleeve of the female. [* The authors later ascribed this picture without
hesitation to Titian (Z7%he Life and Times of Titian, i.1103g.) It is certainly his
work, and is now also catalogued as such at Madrid.] (2) The Violante of Palma
is No. 137 in the Imperial Gallery in Vienna. A replica or old copy from the
Madrid Madonna is (3) No. 632 at Hampton Court, with a slight variety in the
movement of the Infant Christ. Wood; a carefnl but feeble work, with some
Titianesque character and light, rosy tones. (4) Blenheim. Canvas, mounted on
wood, injured by a split ; but see postea, Palma Vecchio.
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oriental dress sits at a table with a brass disc and compass
in his hand. He is not surrounded with the usual paraphernalia
of a necromancer—no crocodiles hanging from the ceiling, no
bats nor babies preserved in spirits. He sits in a ruin with
an armless Venus in a niche. Behind him the mother, seated
on the ground, playing with the child ; close by, the father,
in a standing attitude, in front of the landscape. Here, again, is
a fanciful subject treated in the so-called Giorgionesque fashion,
but withont the power or subtlety of Giorgione, especially
without his melody of tone, purity of drawiung, or development
of form. Something paltry in the shape of the figures, some-
thing monotonous in the tints, a brown and empty uniformity
in the flesh—all this indicates a second-rate Venetian. The
freshness ruobbed off the panel diminishes its effectiveness, yet
it still looks as if it might have been produced by Girolamo
Pennacchi.

Finally, a Knight of Malta at the Uffizi in splendid dress,
with spotless chemisette and jewelled collar, the varied blacks
of his silk garments damasked in minunte patterns, a chaplet of
large beads in his hand, presents himself at the first view with
all the prestige of a grand Venetian. His thick brown hair and
beard are finely adumbrated against the gloom of the back-
ground. A warm southern complexion is relieved by deep
shadows. But on close inspection the charm is evanescent.
There are veils of stippled colour in the face and hands, there
i8 no transparence in the darker parts. We conclude that
Giorgione’s work was altered by late retouching, or the painter
is a skilful imitator of Giorgione’s manner.?

It would be most desirable to trace some of the more
celebrated of Giorgione’s solitary figures and portraits to whick
there are references in the oldest historians; and in isolated
instances it may be possible to find canvases which very nearly

! Venice, Manfrini Palace. Wood, m. 1:35 broad by 0:92 (cf. the opinion of
Kugler, Handbook, p. 434, and Quandt’s Lanzi). In the distance are warriors
under a tree. [* This picture is now in the Dresden Gallery, No. 186.] In the
Onigo collection at Treviso there are two portraits assigned to Giorgione; but see
postea in Girolamo di Piermaria Pennacchi.

? Florence, Uffizi, No. 622, Canvas; bast life-size. Otto Miindler (in Burck-
hardt’s Cicerone, iii. 976) assigned it to Della Vecchia.
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approach to the required standard ; but, at the best, such canvases
are only to be taken as specimens of the Giorgionesque without
proof of their absolute genuineness.

We might desire, for instance, to attribute to Giorgione with
anthority the portraits in one frame at the Berlin Museum,
where two men of middle age in black sit gravely at a table,
one fronting the spectator and listening, the other in profile
reading a letter—a canvas which has suffered irreparable injury,
but worthy of Giorgione and even of Titian in the grandeur and
dignity of its impersonations.! Still higher in the scale we
might be inclined to place the bust of a bare-headed man in
long black hair, in the Gallery of Rovigo—a grave and power-
fully wrought creation which, perhaps more than any other,
approximates to the true style of Giorgione.” We might add
the Christ carrying his Cross, in the Loschi collection at |
Vicenza, in which the early cento of Antonello and the Bellin-
esque is to be found in connection with high finish and realistic
detail, and an interesting bust portrait in the Ajata mansion
at Crespano.?

! Berlin Museum, No. 152. Canvas, 2 ft. 10 in. high by 3ft. 3} in., from the
Solly collection. The surface is unfortunately repainted after flaying, and hence
the difficulty of holding a strong opinion. Both men wear black projecting caps.
Through a window a landscape is seen. Can this be ‘ Giovanni Borgherini and
his master” of whom Vasari speaks ? (iv. 94).

? Rovigo, Galleria Comunale, No. 11. Small panel, 74 in. high by 6}. Bust of
a man in a white shirt and vest, bare-headed, with long bair, showing one hand
at the lower edge of the picture. There are some retouching and conseguent
opacity in the hair and flesh-shadows., (Originally in Casa Muttoni, at Rovigo.
See Bartoli (¥r.), Pitiure, §c., della Citta di Rovigo, Venice, 1793, p. 217.)

3 (1) Vicenza, Casa Loschi [* now Boston, collection of Mrs. Gardner]. Wood,
m. 0-52 high by 0°40. Christ, three-fourths to the left, bearded, with long locks
falling to his shoulders, carries his cross. We should note the precision and
finish of the hairs of the beard, the thorns in the crown, the veining on the wood |
of the cross. The handling is minute, finished, and resolute. The mask is noble
and elevated, and grief grandly expressed. The colours are strong and rich,
with warmth and transparence in shadow, and delicate transitions nicely blended,
the drapery whity, with ornaments on the hems, clever and Bellinesque. The
preservation is good, and but a small spot on the forehead shows a stain. This
fine panel, which deserves the name of Giorgione, is the original of that preserved
in the Gallery of Rovigo (see antea, i. 270) as a Leonardo, as well as of a copy
formerly in possession of a dealer at Padua. [* The editor has no clue to the
present owner of the last-named painting, Versions of the same composition may
now be found in the collections of Count Lanckoronski, of Vienna, Count I'ourtalés,
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It would probably be fatal to the interest which attaches to
the life of a man so remarkable as Giorgione if we should
attempt to follow the ghost of his name through the numerous
galleries which boast of possessing pictures from his hand. The
utmost that we require is a list of snch pictures at the close
of the master’s history, classified according to the predominant
character of each piece. It was not without lamentable conse-
quences that numerous painters of differeut schools should have
been made to contribute to the nimbus of Giorgione. In the
absence of any challenge as to the genuineness of productions
fathered npon him, the most erroneous impressions of his style
and character gained currency, until it became habitual to assert
with openness akin to truth that he was a marvellous colourist,
but no draughtsman ; that he was the father of the biblical novel
or the creator of sacred pieces in which profane and poetic feeling

of Berlin, the late Sir William Farrer, of London, and in the Stuttgart Gallery
(No. 459).] (2) Crespano, Ajata collection, No. 16. Wood, m. 0-37 high by 0-26.
Bust of a bareheaded man in a rich brown-and-yellow dress, and a medallion with
a griffin hanging from his neck. This picture, which is not free from retonching,
requires fresh study. On a superficial examination it seemed not unlike an
original of Giorgione’s early time—a pleasing face, sweetly coloured, and with
detail touched minutely and delicately. Most spotted by retouching is the hair
and beard.

* We have still to mention a few pictures which, since the authors wrote
their account of Giorgione’s life and work, have been identified as being by him.
An early work is the bust of a young man in the Kaiser Friedrich Museum at
Berlin (No. 124); the attribution to Giorgione is warranted not less by the pro-
foundly poetical conception than by the colouring, drawing, and modelling. Also
by Giorgione is the full-length of Judith standing in a landscape, with the head of
Holophernes at bLer feet, in the Hermitage Gallery (No. 112). The figure of Judith
is closely allied to that of the Virgin in the Castelfranco altarpiece, and the colour-
ing is also very reminiscent of that picture ; but the Judith is probably slightly later
in date. Another work by Giorgione which is reminiscent of the Castelfranco
picture, thongh it is separated from it by a greater length of time than the Judith,
is the Madonna between SS. Francis and Roch in the Prado at Madrid (No. 288).
One of Giorgione’s last works is the supremely beautiful Sleeping Venus in the
Dresden Gallery (No. 185), seen in 1525 by the Anonimo (p. 66) in the house of
Girolamo Marcello at Venice. Originally there was a Cupid at the feet of the
goddess; according to the Anonimo the former figure and the landscape were finished
by Titian, This picture became the model for a countless number of works of th'e
Venetian school. The bust of a young man in the Budapest Gallery (No. 140) is
probably also by Giorgione, and the portrait of a lady in the Borghese Gallery at
Rome (No. 143), as well as the Apollo and Daphne in the Seminario at Yemce,
comes in any case very close to Giorgione. Cf. Morelli, Die Galerien zu ]!Afu'nchm
und Dresden, pp. 270 8gq. ; Die Galerien Borghese und Doria Panfili, pp. 323 8q.
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overweighted sentiment ; that he was a man of sensnal habits,
transfusing sensuality into his pictorial types.!

It is probably true that he was fond of gallantry, for Ridolfi,
who rejects the covert hint thrown ont by Vasari that he perished
from sickness engendered by excesses, admits that he died of a
broken heart because he was robbed of his mistress by his
disciple, Luzzi; but it is folly to set np a high standard of
morality as regards the fair sex for men of the artistic profession
in the sixteenth centory, and there is not a whit more to be said
against Giorgione than was said with truth of Raphael.?

The death of Giorgione *of plague” in 1511 is registered
with absolute uniformity by all—even the oldest—authorities.
His remains were taken to Castelfranco in 1638 and buried in
the church of San Liberale?

Vasari relates an anecdote of Giorgione, which he dates at
the time of Verrochio’s residence in Venice (1488). He says
that a question arose between him and certain sculptors as to the
preference to be given to sculpture or drawing ; the sculptors
urging the facility with which the same statue could be seen
from all sides by simply going round it, Giorgione maintaining
that it was quite possible to show all sides of a figure on one
picture without moving. As an illustration of his meaning,
Giorgione is said to have painted the back view of a nude on the
bank of a limpid stream, which reflected the cther side of his
person, whilst the flanks were seen in a mirror and breastplate.t

! Belvatico, Storia Extetico-Critica, i. 526; Jacob Burckhardt’s Cicerone,
2nd ed., by Dr. A. von Zahn, 8vo, Leipzig, 1869, iii. 974-5.

? Vasari, iv. 99; Ridolfi, Le Marav., i. 137, But Dolce, Dialogo, p. 60, only
says that Giorgione died of plague “con non poco danno della pittura.”

* Bee the foregoing note, and consult Melchiori’s M8., ub. sup., and Dr. Tescari’s
Per Nozze. [* We now know that Giorgione died in 1510, probably in September
or October. On October 25, 1510, Isabella d’Este wrote to her agent Albano in
Venice asking bim to obtain for her a painting, “de una nocte” (presumably a
Nativity) which, she had been informed, was the property of the deceased “ Zorzo
da Castelfranco.”. Albano, in bis reply, dated November 8, 1510, stated that
““the said Zorzo died many days ago of tbe plague,” and that there was no
picture of the kind mentioned by Isabella among bis property ; but that Taddeo
Contarini and Vittorio Beccaro both possessed pictures of that subject by
Giorgione. (Luzio, in Archivie storico dell arte, ser. i. vol.i. p. 47). See also
antea, p. 5, n. 1.

* ¢ Paolo Pino says the figure was a St. George in armour between two mirrors.
See his Dialogo, p. 27 verso,
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This practical solution of a problem which occupied the minds of
casuists in the sixteenth century is only interesting to us because
it tells us of a masterpiece, of which no trace has been preserved.
The list of works at the head of which this may be placed would
probably be found to comprise many that had no claim to
originality, but also many that it would be most desirable to
possess. We note the following :

Venice, collection of the Patriarch Grimani. A large head
of a man with a red cap with fur lappets in his hand, and a boy
with fleecy hair.

Faenza, Casa Castel Bolognese. A portrait.

Florence, Casa Borgherini. Portrait of Giovanni Borgherini
and his tutor.

Florence, Casa Anton de Nobili. A Captain in armour,
said to be the likeness of an officer who visited Venice when
Gonzalvo Ferrante (da Cordova) came to pay his respects to the
Doge Agostino Barbarigo; a portrait of Gonzalvo himself
(Vasari, iv. 93 sgq.).

Venice, Casa M. A. Pasqualino. Bust of a boy holding an
arrow and St. James with the pilgrim’s staff.

Venice, Casa G. Vendramin. The Dead Christ supported
on his tomb by an Angel.

Venice, Casa Zen. A Nude in a landscape, of which the
drawing with pen was in the collection of Michiel Contarini.

Venice, Casa Jeromimo Marcello. St. Jerome reading.
Portrait of M. Jeronimo armed, showing his back and turning
his head, the original of a later picture in the Imperial Gallery
at Vienna, No. 206, and a nude Venus in a landscape with Cupid
—landscape and Cupid finished by Titian.*

Venice, Casa M. Z. A. Venier. A Soldier armed to the waist.

Venice, Casa Zuane Ram. Bust of a boy holding a dart,
a shepherd boy with a piece of fruit.

Venice, Casa Odoni. St. Jerome in the desert by moonlight.

Venice, Casa Taddeo Contarini. Aneas and Anchises in
Hades, and the Birth of Paris.? (Anon., ed. Morelli, pp. 56, 63,
65, 66, 73, 78, 79, 80, 85.) !

Venice, collection of Niccolo Renier. A Virgin and Child,
and Samson watched by two men as he wails over the loss of his
locks. (Sansovino, Ven. Deser., p. 377.)

* 1 This is the painting now in the Dresden Gallery (see antea, p. 36, n. 3),

* 2 The Birth of Paris was formerly in the collection of the Archduke Leopold
William at Brussels, and is engraved by Th. van Kessel in Teniers's Theatrum
pictorium (1660). A copy of a small part of it (comprising two figures of
shepherds) is now in the Budapest Gallery (No. 195).
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Venice, Casa Malipiero. Half-length St. Jerome reading
in a book.

Venice, Senator Gussoni. Virgin, Child, St. Jerome, and
other saints.

Venice, Casa Vidman. Birth of Adonis, Venus and
Adonis, and Death of Adonis, parts of a cassone, twelve
pieces with the story of Psyche ; picture called “Il vecchio
castratore.”

Venice, Signor Niccola Crasso. Portrait of Lnigi Crasso
with his spectacles in his hand. (Cicogna, Iscriz. Ven., iv. 163,
corrects, we think properly, Luigi, for which he suggests Niccola
who was Giorgione’s contemporary.) A naked Woman, and near
ber a shepherd playing the flageolet.

Venice, Palazzo Domenico Ruzzini. An armed Captain.

Venice, Signor Camillo Lucarno. A portrait.

Venice, Signor Gozi. A portrait.

Scuola de’ Sartori. Virgin and Child, St. Barbara, St. Joseph,
and a patron.

Venice, Signor Francesco Bergonzio. Portrait of a lady.
Pictures in the palaces Girolamo Cavazza, de Tassis, Ottavio
Fabri, and Girolamo Contarini.

Verona, Muselli collection. Portrait of a man in a fanciful
cap, half velvet, half brocade, and a pelisse with wolf-far lining,
holding a book in both bands; in the architectural background a
headless statue, a portrait of Laura.

Verona, Dr. Curtoni. Christ, the Apostles, and a woman
possessed of a devil with her mother. A portrait. Achilles
receiving arrows from Paris ; Amor in a landscape.

Verona, Casa dal Pozzo. Portrait of Giorgione.

Verona, Conte Rizardi. Portrait of a man, half-length.

Antwerp, Van Vert collection. Head of Polyphemus in a
large hat casting a broad shadow on his face. Portrait of a
commander in antique dress and red cap. A yonth in armour
with copious hair. Oune of Casa Fugger with a wolf-skin pelisse,
half-length, nude, in thought, with his form reflected in a breast-
plate. (Ridolfi, Marav., i. 126-7 ; ii. 149 ; Dal Pozzo, Pitt.
Veron., pp. 303, 308 ; Campori, Raccolta di Cataloghi, pp. 189,
190, 198 ; Boschini, Carta del Navegar, p. 308, and Le Ricche
Minere, Sest. di C. R., pp. 15, 16; Sansovino, Ven. Descr.,
Pp. 374, 376, 377, 394, and 415.)

Rome, Prince Aldobrandini. St. Sebastian.

Rome, collection of Queen Christine. Full-length of Pico
della Mirandola as a boy with sword and dagger and cap with
white feather.
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Modena, Prince Cesare [gnazio d’'Este. Portrait of a man
in a hat which throws his head half into shadow (1685). Portrait
of a man, one hand on his hip, the other holding his gloves.

Modena, Studio Coccapani (1640). Portrait of Giorgione.
A landscape (Campori, Raccolta, ub. sup., pp. 147, 149, 310, 312,
347).

London, collection of Charles I., Ashmolean Museum Cata-
logue. Man’s head in a black cap and cloak (bust).! A woman
with her left breast naked, her right breast covered with part of her
smock. Acteon.? Mary, Christ, St. Catherine, and St. Joseph.?

London, collection of James II. A man with the head of
John the Baptist. Giorgione’s picture, with several statues about
him (Lotto). A woman, half-length, holding her apron with one
hand, the other upon a bird. A man with a shock dog and
a music-book before him. A man to the waist in black with a
two-handed sword. A man to the waist in a black-and-pink
doublet. A man with a letter in his hand* A woman in red
sleeves, with a chain about her neck. A man with a red girdle,
his hand upon his breast? A man with a hawk on his fist.
A man in black cap with a book in both hands. A man in
a cardinal’s cap, a white book in one hand. A family of ten
figures (B. Licinio). Four figures to the waist singing (? Titian
of the National Gallery).® A man’s head with a black habit with
his hair behind his ears.’

Amongst the disciples of Giorgione, there is none more
Bellinesque in his early period than Sebastian del Piombo, who,
for this reason, might be mentioned in connection with pictures
assigned to Giorgione, but snggestive of another and more
modern Bellinesque. In this class :

Ez-Northwick collection® Wood, 2ft. 6in. high by 3 ft., the
Woman taken in Adultery, perhaps the same as that described
in the palace of the Pesari at Venice (Sansovino, Ven. Descr.,
p. 376). To the left, the Saviour in profile with the officer and

* 1 This is the picture, No. 128 at Hampton Court, mentioned postea, p. 67.
Law, The Royal Gallery of Hampton Court, p. 39.

* 2 Now Hampton Court, No. 186 (Bonifazio?). Law, ub. sup., p. 27,

* 3 Possibly now Hampton Court, No. 466 (see postea, p. 142, n. 1). Law,
ub. sup., p. 47,

* 4 Now Hampton Court, No, 906. Law, ud. sup., p. 208.

* & Now Hampton Court, No, 30. Law, ub. sup., pp. 33 sg.

* ¢ Or rather the picture No, 554 at Hampton Court. Law, ud. sup., p. 65, and
antea, i. 185, n. 1,

* 7 Now Hampton Court, No. 486 (Lotto). Law, ud. sup., p. 44.

* ¢ Now Chantilly, Musée Condé, No, 34,
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a turbaned female ; to the right, the adulteress with her hands
joined in prayer, escorted by an armed and helmeted guard.
These are half-lengths, consisting chiefly of portraits outlined
with conscious power, though not without occasional Bellinesque
dryness. We miss the elevated spirit of Giorgione in the studied
rendering and large working size-of the hands of all the
personages, but especially in the unideal shapes of the Saviour
and adulteress, both of which are lacking in appropriate move-
ment or select form. The dresses are picturesquely variegated
and cunningly wrought, but tinted in deep and solid shades—the
- helmet and armour very clever. The flesh is swept in with
a large brush abundantly furnished and copiously impregnated
with vehicle, and bears a warm fused and enamelled surface.
There is more chiaroscuro than vivid brightness of prism, and the
general tone of the whole piece is a sombre leaden red. The
painter, whoever he is, differs in type from Giorgione, and has
many features in common with del Piombo.

Palma is the true painter of some so-called Giorgiones—
whilst others are merely of the Palmesque school.

Berlin Museum, No. 174, A portrait.

Munich, Pinakothek, No. 1107. A portrait.

Blenkeim. Virgin and Child, a Female and St. Liberale ; half-
lengths.

Brunswick Gallery, No. 453. Adam and Eve. These are
Palmas (see postea).

London, Mr. Barker. Half-length of a female in a yellow
turban holding the handle of a guitar. In the landscape, a page
accompanies a man on horseback. The varnishy thickness of
the impast and washy clearness of the flesh and a certain rawness
are characteristic in followers of Palma.!

Vienna, Imperial Gallery, No. 205. Canvas, 2 ft. 9% in.
high by 2ft. 14 in. St. John the Evangelist, half-length, with
the eagle behind him, was placed very high when seen by the
authors, but seemed more like a Palmesque school picture than
anything else.?

Cariani and Lotto amongst the Bergamasqunes are those who
most frequently produced pictures subsequently honoured with
the name of Giorgione. We had occasion to notice some
celebrated compositions in which the treatment of Cariani

* ! This picture was subsequently in the collection of the late Mr. Charles
Butler (Mr. Berenson, The Study and Criticism of Italian Art, i. 117 sq.).
* 2 It is now officially ascribed to Cariani.
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appears. There are others suggestive of a similar origin, others
again redolent of the style of Lotto or his school.

Ezx-Gallery of Count Schonborn at Pommersfelden, No. 570.
Two ladies, attended by a gentleman in the background.

Glasqgow Museum, No. 370. Canvas, with full-lengths,
under life-size, of Christ, the Woman taken in Adultery and
spectators and soldiers. The first of these is certainly, the
second probably, by Cariani. The latter answers the description
of one in the collection of Queen Christine (Campori, Raccolta di
Cataloghi, 8vo, Modena, 1870, p. 348) there assigned to
Giorgione. It is a replica or copy of Cariani’s similar picture
in the Carrara collection at Bergamo (No. 126).

Hampton Court, No. 469. Wood, small. The Virgin sits
on the ground, with the Infant on her knee, attended by three
angels and St. Joseph in a hilly landscape. In front, to the
right, two shepherds kneel, whilst a third, standing, plays an
instranment. The surface is a little rubbed and stippled over,
but the treatment reminds us still of Cariani. Of the same
school probably, but not exclnding the name of Lotto, is No. 116
at Hampton Court: bust of a man, bareheaded, with long hair
and beard in a black dress cut out square at the breast and
showing the white shirt. This portrait, shorn of some colour and
reduced to a brown rawness, is called, * Giorgione, by himself.”

In the Holford collection in London, is a portrait (knee-piece,
wood, life-size) of a woman in parti-coloured green, and yellow
dress, seated in an arm-chair, holding a drawing, in which
Lucretia is represented with the dagger. On the red table-cloth
before the figure is a motto: “ Nec ulla impudica Lucretiae
exemplo vivet.” This picture once belonged to Sir Thomas
Carnegie, and was exhibited in 1854 at the British Institution.
It displays the well-known smorphia and affectation of Lotto.

The counterpart, of feebler execution, in the Liechtenstein
collection at Vienna, is an old copy.

Another phase of Lotto’s practice, the Titianesque, seems
illustrated in a half-length of Francesco Contarini (No. 508,
canvas, 2 ft. 6} in. high by 2 ft. 2 in.) in the gallery of Stuttgart.

Of the school, and perhaps an injured copy from an original
Lotto, is a Knight with his left hand on a crown pointing to the
Virgin appearing in the distant sky (canvas stretched on panel,
life-size, half-length) in the collection of Count Tadini at Lovere.

In the feeling of the school of Lotto is likewise an injared
half-length of a sickly man in front of a grove of trees and
distance of hills, playing a guitar (No. 18, canvas, life-size) in
the Manzoni Gallery at Pat, between Bellano and Feltre.
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Repaints in the black eap, or black silk of the right sleeve, and
in the fingers of the left hand and in the trees deprive this
picture of some value.

We saw Pellegrino’s Madonna with Saints at the Louvre
presented to us as a Giorgione. We shall see the same confusion
arise as to his Judith in the collection of Saltocchio, near Lucca,
and his Christ at the Limbus in the Palazzo Reale at Venice.
Many pictares of the Friulan school had a similar fortune, and
amongst them many that recall the discipline of Pellegrino and
Pordenone, and such artists as Morto, Calderara, Grassi, Secante,
and Bernardino Licinio.

London, Royal Academy. A young and comely female
stands, all but life-size, at the edge of a stone well, a
white chemise hardly covers her shoulder and arm, a green
skirt looped up to the knee leaves the leg and sandaled foot
bare. There is something coquettish in the way in which water
is poured listlessly from an ewer in her hand into a basin.
The extremities are ill-drawn and lame, the drapery angular
and broken ; but the colours are artfully contrasted, and a
pretty play of lines is made up ount of the blue hills, the streaky
horizontal clouds, and a warm brown wall on the foregrounnd.
Light and shade are equally balanced, but the absence of broken
toning and delicate transitions in the flesh, as well as a liquid
washiness of touch, produce an impression of emptiness. The
treatment recalls that of Pellegrino, Cariani, and their schools.

Vienna, Imperial Gellery (not shown, No. 241, Catalogue of
1884). Portrait of a man, bust, fall face of red complexion in a
large black hat with his hand on a book relieved on a light
landscape, reminiscent of Pellegrino and Morto da Feltre.
(Wood, 1ft. 7in. high by 1 ft. 3in.)

Hampton Court, No. 45. Bust of a man in a black cap
enlarged and repainted, but still presenting features like those of
the school of Pellegrino.

Milan Ambrosiana, Sala E, No. 43. St. Joseph holds the
Child, to whom the Virgin offers some frnit, The young Baptist
and the angel and Tobias complete the composition (canvas,
figures under life-size). This pictare, catalogned as Giorgione,
but also assigned to Romanino (Miindler, in Burckhardt’s
Cicerone, p. 998), is by a modern who studied many of his
predecessors. The St. Joseph is in the fashion of Pordenone,
the Madonna has the round tullness of Palma Vecchio ; but the
painter, probably Calderara, is a coarse imitator.!

* ! This picture is now officially ascribed to Bonifazio,
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London, Marquess of Lansdowne. Two women in a land-
scape listen to a youth crowned with laurel who plays a guitar
under a tree. (Wood, figures under life-size.) The author of
this picture, who is not Giorgione, had a delicate feeling for
tasteful selection of colours ; but his style betrays the decline of
the schools. His handling and drawing are both loose; his
tonch is large, his pencil-stroke sweeping and substantial ; but
his forms are poor and his drapery feeble. He is a painter
di Macchia, as the Venetians express it, but the Macckhia is not
always in its proper place ; in this pleasant and careless art we
may perhaps recognize the hand of the Friulan Grassi.!

Cobham Hall, Lord Darnley. Ceesar enthroned receives the
head of Pompey. (Wood, 8 ft. 9in. long by 2ft. 4in.) This
picture, with its sunite of figures, is of sombre tone, with large
divisions of light and shade, and decided contrasts of vestment
tints, It is a spirited decorative work, with something of
Pordenone and a breath of Florentine feeling that might suggest
the hand of Morto da Feltre, But the treatment is very like that
of Lord Lansdowne’s panel above described ; and the painter may
again be Grassi,

By the same hand, but catalogned as Mantegna, is the
following :

Ex-Northwick collection, No. 982 (Wood, 4 ft. 9 in. long
by 2 ft. 4in.) A Triumph. Cwsar (?) on a car, is preceded by a
guard, accompanied by captives and followed by soldiers carrying
trophies. It is to be observed that the height of the two frag-
ments now described is the same, and they probably formed
part of some cassone.

Rome, Palazzo Colonna. Giacomo Sciarra, with the baton
of command (knee-piece, wood, life-size). The dull tone and
modern execution here point to some Frinlan of feeble powers,
such as Sebastian Secante.

We shall class amongst the works of Bernardino Licinio the
following :

8t. Petersburg, Leuchtenberg collection. Herodias’s Daughter
receiving the Head of the Baptist.

Brescia, Duomo Vecchio. The Adoration of the Shepherds.

Brescia furnished a large contingent to the army of Giorgion-
esque imitators, amongst whom we note not only those craftsmen

* ! Sir Claude Phillips (in Tke Daily Telegraph, Oct. 6, 1909, p. 12) has pointed
out the close connection which exists between this picture and certain recently
identified early works by Palma—eg. the Two Nymphs at Frankfort and the
Nymphs with a Shepherd in the Phillips collection.

* 2 Now Richmond, collection of Sir Frederick Cook,
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who, like Romanino, Moretto, and Savoldo, kept clear of the
old Mantegnesque, and clung to the pure Venetian feeling, but
Calisto da Lodi, a later disciple of the Brescian school.

In the Scarpa collection at La Motta in Friuli (No. 72, life-
size busts), a pleasing canvas, perhaps the same that was in the
gallery of the Savelli at Rome in 1650 (Campori, Raccolta di
cataloghi, p. 162), contains a lady in rich variegated dress accom-
panying the song of a cavalier in hat and plunme, with the chords
of a gnitar. The youth of the couple and its gay apparel almost
compensate for the loss of bloom and colonr which the picture
has undergone. The nnavoidable conclusion to which we come,
after a certain amount of observation, is that the person who
executed the piece was imbued with the principles which dis-
tinguish Romanino. But we might also fanecy that Savoldo, a
painter of growing importance in the history of Brescian art, and
one of the earliest Brescians settled at Venice, could have pro-
duced such a work, especially if he lived so far back as to allow
of his studying Giorgione and the first period of Titian at the
fountain-head.! There are several compositions in English and
continental galleries which challenge similar criticism ; amongst
others these : ’

Florence, Pitti, No. 147. Canvas, busts. A nymph
porsued by a grimacing satyr. The only traces of the original
surface here are to be found in the forehead, breast, and shonlder
of the nymph or the brow of the satyr, the rest being more or
less danbed over. There is more of the Titianesque in the treat-
ment than at La Motta, but the spirit and handling suggest a
foliower of Titian and Giorgione.?

Alnwick Castle. A group of three, viz. a man bareheaded in
a blne vest with peach-red sleeves and a brown mantle over his
right shoulder, his gloved left hand on his haunch, tnros towards
a female in a red turban, a low dress and chemisette, whose
movement reminds us of the so-called Mistress of Titian at the
Louvre. To the right is a man in a hat with a white plume.
This picture was in the Manfrini collection, and then belonged to
Mr. Barker. It is dimmed by time and old varnish ; but it also
displays the character of the schools of Titian and Giorgione ;
hence the question, whether the painter should not be songht

* ! The Scarpa collection was sold by auction at Milan in November 1895.
The above-mentioned picture is reproduced in Archivio storico dell’ arte, ser. ii.
vol. i. p. 416.

* * This picture is now officially catalogued as a work by Dosso Dossi to whom
it was first ascribed by Prof. A. Veaturi (Zepertorium, viii. 12 8g.). See also
Gronau, #¥id., xxxi. 433.
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amongst snch imitators as we have named, or be fonnd in Rocco
Marconi.

St. Petersburg, Leuchtenberq Gallery. No. 70. Virgin and
Child in front of a rose-bush. We shall see cause to assign this
Madonna to Moretto, yet see Waagen (Ermitage, ub. sup., p. 325).
No. 22. Adoration of the Kings will be fonnd amongst the
works of Savoldo or his school.

Rome, Gallery of the Capitol. No. 14. Canvas, life-size.
Half-length of a lady seated in a dark room, through an opening
of which (right) a landscape with trees and towers is seen. The
monster at her side indicates the intention of the painter to
represent a lady as St. Margaret. The dress is cut square at the
bosom, and the sleeves are puffed. This is a gloomy, injured
picture in a high position treated in the fashion of Savoldo, as
we judge particularly from the left hand and landscape, which
are the only parts in some sort of preservation. No. 186. Half-
length of a monk, is a dusky and poor performance certainly
not by Giorgione) No. 176. Half-length of a man in silk
attire holding a crossbow, in a fine but late Venetian likeness.
No. 80. Holy Family, not Giorgione.? ;

Cambridge, Fitzwilliam Museum, No. 138. Canvas. Adoration
of the Shepherds, in the realism and boldness of the figures very
like Savoldo ; very dashing in treatment, the colour full of vehicle
and copiously laid on, the surface not free from injury.?

Hampton Court, No. 74. Gaston de Foix is a copy of
Savoldo’s original at the Louvre.

Gosford House, Longniddry, the Larl of Wemyss. Small
panel originally in Casa Litta, at Milan. The Virgin looks over
the Child whom she has just wakened by raising the fold of her
mantle on which he was reposing. In rear, to the left, St. Joseph
and two figures of saints, and the stable with the ox and ass. To
the right a landscape, and on the wall at the Virgin’s shoulder the
words ¢ Georgius Barbarelli.” The same composition with a slight
variety, but of larger size, in the Tosi collection at Brescia bears
the name of Calisto da Lodi, and Lord Wemyss’s little picture is
probably by Calisto, being coloured after the fashion of the
disciples of Romanino. The signature is clearly modern.

Bergamo Gallery. There are three or four portraits here

* 1 The two last-mentioned pictures are now officially ascribed to the Venetian
school in general,

* 2 No. 176 is undoubtedly by Lotto and No, 80 by Dosso Dossi as is now also
officially admitted.

* 3 Now labelled * Venetian school.”
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assigned to Giorgione. Lochis Gallery, No. 157. Bust of a
man in a black cap and blue coat, in a stormy grey sky ; his
hand is on a dagger. The dull red tone of the flesh and the
resolute treatment generally point to a pupil of Romanino and
individually to Calisto da Lodi. No. 164 in the same collection :
a bust of a bearded man in a black cap, with a flower in his hand,
is the counterpart of a similar portrait (No. 510) in the Stuttgart
Musenm assigned to Gentile Bellini,! and is probably by the
Cremonese Altobello Melone. The other ¢ Giorgiones” here call
for no farther remark.

In the Gattamellata and his Squire at the Uffizi we had
evidence of the facility with which the stone-carved cleanness of
the Veronese was mistaken for the finish of Giorgione (ii. 218).
There is some excuse for substituting Giorgione for Torbido, as is
done here ; that is, for sabstituting the pupil for the master.
There is none for the more frequent confusion which gives a false
impress to the works of Bonifazio.

Florence, Pitti, No. 161. The Finding of Moses. This small
oblong, with its indisputable charm of colour and execution, is a
recognized Bonifazio.

Milan, Brera, No. 144. Moses presented to the daughter
of Pharaoh, once in the archbishop’s palace at Milan (Lanazi,
History of Painting, ii. 135), is also admitted to be one of Boni-
fazio’s jewels.

Rovigo, Communal Gallery, No. 22. (Canvas, under life-
size.) The Flagellation ; Christ, bound to a pillar in a court, is
beaten with rods by two executioners before several guards and
bystanders. The shields of the former bear the colours of the
Contarini family. This picture, noticed in Antonio Maria Zanetti’s
edition of Boschini’s Riccke Minere, 8vo, Venice 1733, as in the
choir of San Stae at Venice, was bequeathed by one of the Con-
tarini to Dr. Pellegrini and was bought at the sale of his effects
by Count Casilini, who left it (1833) to the Gallery of Rovigo.
(See the catalogue of the Rovigo collection.) There are remini-
scences in this picture of del Piombo and Palma Vecchio, and
there is more firmness in the drawing and modelling than are
nsnal in Bonifazio ; yet it is not unlikely that Bonifazio is the
painter. The colours are vivid, bat a little sombre and raw, and
the shadows are very deep. This dusky look may be due in part
to the effects of time.

Dresden Museum, No. 210. Wood. 3ft.8 in. by 5 ft. 3} in.
Adoration of the Shepherds, from the Casa Pisani at Venice,
where it was assigned to Palma Vecchio. Here again we are

* 1 Now to the school of Cremona, about 1500,
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reminded of Bonifazio, the figures being full of life and the colour
vivid and warm.!

Amongst the moderns whose compositions take the name
of Giorgione, Andrea Schiavone, Rocco Marconi, and della
Vecchia are conspicnons.—Especially interesting in connec-
tion with these is the frequent repetition of one snbject, a
bust of a man in a hat with a flageolet in his hand, of
which one example is registered in the Catalogue of
James II.’s collection (Bathoe’s Catalogue of 1758). Though
none of the extant replicas can be admitted as genuine
Giorgiones, they may have been all derived from an original
that has been lost.

Lidinburgh, National Gallery, No. 69. Canvas, life-size,
bust, three gunarters to the left. A large hat with a feather casts
a broad shadow over forehead and eyes, on a finger of the hand
holding the flageolet is a ring; a fur pelisse covers the shoulder.
This is a fine specimen of della Vecchia, of whom Boschini his
contemporary (Ricche Minere, Preface) says that his Giorgionesque
imitations were surprising.?

Naples Museum, Room XIII., No. 2. Canvas; so-called
portrait of Antonello, Prince of Salerno, replica of the foregoing
in the manner of della Vecchia.

Bowood, seat of Lord Lansdowne. Copy of the immediately
foregoing. On a card behind the canvas: ¢“This picture was
given by Charles III. (Naples, 1734) to his son Don Gabriel
before leaving Naples. Purchased in Madrid by Mr. Coesveldt.”

Milan, Brera, No. 354, M. 0-55 in. by 043. Replica of
the foregoing under the name of Lomazzo.

Padua, Casa Maldura. Fifth replica of the above.?

Modena. In the seventeenth century there was a sixth replica
in an oval form in the collection of Cesar and Louis d’Este, Princes
of Foresto. (Campori, Raccolta di cataloghi, p. 421.)

Hampton Court, No. 257. Young man bareheaded in a
white shirt and blue mantle, with a flageolet in his hand. This
canvas bust is entirely repainted.

Treviso, Casa Perazzolo. Christ carrying his Cross. Canvas,
with thirteen full-lengths, including soldiers, executioners, and
St. Veronica with the cloth, one of della Vecchia’s loose and
unsatisfactory imitations of Giorgione. We may ask is this the

* 1 Now labelled “ Workshop of Bonifazio Veronese.”
* 2 Now officially ascribed to the school of Giorgione.
* 3 The Maldura collection is now dispersed.

YOL. III 4
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original or a copy of an original described by Ridolfi (Marav.,
i. 136), in the Muselli Gallery at Verona.

FEz Northwick collection, No. 482. Wood, bust portrait of
a man tarned to the right, his head to the left at three quarters
in a red cap, and brownish dress. By della Vecchia.

Rome, Borghese Gallery, No. 181. Wood, life-size. Saul
bearded and bareheaded, in armour with the sword and head of
Goliath on a stone parapet before him ; behind him David in the
dress of a sixteenth-centnry page and in hat and feather. The
unattractive appearance of this panel may be due to its bad state
of preservation (the colour seems burnt and retouched). The flesh
is brown and opaque in shadow. In the best-preserved parts
(armour, head of Goliath, and hands of Saul) one sees the hand of
a painter like Pietro della Vecchia.? Repetitions equally poor, if
not poorer, are the following : .

Stuttgart Museum, No. 454. Wood, 3 ft. 1in. high by
2ft. 6in3

Vienna, Imperial Gallery (not shown, No. 546, Catalogue of
1884). Wood, 5 ft. 4 in. high by 3 ft. 5in. But here the picture
is catalogued as della Vecchia.

One of these three may be that described by Ridolfi (Marav.,
i. 130) in possession of ¢ Signori Leoni di 8. Lorenzo.” But there
is another version of the story at Madrid, e.g. :

Madrid Museum, formerly No. 780. Canvas, 3 ft. 5 in. high by
3 ft. 9in. David, leaning over, holds the head of Goliath and his
sword on a stone parapet. He is watched with admiration from
behind by Sanl in armour. This is not a genuine Giorgione, but
of the decline of the Venetian School. The composition and
design are almost identical with a drawing of a picture once in the
collection of Andrea Vendramin (De Picturis in Museis, ub. sup.);
but in the drawing there is one figure more, and this points to a
canvas described by Ridolfi (Marav., i. 130) but now missing.

Vienna, Imperial Gallery, No. 21. Wood, 2 ft. high by
2 ft. 33in. Bust of David with the head of Goliath. This is a
late copy, perhaps after an original noted by Vasari (iv. 93 sg.).

* ! The picture seen by the authors at Treviso is now in the Casa Belloni-
Algarotti at Padua.

*2 This painting is now officially ascribed to Dosso Dosst, in accordance with the
opinion of Morelli (Die Galerien Borghese und Doria Panfili, p, 278); and indeed
both the colouring and the types seem to justify this attribution. It has been
suggested that the subject is not Saul and David, but a scene from Ariosto’s Orlando
Furioso, viz. Astolfo with the head of the giant Orrile (see von Schlosser, in the
Berlin Jakrbuch, xxi. 269).

*?* In the current catalogue ascribed to Dosso Dossi.
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Glasgow Gallery, No. 88. Wood, three quarters of
life-size.  Virgin and Child enthroned, with three angels
playing viols at her feet. At her sides, St. Peter, St. John
the Baptist, St. Sebastian, and another saint, from the Solly
collection. The vulgar shape and defective drawing, the raw
colour and cold grey shadows of this devotional ¢ Giorgione ”
suggest the name of some Venetian painter of the sixteenth
century whose bold and neglectful ease is akin to that of
Rocco Marconi. The distant landscape is not withont
Titianesque character and almost reminds us of that by
Domenico Mancini in the cathedral of Lendinara, of which a
word later. (Cf. Kugler’s Handbook, and Waagen’s Treasures,
iii. 289, and Supplement, p. 460, who unaccountably accept the
authorship of Giorgione.)!

Glasgow, J. Grahkam Gilbert, Esq., York Hill? Small
panel in which two men are represented in a landscape playing
violoncellos on the sward. This spirited sketch displays
the technical freedom and rapidity of Rocco Marconi, or Andrea
Schiavone.

Vienna, Imperial Gallery (not shown, No. 238, Cat. of 1884).
Wood, 1ft. 10in. high by 1ft. 6in. The Resurrection—grace-
ful and richly tinted in Andrea Schiavone’s Titianesque and
Giorgionesque style.

London, Holford Gallery. Canvas busts under life-size. A
woman at & table with a purse in her grasp and the fingers of
her left hand on a lion’s head, turns round to look at a soldier in
armour. Through an opening to the right the sky is seen. The
movements are instantaneous and resolute, the colours substantial
and well moistened with vehicle. We are reminded of Campag-
nola and Andrea Schiavone.

Sir Humphrey de Trafford, Bart., No. 207, at Manchester.
The Woman of Samaria with the Saviour at the well; to the left
St. Peter and another saint ; distance, landscape. The treatment
is that of a man following Palma Vecchio and Bonifazio, recalling
Rocco Marconi and A. Schiavone. The colours are warm but
copious, and rapidly touched on.

Venice, Seminario. Wood, small figures. Daphne, flying
from Apollo,is turned into a laurel. The leaves are seen growing
from her fingers as Apollo, with an arrow in one hand, grasps at
her with the other. The scene is a landscape, in the distance of
which Daphne receives the arrows of Cupid, and near the fore-
ground to the left Cupid plies his bow. It is a pity that this

* 1 Now officially ascribed to the school of Bellini.
* 2 Now Glasgow Gallery, No. 175.
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little piece should be so damaged by repainting that much of the
form is lost. The painter is probably Andrea Schiavone.!

Padua, Casa Giustiniani Cavalli. A series of panels
representing the Muses, assigned to Giorgione here, are not by
Giorgione. They belonged to the Barbarigo Palace at Venice,
and are probably those mentioned by Waagen, as works of
Giorgione, in the Kunstblatt (1846, No. 2). Cf. also Kugler’s
Handbook, p. 434.2

London, Mrs. Butler Joknstone, ex-Munro collection. Holy
Family. Virgin, Child, St. Joseph, and the young Baptist.
Wood, apparently by Schiavone. The Virgin and Child with
St. Joseph in a landscape, canvas, 1 ft. 6 in. by 2 ft. 6 in. in this
collection is neither by Titian, whose name it bears, nor by.
Giorgione, to whom Waagen (1reasures, ii. 133) assigns it, but
by a more modern hand, perhaps Francesco Beccaruzzi or Lodo-
vico Finmicelli.?

Other pictares attributed to Giorgione may be grouped as
follows :

Milan, Brera, No. 433. Wood, m. 1-82 high by 0-95.
St. Sebastian, life-size,-originally in church of the Santissima
Annunziata at Cremona (Ridolfi, Marav., i. 135) by one of the
Dossi.*

Florence, Pitti, No. 380. Wood, m. 072 high by 055.
Half-length of St. John the Baptist, and in a distant land-
scape the Baptism of Christ. Much injured, and in the spirit
of the Dossi.®

Rome, Galleria Corsini, Room IX., No. 30. Canvas, round,
of a man and woman (busts) with nimbuses. Much injuved and
daubed over, without any decided character, but not Giorgione.®

Castle Howard. Two female heads, one of which is in part
mutilated, a fragment ascribed by Waagen (Treasures, iii. 325), to
Giorgione. This is so injured as to preclude an opinion. 1t is
not unlike a Giovanni Bellini of the last manner (1515).

Vienna, Imperial Gallery (not shown, No. 242, Cat. of
1884). A man tuning an instrument. Giorgionesque after the

* ! Morelli (Die Galerien 2u Miinchen und Dresden, p. 282), claimed this picture
for Giorgione; and the editor also thinks it must be by an earlier artist than
Schiavone, whose style of painting is more superficial and piquant than that which
we find here. Considering, moreover, how Giorgionesque the types and forms are,
it would seem not improbable that this is indeed a work by Giorgione.

* 2 Present whereabouts unknown. *3 Both now untraceable,

* ¢ Now officially ascribed to Dosso Dossi.

* * Now officially ascribed to Dosso Dossi.

* ¢ Not shown in the Palazzo Corsini,
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fashion of Domenico Mancini. No.206. Canvas,bust, 2ft. 4 in, high
by 2 ft. A soldier in armour, seen to the waist, a laurel crown on
his head, & partisan at his shoulders. His back is to the spectator,
and he turas his head so as to show its profile. This production
of a feeble artist of the rise of the seventeenth century has been
supposed to represent Gonzalvo of Cordova. It has no claim to
be accepted as a Giorgione, though apparently so called of old in
the Bonduri collection at Verona—(see Dal Pozzo, Pitt. Veron.,
ub. sup., p. 289, and annot. Vasari, iv. 94).! No. 394. Canvas, 2 ft.
lin. high by 2 ft. 11in. The Magdalen at Christ’s feet in the
house of the Pharisee. This small composition is too poor even
for Polidoro Lanzani.? :
Dresden Museum, No. 221. Wood, 1ft. 10in. high by 2ft. 5in. A
man in a wide toque presses to his breast a young woman ; through
an opening a landscape is seen. This dry, hard specimen of Brescian
art has no right to the name of Giorgione®> We shall find its coun-
terpart in the Scarpa collection at La Motta, signed by Manciuni,
and one of these seems to have been in the Canonici collection at
Modena in 1632 (see Campori, Raccolta di cataloghi, p. 115).
Hanover, Provinzialmuseum, No. 280, The Declaration. Half-
length of a man in profile “ putting the question ” to a sentimental
young lady in a green dress, who holds a guitar. On the shore
of a distant sea, on which vessels are floating, Cupid shoots his
arrows. This is a pleasant composition, very carefully wrought,
but without power in the rendering of form, and without vividness
of colour. The surface is smooth, enamelled, and of thick, oily
impast. We shall see work of this kind on the front of a house
at Feltre, and the painter is perbaps Domenico Capriolo of Treviso,
whose style approximates in some measure to that which distin-
guishes the Horoscope in the Manfrini Palace.t
Frankfort, Stedel Museum, No. 41. Arched panel repre-
senting St. Maurice in armour. This is a German or Flemish
panel of which the replica at the Imperial Gallery in Vienna,
No. 702, is called St. William, by John Hemessen. Another
replica used to be in the Hampton Court Gallery, under the
name of Giorgione, and seems painted by a Ferrarese.’
Brunswick Gallery. Formerly No. 226, not now shown.
Canvas, 3 ft. 5in. high by 4 ft. 4in. A Concert, the same

* 1 Now officially ascribed to Cariani.

* 2 In the current catalogue ascribed to Polidoro Lanzani.

*3 Tt is now labelled ¢ Unknown Venetian Master.” .

* 4 The Hanover picture is now catalogued as a copy after Palma Vecchio.

* s The Hampton Court painting is a fine original by Dosso Dossi, of which
there exist several copies in addition to the pictures at Frankfort and Vienna
mentioned by the authors,
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composition, minus two figures, which hangs as a Titian (No. 3)
in the National Gallery, but less cleverly executed. Neither
canvas is genuine. That of Brunswick is by a late Venetian.

London, National Gallery, No. 41. Canvas, 3ft. 4}in.
high by 4 ft. 94 in. Death of Peter Martyr, from the collection
of Queen Christine. This is a Titianesque composition adapted
by a Venetian or Ferrarese artist of a modern time. We note
the sombre colour, harsh vestment tints, and neglected touch as
quite out of character for Giorgione.!

London, Lord Ashburton, Bath House. Canvas, life-size
busts. Herodias’s Daughter, followed by an aged woman, carries
the head of the Baptist on a plate. This composition has been
assigned to Titian and to Giorgione without being the work of
either. It is a picture of Pordenone’s school, and might be
assigned to Bernardino Licinio or Beccaruzzi of Conegliano. The
figures are of pleasant middle stature, but the colours are dulled
in parts by restoring. Two half-lengths in one frame,a canvas
in the same collection, suggests the name of Varotari? They are
the counterparts of similar ones in the Ajata collection at
Crespano, catalogued as by Frangipani.

Dulwick Gallery, -No. 84. Wood, life-size, a Musical
Party. The surface is dimmed by repaints; but, judging of the
aunthor from the movement and shape of the figures, we might
class him in the schools of Lotto or Savoldo.

London, Holford Gallery. Herodias’s Daughter carrying
the head of the Baptist ; wood, busts ; behind her a female, in
front an armed guard. This reminds us of the same subject at
Bath House, but is very feeble.

Heron Court, the Earl of Malmesbury. Small canvas. Paris
sits on the sward with his dog and flock. To the right the three
goddesses, and Mercury in the air. This is a Bolognese picture
in the style of Mola, and not to be confounded with the Judgment
of Paris, described as Giorgione’s by Ridolfi (Marav., i. 130), of
which there is a drawing in the catalogne of Andrea Vendramin
(De Picturis in Museis, c., ub. sup.).?

* ! In the current catalogue ascribed to Cariani.

* 2 The Ashburton collection no longer exists, but previous to its dispersal the
Daughter of Herodias perished in a fire at Bath House.

*? The picture which Ridolfi mentions is stated by him to belong to the
“Signori Leoni da San Lorenzo,” and not to Andrea Vendramin, whose collection
probably still existed when Ridolfi wrote. A painting now in the Palazzo Albuzio
at Venice is apparently identical with that mentioned by Ridolfi; this picture—
which is surelynot by Giorgione—shows the same composition as Lord Malmesbury’s
painting. Other versions of it belong to the Dresden Gallery (No. 187) and M. 8.
Larpent of Christiania. See Larpent, Le Jugement de Paris attribué au Giorgione.
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London, Mr. Barker) The Three Ages. This composition,
of which the original by Titian is in the Ellesmere collection, has
been often copied. There is a version of it in the Doria Palace,
another, by Sassoferrato, in the Borghese Gallery at Rome. Mr.
Barker’s copy is at the best by Polidoro Lanzani or Lodovico
Fiumicelli. That Giorgione once painted the subject is stated
by Sansovino, who describes it in the Renier collection at Venice
(Ven. Descr., p. 377); but his description tallies with that of the
Titian of Lord Ellesmere. Ridolfi (Marav., i. 127, 128) registers
the same sabject by Giorgione in the hand of ¢ Signor Cassinelli
of Genoa.”

London, Miss Rogers. A Knight and a Female, No. 294 at
Manchester, is of the Bolognese school.?

London, Mr. Bennett. Virgin and Child, with St. Anthony
and St. Catherine in a landscape; see postea, Domenico
Mancini.

Hampton Court. No. 1086. A small panel with a naked
female on the foreground to the left and a hunt in the distance.
This is not by Giorgione, but, from such parts as remain un-
restored, by a follower of Paris Bordone. No. 773. Canvas, a
gentleman in armour and a lady with an instrument. This is a
modern imitation after the fashion of Honthorst.

Ex-Northwick collection. No. 898. Cupid takes the hand
of a young girl to wound it with his arrow ; distance, landscape.
This small canvas, with figures under half life-size, is a graceful
bit in the style of Varotari. No. 82. Two men in armour, one
in front bareheaded, one in rear with a helmet, is of the
Bolognese school of the seventeenth century.

Oxford, Christchurch Hall. Small panel, with a repre-
sentation of Pan, a satyr playing the pipes, and two other figures.
Too much injured to admit of an opinion. .

Hamilton Palace, near Glasgow. Small canvas, with
Atalanta on the lap of Hippomenes, who holds one of the apples.
Cupid runs by with his dart, and in the distance is the race.
Another episode to the right further characterizes the subject.
This is a sketchy, empty, rosy-colonred composition which recalls
Lattanzio Gambara, Beccarnzzi, and others of their class.?

Edinburgh, National Gallery, No. 96. A young man,
with a girl feaning on his shonlder. Half-lengths in the manner
of Della Vecchia.*

* 1 Now in the collection of the late Sir William Farrer at Sandhurst Lodge.
* 2 Present whereabouts unknown.,

* 3 New National Gallery, No. 1123,

* 4 Now officially ascribed to Della Vecchia,
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The following portraits are all ascribed to Giorgione without
being genuine :

Venice, Manfrini Palace, No. 50. Canvas, 59 in. high by
79in. Bust of a man bareheaded, in a black pelisse with a far
collar. A large piece added to the lower right-hand corner of
this portrait, and the rest munch repainted, make it difficnlt to
judge of this work, which looks as if it might once have been an
original Giorgione.!

Venice, Academy, No. 472, catalogue of 1867. Canvas
portrait of a man (bust), unworthy of the name of Giorgione and
unworthy of a place in the gallery.

Crespano, Ajata collection. Half-length of a bearded man,
three-quarters to the right, much injured and doubtful.

Forli Gallery. Portrait of “the Duke of Valentina.” See
Rondinelli, ii. 304.

Modena Gallery, No. 123, A young woman in white, with
one hand on her bosom (not seen). This canvas, measuring m. 0-84
high by 061, was taken away with him in 1859 by the
Duke.?

Florence, Uffizi, No. 356. Portrait of Giorgione by himself.
A poor bust in the style of Beccaruzzi.

Florence, Pitti, No.222. Portrait of a lady (bust), Bissolo,
i. 295.

Rome, Palazzo Doria, formerly Sala Grande, No.27. Canvas
bust in a black cap. This is a carefnl, pleasing portrait, much
damaged by rubbing down and retouching, the green gronnd best
preserved ; a picture of conscientious finish, but without the high
qnalities of Giorgione.

Rome, Palazzo Corsini,Room 9, No. 61. Canvas, half-length,
under life-size, of a man in a dark dress and cap, with a glove in
his right hand. A green curtain hangs to the left. The
surface is abraded, but the treatment still betrays a follower of
del Piombo.?

Dresden, Museum, No. 219. Bust of a man, in white
shirt and black silk vest, with a glove in his right hand
Canvas, green ground. This likeness, which is not free from new
stippling, is Palmesque, and may be by Paris Bordone.*

* ! Now untraceable.

* 2The picture under notice was subsequently returned to the Modena
Gallery; it is the work of some follower of Giorgione. Replicas of it are to be
found in the Budapest Gallery (No. 170) and in the collection of Mr. Q. Shaw in
Boston.

* ? This picture is not now shown in the Palazzo Corsini.

* 4 Now labelled “ Unknown Venetian Master.”
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Berlin, Musewm, No. 156, Bust of a Venetian in black
dress and cap. In the upper right-hand corner of the canvas
(2 ft. 9% in. high by 2ft. 10}in.) is a bas-relief in the antique
fashion ; injured, and by a follower of the manner of Titian and
Pordenone, perhaps Zelotti.!

London, Mr. Barker. Portrait of a female in a yellow
turban, with red and yellow sleeves, holding the handle of a
guitar. In the landscape background a man on horseback is
accompanied by a page. Wood, half-length. The washy clear
tone and fat impast betray the hand of a follower of Palma
Vecchio or Cariani.?

Hampton Court. No. 905. Canvas, full-length, standing
near a column, with a nimbus round his head, and a palm-leaf
in his hand. On the column, ¢ Giorgio Barbarelli, A.p. Mpi1.
f. s. xx,”® The signature is false, the canvas restored yet dirty,
and the hand is that of a follower of the school of Titian. No.
128, Canvas bust of “ Giorgione by himself.” A handsome
front face, bearded, and with long hair. The dress, of black
stuff, is cut ont square in front. There are many repaints,
which conceal the original handling, and make an opinion
hazardous.

Longford Castle, seat of Lord Radnor, No. 85. Canvas,
life-size, knee-piece of a female in gala dress, with puff sleeves,
and a looking-glass in her right hand. She stands in an
interior. A genuine Paris Bordone, with an illegible date,
which Waagen (who correctly names the painter) read as
“ MDXXXX,”

Hamilton Palace, near Glasgow, No. 124. Bust of Alexander
Oliverius. (See postea in Santa Croce.) Bust of a man in a
large hat, ill drawn and carelessly painted in the style of the
schools of Pellegrino and Morto da Feltre.

* 1 Now officially ascribed to Paris Bordone.
* 2 Cf. antea, p. 42.
* 3 The above signature disappeared when the picture was cleaned some time

ago.



CHAPTER 1I

PAINTERS OF FRIULL!

RIULI, long under the sway of the patriarchs of Aquileia,

fell into the power of Venice in 1420, and was subse-
quently governed by lientenants of that Republic. Its beantiful
valleys were repeatedly fought for by the Imperialists, frequently
invaded by Hungarians and Turks. Its people—hardy, warlike,
and deeply religions—led a turbulent life amidst the struggles
of hishops, fendal barons, and foreign invaders. For years Frinli
oscillated between German and Italian feeling in the expansion
of its art ; and it was not till the close of the fifteenth century
that the models of Venice were finally accepted.? At the time

' We shall have occasion to quote important records, extracted from the
notarial archives of Udine—a repository rich in documents of all kinds. We are
indebted for these records in every instance to Dr. Vincenzo Joppi of Udine, well
known as the author of several valuable contributions to Italian historical litera-
ture. [* Many of the above documents, as well as others relating to the history
of art in Friuli, and discovered by the late Dr. Joppi, are now published in
Monumenti storici publicati dalla R. Deputazione veneta di storia patria, vols. v.,
xi., xii., and Supplement to vol. xii.]

2 The following is a list of semi-Giottesque and Transalpine pictures chiefly in
Cadore :

(1) Vigo di Pieve, church of Sant’ Orsola. Frescoes—scenes from the life of
the patron saints, and from that of the Virgin, a Crucifixion above the altar ;
outside, a St. Christopher, early Giottesque. (2) S8an Vito, by Chiapuzza, in
Cadore, ,church of San Florian. Triptych—Virgin, Child SS. Florian and John
the Baptist; SS. Catherine and Mary Magdalen ; on the closed shutters, 8S. John
Evangelist and another ; figures one-quarter of life-size, rude, of the close of the
fifteenth century. (3) Pieve di Cadore. Duomo, sacristy and Fabricieria, various
panels. 1° SS. Andrew and Lawrence, covers of a carved shrine, tempera, with
fleshless figures of the same period as the above, but German in style. 2°, SS.
Michael and Catherine, with the Circumcision on the obverse. 3°. Two bishops,
with the Nativity on the ohverse, deformed figures after the fashion of Jerom
Bosch. 4°. 8t. Bartholomew and another with the Annunciation at the back.
5e. S8. Francis and John Evangelist, and the Adoration of the Magi, all temperas,
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of the Vivarini and Bellini, the contest was still undecided, and
many of the hill masters clung to old customs and timeworn
systems of handling. When the change took place, it was
sudden and sarprising. With almost supernatural rapidity, men
who sauntered in the worn paths of the guilds were found
starting into new ones; without any of the training of the
parent-school, or any of the tentativeness which marks Venetian
efforts, they adapted themselves to modern fashions ; and, where
artists of genius like Pellegrino and Pordenone arose, they
created originals scenting at once of the rude force inherent in
the primitive mountaineer and of the ease of the more civilised
lowlander.

In the period of semi-barbarism, tradition found its safest
haunt in Belluno, where, between the fourteenth and fifteenth
centuries, Simone da Cusighe, and the family of Cesa practised
with little more talents than Margaritone or Neri di Bicei in a
previous age.! At the opening of the sixteenth, Antonio da

with figures one-quarter of life-size, once forming the cover of the high altar,
There are records of a painter at Pieve di Cadore—Zaccaria—who produced an
altarpiece for the high church in 1430. (Cenni sui pittori Cadorini, by Dottore
Zecchinelli ; manuscript notes to Zlogio di Oswaldo Varetoni, edited by the
Abbate Cadorin, 8vo, Venice, 1828, p. 42; and Ticozzi, Storia dei letterati, &e.,
del dipartimento della Piave, 4to, Belluno, 1813, p. 39.)

! The following are notices of Simone and the Cesas.

Simone da Cusighe is not unknown as Simone dal Peron, both Cusighe and
Peron being names of villages near Belluno. He finished on June 20, 1397, the
altarpiece of the high altar in the Duomo of Belluno, for which he received 440
lire. He was present ex-gfficio at the opening of the great relic shrine in the
Duomo on June 17, 1400, He died before 1416, being mentioned as ‘‘ quondam ”
in a record of that year. (Records of Belluno favoured by Signor D. Francesco
Pellegrini, professor in the Liceo of that city. See also Miari, Dizionario,
ub. sup., p. 61, and Ticozzi, uh. sup., pp. 2, 3.) (1) Belluno, Baptistery, previously
in San Martino; altarpiece in thirteen compartments. Lower course, four scenes
from the life of the Baptist, entirely painted or repainted in the seventeenth
century. Above; centre, St. Martin sharing his Cloak, and, at the sides, a double
course of eight panels with episodes from St. Martin’s legend. (2) Belluno,
Casa Pagani. [* Now Venice Academy, No. 18.] Virgin of Mercy between a
double course of eight panels representing incidents of the life of St. Bar-
tholomew, inscribed : “ An. MccoLxxX1I indic. 111 die XX Augusti actum fuit h.
opus onesto viro domino P Xforo capellano S. Bartolomei. Simon fecit.” This
piece was originally in the church of Salce. (3) Same collection. St. Anthony
the abbot, enthroned, between SS. Joatas, Gotardo, Bartholomew, and Anthony ;
inscribed: ¢Simon Pinxit.” (4) Sala (church of) frescoes inside, fragments of
saints and apostles ; fagade—St. Martin sharing his Cloak. (5) Orzes, originally
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Tsioio almost rivalled Jacopo da Valentia in a cento of imitation

in parish church of San Michele, now in Chiesetta della Madonna. Virgin and
Child between SS. Roch and Sebastian. Wood, half life-size, much repainted.
All these are rude temperas and examples of the most childish art.

Matteo Cesa. The following is a list of his works. (1) Belluno, Conte Agosti,
Virgin and Child between SS. Peter and Paul, inscribed : * Matheus pinxit et
intacavit,” originally in San Pietro in Campo, near Belluno. (2) Belluno, Casa
Pagani, fragment of a panel with a kneeling patron, inscribed : *opus Matei.”
(3) Calcipo, church of San Niccold, sacristy. Virgin and Child and four scenes
from the life of St. Nicholas, i.e. the birth, with half the gesso gone; the saint
throwing the gold pieces, the rest obliterated, inscribed: * Mateus pinxit.”
Round the Virgin are the symbols of the Evangelists. Her figure and that of
Christ are life-size, but the head of the latter and the blue mantle are gone.
(4) Cet, near Castions, church of Santa Lucia. Virgin and Child between St.
Sebastian and St. Lucy, the latter modern. Wood, half life-size, inscribed :
“opus mateli” (sic). (5) Castions, church of St. Giacomo (near). Virgin and
Child between St. James and another saint (repainted), inscribed “ Opus Matei”;
figures like the foregoing. (6) Sala, San Matteo, Virgin and Child between
St. Matthew and St. Jerome, the latter carrying a model church in which St.
Christopher is depicted. With the exception of this last, which shows a slight
advance, the pictures of Matteo are unworthy of examination—they are mere
deformities. We may suppose that the altarpiece of Sala and those which here
follow are done in Matteo’s shop with the help of Antonio Cesa. (7) Sergnano,
near Sala. Virgin and Child, with nine scenes from the life of the Madonna ronnd
the principal panel, the central Virgin life-size. The small panels are cut down
and altered from their original shape ; the figures are wooden, as if painted by a
wood.carver. Much below this in value are the following : (8) Sagragna. Fragments
of frescoes, Virgin, Child and St. Anthony the abbot. (9) San Vigilio. Frescoes,
Crucifixion, Virgin and Child, Last Supper. (10) Berlin Museum, not exhibited,
No. III. 129, Virgin and Child between SS. Apollonia, Andrew, Catherine, and
Francis; figures quarter life. Wood, inscribed: ¢ Opus Mathel,” (11) Same
Gallery, No, IIL 125. Virgin and Child, two angels, and the symbols of the four
Evangelists, gold ground. [ * Now on loan to the University Gallery at G&ttin-
gen.] There is a large altarpiece of carved wood, with statnes of the Virgin
and saints and angels tinted to imitate nature, in Santo Stefano of Belluno. On
the basement is the scutcheon of the Cesa, and it is a tradition that this altar-
piece was made by one of the Cesa on the occasion of an intermarriage between
that family and that of the Pagani. Whether by Matteo or Antonio, this is a
work comparatively of some merit, showing more power than the pictures of
either Matteo or Antonio. [* As we have previously noted (i. 65, n. 2) this
altarpiece is a free reproduction of the pala by Luigi Vivarini formerly in Santa
Maria dei Battuti at Belluno and now in the Kaiser Friedrich Museum at Berlin.]
Ticozzi (ub. sup., p. 36) quotes a work of Matteo dated 1446 which the authors
have not found.

Of Antonio we know but one production, (1) Visome, near Belluno, church
of Sant’ Andrea, Virgin, Child and SS, Daniel, Anthony, Andrew and another,
life-size, inscribed : ¢ Opus Antonii de Cesa Mcccce.” The style is little better
than that of Matteo, the figures being rigid, ugly, and ill-shaped, the child
a stuffed skin,
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from Vivarini, Bellini, and Cima.! Cadore, which soon became
famous as the birthplace of Titian, produced (1472-1507) Antonio

Rosso, who bequeathed to his son, Giovanni da Mel, an art not
less antiquated than his own.?

! Is Antonio da Tisoio identical with Antonio de Cesa? If so he changed his
style. Of Tisoio we have the following :

(1) Orzes (church of), a mutilated altarpiece of which five pieces and two im-
perfect fragments remain, Upper course, Virgin and Child between SS. John
Baptist and Andrew ; lower course, SS. Sebastian and Michael (all but gone),
inseribed : * Antonili de Tisoio pinxit 1512.” The whole piece scaled and
spotted. This is better work than that of Cesa, done in the mixed tempera
manner, with a scent of the Venetian schools in the figures, defective, however, in
the forms and extremities and wanting light and shade; careful in treatment
withal. [ * The above-mentioned five panels are now in the collection of Prince
Liechtenstein at Vienna.] (2) Belluno, Casa Pagani. Virgin and Child, small
panel, half-length, inscribed, ‘* Antonio da Tisoi”; injured and reminiscent of
Jacopo da Valentia, the forms being regular and slender but feeble. (3) Belluno,
Conte Agosti. Three fragments, each containing an angel, one of which is ruined,
another restored, the third in fair condition. In the same style, at Belluno,
a Virgin and Child and figures and ornaments on the front of Casa Carlo Miari,
Piazza del mercato.

2 The following relates to Antonio Rosso, Giovanni da Mel, and their pre-
decessor Vetulini, :

Antonio Rosso bought a house at Mel between Belluno and Feltre in 1494
(Ticozzi, p. 39) and sold property at Cadore in 1507. (Cadorin, Elogiodi Oswaldo,
4., p. 39.) There are records of pictures by him in 1445 (1 1484) at Trichiana,
frescoes of choir with figures of the apostles (ibid.), in 1483 at Pieve di Cadore,
fresco in Santa Maria di Pieve (ibid., p. 40) and at Belluno, Virgin, Child and
Angels (Memorie parziali, &e., delle okiese mel Cadore. Anonymous MS.).
The fresco in Santa Maria di Pieve was inscribed: “1484. Bartholemeus Rubeus

... hanc immag . . . . jussit f. = opus Antonii Rubei”; it represented St.
Christopher. All these pieces are missing or obliterated. Rosso's extant works
may be registered as follows: (1) Selva, in Cadore, church of San Lorenzo.
Virgin, Child, SS. Lawrence, Sebastian, Roch, and a female saint; lunette, the
Annunciation; inscribed : “ Antonius Rubeuns de Cadubrio pinxit.” This alta.r-
piece was done, as we are informed, according to private records preserved in
Cadore, for the Torre family in 1472. Wood, tempera, changed ?n shape, a.t. a
late period; fignres life-size, long, lean and dry, of a raw, reddish tone, with
little or no shadow, the draperies angular and rectilinear; part scaled. (2)
Venice, late Signora Landonelli, St. Elizabeth, between $S. Anthony the abbot
and John the Baptist in a landscape inscribed : *Nicholo da Casta da Venas e
dona Orsola danlioto a fato far sta opera 1494. fever., Anto°: roso de Cadore
depense.” The panel, a small tempera was formerly in San Marco of Venas
in Cadore and afterwards in possession of the abbate G. Cadorin. Th.e lea‘r.mess
of the figures is awfnl, the art like that of Dario of Treviso. (3) Ve.mc_e. bignor
G. B. Cadorin, originally in the church of Liban, near Belluno. Vlrg:m, (:hlld,
$S. Francis, John the Baptist, Anthony the abbot, and Mary Magdalen; inscribed
% Questa opera a fato far Ser Liban q m° gregnol da Libd abitite al fol de Mel p
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Other towns of equal note with Cadore and Belluno had their
scores of humble craftsmen. At Serravalle, amidst much that
was childish and repulsive, there are traces of inflnence wielded
by followers of varions schools. One artist who called himself
Antonello exhibits the very rudest powers of delineation.
Another whose name has not been handed down combined the

sua devotione 1494, Anto roso de Cadore depdse.” Wood, 3£. 11 in. long, by 2 ft.
4in. Same style as the foregoing. (4) Fonzaso, near Feltre, Signora V. Panti.
Virgin, Child, and SS. Scbastian and a bishop, inscribed : “ Ant® de Rubeis Cadib.
p.” Wood, half life-size, feeble as above. (5) San Silvestro sulla Costa (church
of) near Serravalle, Semidome, Christ and the Twelve Apostles, fresco, as above,
inscribed with a long inscription closing with the words: “ 1502 de lnjo Ant®
roso de Cadore.” Much injured. (See Crico, Lettere, ub. sup., p. 281.) (6) Vigo
di Cadore (church of). Altarpieces: St. Martin sharing his Cloak, between SS.
Candidns and Maurice. This is a series of panels in Rosso’s style or in that of
the disciples of Simon da Cusighe. The date of the execution of this altarpiece
is 1492. (Memorie Parziali MS.) Lanzi (History of Painting, ii. 157) counten-
ances, we think erroneously, the belief that Rosso was the instructor of Titian.
He and other anthorities also assign to Rosso a Virgin and Child between
88. Bartholomew and Sylvester, inscribed : “ Antonius Zaudanus” (Antonio of
Zoldo, in Cadore) which was in the church of Nabid. The picture is no longer at
Nabid, but belongs to Signor Righetti, in Venice. [ * (7) The Casa Brustolon at
Dont (Zoldano Inferiore) contains a fresco by Rosso, representing the Virgin and
Child with six Saints (reproduced in Rassegna d'arte, x. 57) ; and in the (8)
Academy at Venice there is a Madonna with Angels (No. 644) signed * Opus
Antonii Rubei,” which was formerly in the Oratorio dei Zamberlani at Pieve di
Cadore.]

Giovanni da Mel may be noticed as follows: the earliest of his pictures is
dated 1521; he was still living at Belluno in 1548. (Cadorin ed. of Elogio di
Oswaldo, ub. sup., p. 41). (1) Mello, Duomo, altar of St. Mary Magdalen.
Virgin and Child between SS. Roch and Sebastian, scaled, repainted panel with
figures under life-size, inscribed : “ Joannes Kubeus Mello oriundus p. MDXXXI1.”
The figures are lean and paltry, the colours dull and flat. (2) Sance church,
sacristy. Virgin and Child between a bishop and St. Victor, panel, inscribed:
* MDXXXV Joannes da Mel. o. p.” Figures half life-size. (3) Trichiana by Belluno,
(church of). Virgin, Child, 88. Sebastian, Roch, Bernardino, and a bishop. Canvas,
with the date: *“ MDXLIIL” as above, and much repainted. (1) Selva di Cadore,
church of Ban Lorenzo. We assign to Giovanni here the frescoes of the choir, i.c.
the Saviour, the ceiling with the Evangelists and Doctors of the Church in the
groinings, and Virgin and Child, and numerous saints in the lunettes. In one of
the latter, where St. Ippolitus and St. Giustiniano bury a corpse we read the date
1544. (5) Lentiai, San Pellegrino. Here too are fragments of frescoes in the
foregoing manner of which Ticozzi (ub. sup., 38) tells us they were inscribed :
** Opus Joannis de Mello.”

Bernardino Vitulini is known by a record quoted in Ticozzi (ub. sup., p. 5), to
have painted frescoes in the cuurch of Ampezzo of Cadore in 1356. He was a
painter of Serravalle living at Belluno,
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dryness of the Vicentines and the hardness of Basaiti with
Lombard feeling in the moulding of his faces. Yet another
imitated the later Friulans.! At San Daniele and Cividale,

! The following are notes of painters and paintings, at Serravalle.

The district of Serravalle is full of low-class paintings. One artist is called
Antonello, whose fresco (1) of the Virgin and Child between St. Sebastian and
another saint, with an Eternal and kneeling patron, covers a wall in Sant’ Andres
outside the walls. This fresco, which has been ascribed to Antonello da Messina,
bears the following inscription : “hoc opus fed fieri. . . . . . afio dfii M. IITILXXXV
die g°. mensis novembf Antonellus, pinxit.” It is needless to say that this in-
fantile and repulsive work is not by Antonello da Messina, nor can it well be by
Antonello da Napoli, who, according to a record in the archives of Udine, was
partner to the painter Marco di Venezia at Udine in 1430-31—both of them
painters of whom no works have been preserved, thongh the latter once decorated
the ceilings of the Duomo of Udine. Inthe same church near Serravalle, in which
Antonello laboured, are other frescoes of a similar feeble kind : (2) the Virgin,
Child, SS. Roch, John the Baptist, Bartholomew, and another. (3) Equally feeble,
S8S. Catherine, Margaret, the Virgin, Child, and Angels about an altar supporting
a statue of St. Catherine inscribed : “ constituit MXIV etc.”, and, in a little better
style, close by, SS. Job, Anthony the abbot, and Roch. These last, however, are
slender and dry figures, lightly and flatly tinted, as we shall find them in other
churches, In a lateral chapel are rude fragments of still older frescoes of the
rise of the fifteenth century. But to revert to Antonello, we may assign to him
(4) a Virgin and Child, a fresco in the portico of the Casa Tedesco at Serravalle.
Resembling the St. Job, St. Anthony, and St. Roch in Sant’ Andrea is (5) an altar-
piece in the same church, greatly injured, represcnting the Coronation of the
Virgin, with the Annunciation at the sides, and below a Virgin and Child between
S8. Peter and Andrew ; and (6) similar to this, in San Lorenzo, a Virgin of Mercy
half obliterated; (7) St. Lawrence and another, small figures of very middling
execution. We may note, in conclusion, two pictures of interest as being by
a more modern hand than those hitherto noticed. (8) Serravalle, San Lorenzo.
St. Jerome between SS. Agatha and Lucy; in a lunette. The Virgin and Child,
half-length between two angels playing instruments. Wood. The angels are the
best part of this work, and recall similar creations in the Lombard school; the
outlines are careful but monotonous; in the other figures the drawing is incorrect
and the shape, especially of the extremities, coarse; the forms are lean and dry
and somewhat rigid ; there is some affectation, too, in the poses ; the draperies
are crushed into numerous and angular folds, the colours are feeble and un-
relieved by shadow. (9) San Silvestro alla Costa, near Serravalle. St. Sylvester
between two cardinals, on an altar, and in front of the latter are two bishops
and two cardinals—much injured picture, with figures about half life-size. The
treatment of this altarpiece is superior to that we have just described ; the
figures are small and slender, reminiscent of the art of Timoteo Viti or Speranza
of Vicenza, the colour clear and light, the heads fairly studied and Luinesque in
mask ; the execution is cold and careful. Both these pictures are apparently by
the same hand, of the close of the fifteenth or beginning of the sixteenth century ;
they suggest the name of Basaiti. They may be by some one else; there is a
Baptism of Christ by one Francesco da Milano in San Giovanni of Serravalle; in
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nearer the Adriatic, at Aquileia, Sesto, and Concordia, the gnilds
were recruited from the lowest class of limners.! At Udine

style like the work of a pupil of Pordenone. This Francesco might perhaps have
produced pictures like those of San Lorenzo and San Silvestro before taking
lessons of Pordenone. A much-injured Virgin and Child, SS. Sebastian, Gregory,
Roch, and John the Baptist in the church of Valle di Cadore is striking for
some points of resemblance with the foregoing. There is something
Leonardesque in the Madonna, something that recalls Cesare da Sesto, where-
as the heads of the saints are on the models of Pellegrino and Pordenone.

! Here are notices of early artists and their works at San Daniele, Cividale,
and elsewhere.

We shall see that there are pictures by artists of Cividale at San Daniele ;
records prove the existence of local artists at San Daniele itself, such as Giovanni
di Simone Francione, mentioned in a notarial act of 1449. Most of the earliest
pictures of the fifteenth century here are, however, nameless. In the church
of Sant’ Antonio Abate, which was decorated in the fifteenth century by Pellegrino,
we have remnants of old work on the wall to the left of the portal, the subjects
being the Nativity, the Flight into Egypt, part of an Epiphany, and a female
saint with a cross, beneath which is the all but illegible inscription: “ Anno
domini millesimo quadrigentesimo quinto? die nono . ... ..” The style of
these paintings is trivial and childishly antiquated ; they are also much injured ;
not unlike those in an Adoration of the Magi in a half-circle on a house opposite
the last-named church. Of "a later date, in the front of the ¢ Casa della
Fabbriccieria ” are fragments of frescoes representing Susanna and the Elders,
gambols of children and ornaments, and a Virgin and Child with Saints. Here
the art is more modern, indicating the transition from that of the fifteenth
century to that of Pellegrino.

At Cividale we have the same rudeness. In the records of the notarial
archives at Udine we find the following names of painters: 1345, Pietro di
Manfredo hires himself for a year as assistant, to the painter Jacino of Cividale.
1416, Maestro Giacomo, pittore of Cividale, paints lances, etc. for the coming
of King Sigismund of Hungary to Udine. 1487, Maestro Leonardo, of Cividale,
has painted an altarpiece for the church of Santa Maria di Fratta at San Daniele.
Of this last artist only is an extant picture in the Monte di Pietd at San Daniele.
With half-lengths in niches of St. Michael weighing souls between SS. Elias,
Daniel, Louis, and Anthony, inscribed : *“ 1488, hoc opus Magist. Leonardus . . .
fecit.” The upper course of this series is a row of tinted statues, the whole
production of the rudest character. [* This painter was a German by birth;
his family name was Thauer. See Joppi, in Mon. stor., ser. iv., Misc. vol. xii.,
Supplement, pp. 15 sg.] Of an older date, but equally bad, are paintings in the
Duomo of Cividale—the Creation, Expulsion, and a colossal Virgin and Child.
These may be of the eleventh century, whilst in the choir and above the high
altar, the Christ in Benediction with attendant Saints, the Annunciation and
Crucifixion, are of the fifteenth century and seem in part the work of an artist
who painted a panel of the Adoration of the Magi with Saints in this church
with the words: “Mcocolr. hoc opus fecit fieri religiosa Joha monialis huS
monasterii ” (wood, small figures). In addition to these we register the follow-
ing in other parts of this country. (1) Aquileia, Duomo. Fragments of fresco:
a Bishop baptizing ; the Saviour enthroned amidst Saints and Angels—of the
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alone Venetian principles were adopted with bold and manly
resolution.!

fourteenth century. (2) Sesto (church of), vestibule. Frescoes, of the fourteenth
and fifteenth centuries. A Virgin, Child, and SS. James, John the Baptist, and
Christopher and remains of an inferno, Coronation of the Virgin, Umbrian in air,
of the second half of the fifteenth century; the Virgin, Child, SS. John, Peter
and a kneeling Donor; St. Michael, and, of older style, St. Macarius showing the
three coffins as in the Campo Santo of Pisa, and the incredulity of St. Thomas
(fragments). (3) Concordia Baptistery. Paintings of the eighth and ninth
centuries, except four hishops between the windows and a Bishop and Baptist
in the apse, which are of the clese of the fifteenth century. (4) Verzuta, near
San Vito on the Tagliamento (charch of). Here are fragments of wall-paintings
in the apse: t.e. semidome; Coronation of the Virgin; and below, remains of the
Four Evangelists, in pattern framings, bleached distemper of about 1450. In
the History of Italian Painting, vol. iii. p. 2568, some frescoes were noticed at
Gemona and Venzone, as works of a painter called Nicolas. Of this painter we
have authentic records in the archives of Udine, e.9.: Aug. 17, 1334, Pré Gabriele
apprentices his son Biasutto to M°. Niccold pittore figlio di Marcuccio di
Gemona. 1337. Record of Niccold’s existence. 1348, Notice of his son Fran-
cesco. 1365. Will of Donna Maria daughter of Niccold pittore of Gemona deceased
in 1361. 1406. The widow of Maestro Niccold of Gemona is still living. We
have also notices of other artists : 1391. Maestro Andrea, carver and painter of
Gemona, agrees to make an altarpiece for the church of Santa Maria della Pieve
of Gemona (still exists). [* This artist, whose family name was Moranzone, was
really settled at Venice. Joppi, loc. cit., pp. 94, 108s9.] 1482. Maestro Leonardo
Tedesco paints a Virgin and Child at Gemona. [* This painter is identical with
the Maestro Leonardo mentioned previously in this note.] Of works we have
the following : (1) Venzone, San Giacomo (fuor di) apsis fresco. Christ and the
Apostles, Giottesque, of the rise of the fifteenth century and very rude. (2)
Santa Lucia (fuor di) same style. The Redeemer, Doctors, and Evangelists. Of
the same class. (3) Venzone Duomo, Cappella, called Pio Instituto, Frescoes:
Coronation of the Virgin, Virgin and Child, and other subjects. (4) Gemona,
Hospital fagade, life-size Christ and St. John the Baptist.

} In Udine we have accounts in the records of the Archivio notarile of the
following artists otherwise unknown.

Jan. 14, 1372. Giovanni da Udine pittore sentenced to perpetual banishment.
1392. Leonardo pittore, q. Niccold @i Cagli, his marriage. ‘March 15, 1404,
Donation of a house to Maestro Antonio pittore, son of the before named
Leonardo. Aug. 21, 1443. Will of Antonio di Leonardo. 1430. Marco di
Venezia, pittore, is partner of Antonello da Napoli pittore, 1430; the partnership

' is dissolved in 1434, Marco takes as his pupil Giovanni di Michele in 1432. He

paints the ceilings in the Duomo of Udine in 1443, 1410-20. Domenico pittore
paints at Marano. 1422, Paints at Trieste the choir of San Giusto. 1450, Action
in re the marriage of Domenico pittore. 1410-22. Antonio Baietti q. Tommasius,
companijon of the above Domenico at Marano and Trieste. 1454. Niccolo pittore
g. Enrici ; paints in the lodge of the public palace and an altar in the church of
San Pietro di Bertaldia. 1454. Umpire of an art contract, Maestro Floriano
pittore q. Giacomo. 1457, Daniel Erasma pittore. 1460. Sebastiano pittore e
intagliatore and Francesco de Michele, value an altar done by Gasparino pittore

VOL. III
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It was natural that a land of forests such as Friuli then was
should produce carvers in wood. The Netherlands, for other
reasons, produced sculptors of stone. In both countries cause
and effect were identical. The Belgians modelled reliefs and
enlivened them with colours, subsequently transferring rude
copies of these reliefs to panel. The statuaries of Udine, whose
style at first bore something of the stamp of the Westphalian
or Franconian, overlaid their short defective figures with coats of
paint simulating flesh or stuffs and embroidery, execnting frescoes
and pictures characterized by a partial but childish dependence in
plastic art. Mindless of nature and chiaroscuro, they made flat
copies of wooden images; ignorant of form, perspective, or
chords of harmony, they dyed their panels with gandy washes.

It was habitnal with some sculptors to do their own tinting.
Others employed for this purpose journeymen of the sister craft.
Amongst the tinters we should notice Andrea di Bertolotti, of
Cividale, who was extensively known throughout Friuli as
Bellunello. He was a master of guild at San Vito in 1462, and
contracted for altarpieces and mural decorations at Udine, San
Vito, and other places in the hills till 1490. In a picture at
Pordenone which has not been preserved, he was called “ Andreas
Zeuxis, the Apelles of his age”; in a Cracifixion of 1476 at
Udine he strings together a set of spectral saints of paltry
outlines and deep discrepant colours. His Madonnas of 1488 and
1490 at San Vito and Savorgnano, and frescoes reminiscent of
his manner at Glaris, Bagnarola, and Prodolone mark a gradunal
leaning to the schools of Crivelli and Andrea da Murano.!

e intagliatore for Stefano pittore. 1461. Maestro Steffano pittore q. Matteo
agrees to carve and paint an altarpiece for the Duomo of Udine. 1468. Death of
Giovanni pittore of Udine and sale of his drawings. 1472. Alberto di Viera
pittore and Niccold di Giovanni pittore are witnesses to a legal instrument.
1490. De d° Ser Lorenzo pittore. Looking round Udine for pictures assignable to
these numerous artists, we find but the following: Udine, Duomo (in the lumber
room) : Coronation of the Virgin, between eight scenes, in a double course, of the
life of St. Nicholas. In the sacristy, three small panels, with (¢) the beato
Bertrand kneeling before the Virgin, () Lis Presents of Alms, (¢) his Martyrdom:.
These are all by one hand, rude and injured temperas, of the latter half of the four-
teenth century, the latter assigned by Lanzi (ii. 94) to Domenico da Tolmezzo.

! The following as regards Bellunello:

Bellunello is called in a record drawn up at San Vito on Dec. 1, 1462. ¢ Magister
Andrea Pictore q. Bertholotti de civitate Belunensis.” He is witness to the will
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Conspicnous amongst carver-tinters are the brothers Domenico
and Martino di Candido of Tolmezzo, who wandered to Udine in
1479 and lived there as partners till 1507.! They were more
industrions and productive as sculptors than as painters. One
altarpiece in the cathedral of Udine—a Madonna with saints and
episodes—dated 1479, bears Domenico’s signature and reveals

of Daniella, wife of the noble Federico Savorgnano. In 1468 he agrees to tint
and gild a carved altarpiece by some unknown men for the church of Flumignano,
He paints an altarpiece (missing) for the cathedral of Pordenone, on which the
following inscription is said (Renaldis, Della pittura frivlana, p. 11. Lanzi, ii. 94)
to have existed: “ Andreas Zeusis, nostre ®tatis Apelles Hoc Belunellus nobile
pinxit opus.” A person of his name at Udine in 1470 is instructed with com-
mission to paint the doors of the organ in the Duomo (missing).—1475. He paints
the Crucifixion with the Magdalen, the Virgin and SS8. Ilermagoras, Peter, John
Evang., James, and Jerome, inscribed: ‘‘ Opera de Andrea Belunelo de San Vido,
MCCCCLXXVI,” a canvas tempera with life-size figures in the Palazzo communale
of Udine. 1480, Forni di Sopra, church of San Florian. 8t. Florian between a
double course of saints, ten in number, with the suffering Christ, and the Virgin
and Angel Annunciate in the pinnacles, inscribed : “ Opera de Andrea Belunelo de
San Vido, MCCCCLXXX.” San Vito, Santa Maria di Castello or Nunziata, Sacristy.
Originally in the church of Masure. Virgin and Child between SS. Peter and
Paul, inscribed as ahove but with the date of 1488. Savorgnano da San Vito.
Virgin and Child with a kneeling patroness, inscribed : “ Questa nostra dona a
fato fare Tomaso.de Bertin per uno avodo (sic) per una sua fiola la quale e qui
depenta M°CCCCLXXXX. oper. de Andrea Belunelo de . . . Vido.” Thisisa fresco.
A St. Christopher by the same hand once existed in the same church (Renaldis,
ub. sup., p. 14, and Maniago, p. 167). In the two first of these pieces the figures
are lifeless, dry, and repulsive, wooden in movement as well as in the parts. The
heads are large in forehead, the brows arched, the neck thin, the hair in crisp and
copious curls, a caricature of the style of Crivelli and Andrea da Murano; the
colours are dull, red, and shadowed with green, the ontlines heavy and black.
Light and shade are not thought of, the draperies are mere lines. Lanzi calls
the Crucifixion a piece of old tapestry; he might have added, a very ugly old
tapestry, much injured and dimmed by time, and very rude in treatment. A
slight improvement may be noted in the Madonna of 1488, which reminds us in
part of Crivelli and Andrea of Murano, in part of the school of Bonfigli, and is
much injured by scaling. [* See also Joppi, in Mon. stor., ser. iv. Misc. vol. xii.,
Supplement, pp. 16 sg.] In Bellunello’s style we may class the following : Glaris,
near San Vito (church of) a Bishop enthroned, life-size, fresco—a caricature of
Crivelli, with something of the old and solemn early Christian time in the pose
and glance, a Magdalen erect in a niche, and other fragments. Bagnarola church,
facade, large fresco of St. Christopher, partly abraded.—Prodolone, Santa Maria
della Grazie, fragment of a Virgin and Child, with a date like 1474. San Vito
Hospital, front, traces of a Virgin of Mercy.

*1 As far back as 1462 Domenico was apprenticed by his father, Candusio
Mioni, to the painter Giovanni di Simone, of Udine (Joppi and Bampo, in Mon.
stor., ser. iv. Misc, vol. v. p. 3).
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his relationship in art to Bellunello!; but there are frescoes in
country churches at Mione, Luint, Liaris, Osais, Forni di Sotto,
and di Sopra, in which we not only detect his flare and hardness,

! Domenico and Martino are well remembered at Udine, as the following
calendar shows :

Oct. 1, 1479, Udine: Domenico agrees to deliver an altarpiece for 26 1. to
Nicold, blacksmith at Morial. Altarpiece in the Duomo of Udine (see postca).
1483. St. Roch of wood, executed for the church of Zugliano. 1484. Altarpiece
for a churchin Carnia. [* Reproduced in Z’Arte, xiv. 475,] Aug.13,1489. Udine:
carved altarpiece in Santa Maria of Cormons. 1492-3. Udine: carved altarpieces
in San Pietro of Buja and San Michele of Vidulis. Jan. 4, 1494. Carved altarpiece
in San Lorenzo di Sotto Selva. 1495. Carved altarpieces in the church of Tomba, in
the church of Pozzecco, in San Giovanni of Codroipo, and in San Lorenzo of
Sedegliano. May 20, 1497. Carved altarpiece in church of Villaorba. April11,1498.
Carved altarpiece in San Lorenzo of Talmasons, valued by Pellegrino da San Daniele
and Francesco di Ser Giosafatte. Nov.28. Udine : Domenico and another value an
altarpiece of wood by Bartolommeo di Biagio. Jan. 28, 1499. Udine: Domenico
claims payment for two carved figures made for the church of Ontagnano.
July 1, 1500. Udine : Domenico and others value an altarpiece by Bartolommeo
for Santa Maria of San Vito. 1501-3. Domenico is of the council of Udine,
1501. Domenico receives payments for a carved altarpiece for the church of
Flambro. April 1, 1502. Domenico receives payments for a carved altarpiece for
the church of Preteulis Jan. 8, 1502. Domenico paints in the church of Venzone,
March 6, 1503. Carved altarpiece in the church of Canussio. Carved altarpiece
in the church of San Martino at Nogaredo di Prato. 1504, Carved altarpiece in
the churches of Polcenigo and Ziracco. Domenico is a member of the brother-
hood of San Cristoforo at Udine. 1505. Domenico is nmpire in a quarrel between
Francesco di Giosafatte and the men of Basagliapenta, and values an altarpiece
by Bartolommeo for the church of Pagnano. Altarpiece of San Cristoforo of
Udine. 1506. Domenico values an altarpiece by Bartolommeo for the church
of San Andrea at Stragis. He carves an altarpiece for the church of Vergnacco
valued by Giovanni Martini; and an altarpiece for the church of Villaorba.
Nov. 13, 1507. Payments to Domenico’s heirs for the above. [* See also Joppi
and Bampo, loe. cit., pp. 1 s¢q.]

The following refer to Martino di Candido, brother of Domenico and his
partner at Udine: Aug. 24, 1491. Contract for a carved altarpiece for the church
of Villacaccia. 1492. Altarpiece in partnership with Domenico for the church of
Buja. 1497. Altarpiece in the church of Pozzo. 1502. Altarpiece in the church
of Caporiacco. 1503. Altarpieces in the church of Pozzuolo and in the church of
San Pietro Martire of Udine. 1504, Altarpiece in the church of Marizza.
1505-6. Martino is umpire with his brother in re altarpieces at Pagnano and
Stragis. 1506-7. Altarpieces at Pozzuolo, Sant’ Ermagora of Villanova, and
Treppo. [* See also Joppi and Bampo, loc. cit., pp. 23 $4¢.]

Domenico’s altarpiece in the Duomo of Udine is composite, with the Madonna
in the centre receiving the homage of the kneeling St. Lucy and at the sides
88. Hermagoras, Mark, Bertrand, and Omobono, above, Christ in His tomb between
two angels, and two other angels in brackets; at the sides on the roses of the
brackets, the angel and Virgin Annunciate, inscribed in cartelli at the bases of
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but also observe a general similitude of form and setting.! These
mural adornments sometimes cover the groined vaultings, coves,

pilasters enclosing the central panel : “ 1479, opus Dominici de Tumetio,” tempera
on gold ground, figures a quarter of life-size. The flesh tints are grey, with a red
flush on the cheeks and cold shadows. Drapery cutting and sharp, as if carved
in wood.

! The frescoes in the churches mentioned require commentand explanation ; e.g.:

(1) Mione—Sant’ Antonio, old choir now turned into a sacristy ; with a hexa-
gonal ceiling in twelve compartments, with Christ in a medallion as centre, the
Four Evangelists, the Virgin, and Angel Annunciate and Ten Prophets in couples,
figures a little over half life-size, poorly and coarsely outlined, lean and thin,
with wooden extremities. The colours are sharp in contrasts, yet dull in tone.
This is an art inferior to that of the ceilings in the upper Basilica of Assisi. The
head of the Saviour is broad and long, and rests on a thin neck, the long, snake-
like hair giving him an air of wildness. The walls which support the ceiling of
this old choir are white-washed. (2) Luint, Santa Caterina, old choir, now a
sacristy. The ceiling is hexagonal, with twelve fields, the Savour in a central
medallion, the Four Doctors, Four Evangelists and Ten Saints in couples; in a
lunette above the arch of the choir, half-length of St. Ursula and eight attendant
saints. The treatment is the same here as at Mione. (3) Liaris, San Vito, old
choir, now a sacristy ; hexagonal ceiling with the hand of the Eternal in the
central medallion,and Christ in a section between the Virgin and Angel Annunciate;
the rest of the arrangement as at Mione and in the same manner. (4) Osais,
church of San Leonardo, old hexagonal choir now sacristy. The Eternal in the
centre surrounded by the Four Evangelists and the Four Doctors (the latter in
couples) and ten saints and prophets; on the walls in a double course, St.
Leonard liberates prisoners, the Annunciate Angel between four saints; St.
Leonard founds a monastery : three apostles ; transit of St. Leonard, part covered
by a cupboard, half-length of Saints and the Annunciation. The treatment is
rude, as before, but more like that of Giovanni Francesco da Tolmezzo’s frescoes at
Socchieve than the foregoing. Giovanni Francesco may therefore have been
assistant to Domenico of Tolmezzo at Osais. (5) Forni di Sotto, San Leonardo, rect-
angular choir, with the Four Doctors and eight Prophets in the triangular sections
of the ceiling ; on the walls: to the right St. John and St. Luke and four saints,
to the left the Martyrdom of St. Laurence and four apostles ; 8t. Mark and two
prophets. Behind the altar, which covers the wall and part of the painting, are
the eagle, and the ox and two apostles ; in the soffit of the choir-arch St. Sebastian,
St. Roch and six females, in the outer face of the arch the Annunciation, beneath
which are St. Nicholas, St. Martin sharing his Cloak, and St. Anthony the abbot.
Each of the doctors in the vaulting is seated under a tabernacle on a throne with
a desk before him containing shelves and books, in the same manner as in the
ceilings of Barbeano (1489) and Socchieve (1493) by Giovanni Francesco da
Tolmezzo. Here it is probable again Giovanni Francesco was assistant to
Domenico da Tolmezzo. We are told that on the wall behind the altar the
following inscription is to be found: “ 1422 adi 27%* fo depenta soto chameraro
Ser Durigo Marest fiol de Ser Dorigo Merzut,” but the date is probably an error.
(6) Forni di Sopra, San Floriano, rectangular choir with a groined ceiling, the
Eternal in the centre surrounded by the Four Doctors and eight prophets in
the vaultings above the lunettes—on the walls in the double courses, figures of
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and soffits, of hexagonal choirs, comprising the Redeemer and
patron saints and the Four Evangelists and Doctors, the former
singly, the latter in couples behind desks with open doors and
shelves; at other times the choir is rectangular, with the Four
Doctors in the triangular fields, the prophets in the corners,
of the ceilings.

Amongst the journeymen paid to carry out these works we
may number Gian Francesco da Tolmezzo, whose industry is
proved by records and frescoes in the last twenty years of the
fifteenth century. Gian Francesco was not related to Domenico,
nor was he a statuary by profession; he confined himself ex-
closively to panels and monumental designs, in which he exhibited
the rudeness and defects of his countrymen; but he gained a
considerable facility of hand and imbued with a certain life the
stark and unreal conceptions of his predecessors. In the large
and ambitious cycle of subjects with which he filled the churches
of Sant’ Antonio at Barbeano in 1489, of San Martino at
Socchieve in 1493, and of Provesano in 1499, he displays very
little art ; but his style is one which, deprived of its exaggerations,
and sifted of its principal defects, becomes attractive in Pellegrino
da San Daniele, Pordenone, and Morto da Feltre. At Barbeano,
the vaulting of the choir is divided by diagonals and contains the
Doctors of the Church in domed seats adorned with pinnacles and
fret-work; at the angles of the sections a Prophet and Evangelist;
in a double course round the walls, the Nativity and Epiphany,
the Ascension, and the Last Judgment—all much damaged and in
part obliterated. In the spirit and technical treatment of these
episodes there is but little to distingnish them from earlier ones ;
& quaint mixture of the old Christian and contemporary German
is observable in the compositions; curious disproportion of size
and not unfrequently grotesque traits in neighbouring fignres.
The masks are vulgar, the forms common and paltry, the hands
and feet of repulsive coarseness, the drawing incorrect, and the
action hard ; colour, perspective, or relief by light and shade are
wanting ; but the masks and shapes are types after which the
greater Frinlan masters worked ; the movements of which he

saints, and in the soffit of the choir-arch, female saints eight in number. These
frescoes are dated “ 1500 a di XVII aprilis,” and yet are of the poor and childish
style already noticed in the foregoing descriptions.
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gives the suggestion are those which they brought to a better
perfection ; the fanlt of disproportion is that which they inherited ;
and in their method of painting they followed his system of
ghading flesh and vestments with deeper tints of the same
colours. What he did at Barbeano, Gian Francesco repeated at
Socchieve and Provesano ; but in the last of these places on a
wider range. ‘

The doctors are enthroned in the ceiling as before, but
without the Hvangelists, the sections at the spring of the
diagonals being filled with prophets. Behind the altar is the
Crucifixion ; at the sides, in a triple course, scenes from
the passion, paradise, and the abode of Satan; in the pilasters
of the entrance arch, St. Roch, St. Sebastian, and other saints.
Of unequal merit and diverse character, some incidents are
obvionsly derived from German prints or drawings ; others have
an Italian origin. Christ in the Resurrection is a different type
from the Redeemer in the Entombment; the fizures are lean and
long in one place, and short or square in another. Great want
of refinement is betrayed in the flagellation where the sconrger’s
hand wrings the Saviour’s hair, or in the capture, where Christ
returns the smitten ear to the prostrate, howling Malchus. The
lower regions are crammed with all the monstrosities of the
eleventh century ; the masks and shapes are common and
incorrectly outlined, muscular developments in defective action
and position are ostentatiously exhibited. There is neither
perspective, brightness, transparence, nor shadow.

As a specimen of Gian Francesco’s manner, the St. Sebastian
on the pilaster is particularly remarkable. It is monlded after
the fashion of Benozzo’s school, and still has a Transalpine air—
a naked frame, thin of chest, broad at the hip and thigh, coarse
in foot, and slender in arm; the head, heavy and vulgar, with
thick curled hair hanging over his eyes, uniform yellow flesh,
hatched sparingly with red and black. Technically this is the
system of Pier Antonio of Foligno. But in the midst of these
unpleasantnesses there is always an element of realistic force.
The Crucifixion, composed after the fashion of the fourteenth
century, shows little attention to correct balancing in the setting
of the groups or in the fitting of the personages to their places,
but is in better drawing and movement than elsewhere. The
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red flesh and chestnut hair, relieved with deeper tints of the
same tone, foreshadows the treatment of the great Friulans,
whilst in certain heads with less than usual of the wild Germanic
cast we see the counterparts of those improved by the skill of
Pellegrino and Pordenone. That a man of Gian Francesco’s
fibre should have been ont of his element in small temperas, need
scarcely be remarked—a Virgin belonging to Signor Astori at
Udine sufficiently proves it.!

It was abont this time that the Frinlans began powerfully to

! A few notes may be made to illustrate this Gian Francesco and a poor con-
temporary known as Gian Pietro da San Vito:

Giovanni Francesco da Tolmezzo was, as we learn from Utinese records, the
son of Oderico di Daniele of Socchieve. He was invested with a small fead by
the Lords of Spilimberg in 1481. There are, in addition, the following items
respecting his career. Maniago (Stor. delle belle arti Friulane, ub. sup., p. 172)
describes frescoes by him on the fagade of the church of Vivaro inscribed ¢ Za.
Francesco do Tolmezzo 1482”; he adds that they were taken down at the en-
largement of the church in 1820. November 20, 1489. Spilimberg: Gian Fran-
cesco, in payment of his debt to the Lords of Spilimberg, cedes his claim to the
sum of 40 ducats due to him for frescoes in the church of San Antonio of
Barbeano. August 16, 1491, Spilimberg : The superintendents of the church of
Barbeano pay the sum above named. It will be seen, from the foregoing, that the
frescoes of Barbeano were completed as far back as 1491. The damage which
they have sustained is by scaling and discoloration. In the Epiphany particu-
larly there are large pieces of the figures obliterated, and an oblique crack in the
wall cuts the whole composition into two. The blue draperies in every case are
scraped away. In the soffit of the choir-arch are remains of quarter-lengths of
saints. The best part of the whole work, the best figures, as regards motion and
mien and colour, are those of the ceilings, some of which we shall find with
improvements in frescoes by Pordenone and Pellegrino. Socchieve : In the
rectangular choir of this place the vaulting is divided as it is at Barbeano ; the
figures at the angles of the triangular sections are all prophets; on the wall to
the right are figures of apostles, on that to the left Christ in glory and four
apostles. On the wall behind the altar is the Nativity and four apostles ; eight
busts of saints are in the soffit of the choir-arch. An altarpiece in two course
represents St. Martin sharing his Cloak between SS. Rufinus and Roch, above,
which are balf-lengths of the Madonna between 8S. Michael and Lawrence. In
spite of extensive repainting, one can still see that the painter is the same as the
author of the frescoes, which are in very bad condition. An inscription as follows
is on the pilaster of the entrance: “Opera di Zuane Francesco de Tolmezo
depentor fu de M. Duri, Daniel d. Soclevo de la Ghaxada de queli del Zoto 1493.”
Provesano : The frescoes of this church are also disfigured by the obliteration of
all the blues of sky and vestments, and there are also large portions in which the
colour is absent. On the pilaster of the choir-arch is the inscription, ‘¢ Zuane
Francesco d. Tolmezo, depenzeva soto la ‘chura d. f. p. Io. de Riame d. la tera
del Titu, 1496 ax.” Udine: Signor Avvocato C. Astori. Half-length Virgin and
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feel the influence of the Venetian schools, and we have tangible
evidence of the manner in which this influence was exercised in
a Virgin and Child at the Louvre bearing the signature of
“ Giovanni Battista da Udine, disciple of Luigi Vivarini.”
Without value as a specimen of art in consequence of age,
neglect, and surface daubing, this solitary example shows that a
Friulan painter wandered from Udine at the close of the fifteenth
century to enter the atelier of the Vivarini at Venice, leaving us
unfortunately in doubt whether the painter in question is or is
not Cima de Conegliano, the only person in the annals of north
Italy who bore the name of Giovanni Battista. Cima, there is no

Child with numerous angels; wood, tempera, the principal figures one-quarter of
life-size, inscribed “ Zuane Franciho de Tomezo.” This panel is flayed in many
parts. The contours are finely minute, the forms regular in their proportions, but
the drawing is incorrect, and the child is a mere bladder. The drapery, as
usual in Gian Francesco, is cast in multiplied and broken folds. [* This picture
is probably identical with one which in 1907 was presented to the Venice
Academy. An altarpiece representing the Virgin and Child between SS. Joseph
and Elizabeth in Santa Maria delle Grazie at Gemona was painted by Gian
Francesco before 1510. Closely allied to this work is a Holy Family in the
Gallery at Strassburg (No. 222), (See L. Venturi in Z'Arfe, xii. 211 sgq.) For
notices of this artist see also Joppi and Bampo, in Mon. stor., ser. iv. Misc. vol. v.,
and Joppi, ibid., vol. xi. pp. 88 sg. He was still living in 1510.]

Giovanni Pietro of San Vito is a very low-class painter, whose manner might
be illustrated by the poor works of San Floriano at Forni di Sopra (see antea).
He may be the painter of the Doctors and Evangelists, a Resurrection, and
scenes from the life of St. Nicholas, a Deposition from the Cross, and other
subjects on the walls and ceiling of the church of Tauriano, on one of the
pilasters of which is carved the date 1487. The execution is ruder than that of
Gian Francesco at Barbeano. Another series of the same kind, but of a later
date and not without an inspiration from Pellegrino, is the fresco decoration, with
Christ and the Evangelists, the Four Doctors and half-lengths of saints, in the
choir and semi-dome of the church of Dignano, near San Daniele. Provesan, church
of, fresco of the Virgin and Child, with St. Roch, inscribed : ¢ Queste do fegure a
fato far Daniel de Zuanato p uno avodo per la peste forono liberati da quel male
1513, adi 15 Seteber. Zua piero de 8. Vio £” Close by an erect St. Sebastian by
the same hand, with the words, ¢ Questo Sancto Sebastiano a facto far Domenigo
de ambroso per suo Vodo 1513 adi 15 Septeb.” These performances are almost
unworthy of attention. Valvasone, church of 8S. Filippo e Giacomo. Choir with
the Four Evangelists in the vaulting, the Resurrection, two scenes from the life
of St. James, the Crucifixion, and two incidents of the life of St. Philip, St.
Francis, and the Twelve Apostles. These are antiquated compositions, in the
rudest Friulan manner, inscribed in the Resurrection, 1516 adi 5 Zugno, &.ca..,
&a. Piero de 8. Vido fecit.” [* See also Joppi, in Mon. stor. ser. iv. Misc,
vol. xii,, Supplement, pp. 20 sg.]
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doubt, furnished models from which many later craftsmen of the
highlands copied, but Luigi Vivarini was also a favourite
amongst the hillmen, and his teaching is clearly traced in
Giovanni Martini, one of the earliest masters of Friuli who is
really worth studying.

Giovanni Martini was the son of Martino and nephew of
Domenico da Tolmezzo, whom we noticed as a carver at Udine,
and was called Martini to distingnish him from his cousin,
Giovanni Mione. In a Madonna with the date of 1498 at the
Correr Museum in Venice, he strikes us as a timid craftsman,
unacquainted with the snbtleties of 0il medinm, whose colours
shine with a sombre and glassy uniformity. His tones are
marked by abrupt transitions of light and shade, and his
vestment tints by depth and harshness. His drapery is angular
and of copious brittle fold.! Without amplitnde of form or
breadth of shadow, his sacred impersonations are alternately dry
and puffy, as they affect to represent ripeness or uunripeness of
age. He imitates that period of Luigi Vivarini’s practice which
immediately followed upon the abandonment of tempera, and
recalls in many respects Jacopo da Valentia. How long Martini
remained at Venice is uncertain; but as early as 1497 he held a
place amongst the rising generation at Udine,? and at the opening
of the sixteenth century a serions competition arose between him
and Pellegrino of San Daniele. Two chapels in the cathedral of
Udine had been prepared by the municipality for the reception
of altarpieces; one was entrusted in 1501 to each of the
competitors. Giovanni was to paint the Glory of St. Mark,
Pellegrino that of St. Joseph. A year was spent in the partial

! Paris, Louvre, Musée Napoléon III, No. 187. [* Now Bayonne Gallery.]
Wood, measures 54 in. high by 40in. wide, inscribed : “ Johs Bap. d’otino, p.
d..cipls Aloysii Vivarinj.” This panel is much injured by restoring. It repre-
sents the Virgin and Child, is very feeble, but in the manner of later pieces
by Giovanni Martini.

 Venice, Correr Museum, No. 37 (Cat. of 1859). Wood, m. 0:95 high by 0:70;
inscribed : * Joannes de Utino, p. 1498.” The Virgin behind a ledge, with SS.
Joseph and Simeon at her sides, holds the infant on her lap, who plays with a bird
and grasps at a couple of cherries. The draperies are straight-lined, and of multi-
plied broken fold. There is no transition from light to shade; the forms of the
Child recall those of B. Vivarini, and the technical treatment is that of the
Muranese atelier when oil began to supersede tempera. In many respects Giovanni
da Udine here recalls Jacopo da Valentia,
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completion of the task. In 1500 an additional grant of money
was made to both parties. The pictures were finished and
exhibited, but, long before public taste had given its award,
Giovanni’s modesty accepted defeat, and he inscribed the altar-
piece with the words: ¢ 1501 Johanes Utinensis hoc parvo
ingenio fecit.”

It is curious to observe in these pieces how mnearly parallel
the two men travelled in this period of their career, how labori-
ously they strove for finish of outline and minuteness of detail,
how dependent they both were on the models of Cima. If we
sever from Cima’s productions one of those marked effigies of
saints to which he was partial, with its shaggy hair, projecting
forehead and cheekbones, balled nose, twinkling eyes and lantern
jaws, if we look at the underset and stringy form and its large
working extremities, we see the counterpart of figures familiar in
Martini, Pellegrino, and even Pordenone. This very cast of the
human frame, combined with some additional grimness, is to be
found in the saints attending round the throne of Martini’s
St. Mark, and particularly in the Baptist; we are more surely
reminded of Luigi Vivarini’s teaching by the rawness of empty
flesh tone, the cutting contrast of light and shade, the absence of
mass in chiaroscuro, and, here and there, a not unpleasant softness
in the mould of faces.!

For some years Martini continned to labonr at Udine without
seriously changing his style. In a Presentation of Christ at the
temple in the cathedral of Spilimberg he still recalls Cima,
Vivarini, and the Bellinesques; and we notice a little more
freedom of hand as well as correct distribution of chiaroscuro ;
but no greater power is attained than we might expect from
Jacopo da Valentia or the beginnings of Catena, Basaiti, or
Bissolo; and grotesque vulgarity of types betrays an absolute
want of elevation.? At a period when art was taking rapid

! Udine, Duomo. First altar to the left, arched panel with life-size figures—in
cil—8t. Mark enthroned, between SS. John the Baptist and Lawrence, and nearer
the spectator, four saints, two of whom are bishops. The treatment is still the
imperfect one described in the Madonna of 1498,

? Spilimberg Cathedral, Cappella del Rosario. Wood, oil ; figures little short of

' life-size; in a frame of the time, arched, supported on decorated pilasters and

finished with an entablature. More than a third of the surface is hared of colour
and the rest is in very bad condition, Simeon, at one side of an altar, holds the
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strides in Venice and its dependencies nnder the influence of the
Bellini, there was little in these creations to attract patrons of
refined taste. Whether Martini felt this, or whether circum-
stances led him to relax his efforts in order to concentrate his
energies on the sister branch is uncertain. After 1503, having
probably become a partner with his consin Mione in the shop of
Domenico da Tolmezzo, he began to carve altarpieces, and from
that date till his death in 1535 he contracted frequently for
works of this class, accepting but occasionally commissions for
pictures and processional banners. What he surrendered when
he thos combined the business of the sculptor with that of the
painter was the chance of mastery in either. As a carver, his
best and most important performance is the altar finished in 1527
for the charch of Mortigliano, a village sitnated between Codroipo
and Palma Nuova—a vast piece of monumental design in four
courses with bas-reliefs representing scenes from the lives of the
Saviour and Madonna and statuettes all tinted with colours and
gold. Stunted proportions are characteristic of the ornamental
framings as well as of the figures, which are far from rivalling
those of Antonio of Massa, the skilful decorator of the Cambio
of Perugia, or of the still more celebrated Giovanni da Verona.
His saints have the expression, the force, and vulgar type, of
those produced in the schools of Niiremberg and Augsburg ; they
are rigid, obtrusive in their show of muscle and vein, and draped
with superabundant winding stuffs, but fairly set and well arranged.
As a painter, he transferred to panel the hardness and crudity of
his wooden personages, their thickset shape and salient outline,
their lifeless angularity and artificial cast of dress, but above all,
their solidity and sharpness of tone. Confined to his shop in
a provincial town, with reminiscences of great Venetian art fading
daily from his memory, it was no wonder that all delicacies of
texture and handling should be lost to him, and that he should
unconscionsly fall into the raw flatness and depth peculiar to
Palmezzano or the followers of Carpaccio. That this, in truth,
was the end of his efforts is clear in the Glory of St. Ursula at

child in his arms, whilst opposite to him a clerk waves a censer ; to the left the
Virgin and St. Joseph ; to the right two spectators—the whole scene in a vaulted
chapel. The style, so far as can be judged of it, is like that of pictures previously
noticed, but more free,
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the Brera, which he finished in 1507 and more so in later altar-
pieces at Udine and Portogruaro,}
But Martini and Pellegrino were not the only Friulans in

! Milan, Brera, No. 157. Canvas, m. 1:85 high by 2:20, inscribed on the
pedestal of St. Ursula * Essendo camerar magistro Anthonio Manzignol McccccviL”
Of this picture, falsely assigned to Pellegrino by Hartzen (Dewtsches Kunstblatt,
1853, No. 23), there are records to the following purport. August 21, 1503. Con-
tract of Giovanni Martini foraSt. Ursula and Saints for the Brotherhood of St. Ursula
in San Pietro Martire of Udine. April 27, 1507. Election of arbitrators to value
the altarpiece of St. Ursula. [* Cf. Joppi and Bampo, in Mon. stor., ser. iv. Misc.
vol. v. pp. 28, 37 8g.] From San Pietro Martire of Udine the altarpiece has found
its way in part to Milan, the lunette with St. Dominic and four angels being still
ina chapel to the right of the choir in the church and one out of three predella
subjects, viz., the Martyrdom of St. Ursula, in the house of Conte Florio at Udine.
[* The lunette is now in the Museo Civico at Udine.] The central subject is St. Ursula
on a pedestal erect in prayer, between ten female saints in a portico. The figures
are curt and square, but of good proportions; the colours are dull and sharply
contrasted, as before. The predella (canvas) is injured by abrasion and restoring.

Udine. In San Pietro Martire, where the lunette above mentioned is preserved,
is a choice of ill-preserved pictures by Giovanni Martini, e.g. : (1) A lunette, canvas,
with life-size figures of St. Benedict and a worshipper kneeling at his feet. [* Now
in the Museo Civico.] (2) Canvas of St. Anna, with the Virgin on her lap and the
infant Christ, SS. Joseph and Anthony, at the sides; completely repainted including
the signature which now runs on the old lines as follows: *“Opus Joannis Matini
utifi,” (3) Virgin and Child between 8S. Dominic, Sebastian, Peter Martyr, and Roch.
(4) Udine, Communal Palace. [* Now Museo Civico.] Two figures of Saints—half
life. (5) Portogruaro, Duomo-choir (originally in San Francesco). Presentation
in the Temple; the prophetess Anna prays behind the Virgin, and a clerk holds up
Simeon’s cloak on the other; in front of the altar-steps, St. Joseph and three other
figures. Dry and defective forms are conspicnous in this piece, which, however, is
fairly well composed. The colours are raw and sombre, and time or accident has
dimmed and abraded the surface. Ona cartello: *“Joannes Ma....is...ulanus. Al
tépo de .. — de Magnolo Sartor......fenita a di § mo febraro M......”

The following is a calendar of records respecting Giovanni Martini.

Oct. 12, 1497. Udine: Giovanni Martini is witness to the will of Elena, wife
of Pellegrino da San Daniele. Feb. 12, 1501. Udine : part payment to Giovanni
Martini and Pellegrino for their altarpieces (St. Mark and St. Joseph) in the
Duomo of Udine. June 14. Final payments. July 8, 1502. Udine: Giovanni
Martini receives as apprentice Giovanni Ricamatore (afterwards known as Raphael’s
assistant, under the name of Giovanni da Udine). May 25, 1503. Udine: contract
with the Brotherhood of Santa Maria in San Pietro Martire(the title-head of the oon-
tract alone preserved). Aug. 21, 1503. Udine: contract for the altarpiece of St.
Ursula, now at the Brera (see in text and postea). Oct. 17, 1503 ; June 22, 1504.
Udine: altarpieces (? painted or carved) for the churches of Ciseriis and Belgrado).
1505. Udine ;: Giovanni Martini is cameraro” of the church of San Cristoforo at
Udine. April 27,1507. Udine: Umpires chosen to value altarpiece of St. Ursula (see
antea, 1503). Nov, 26, 1508. Contract for carved altarpiece for the church of Asio,
June 26, 1510. Carved figure of St. Helen, with two painted figures on shutters, for
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whom the tendency to copy Cima was manifested. In no sub-
ordinate craftsman was this more marked than in Girolamo, whose
Coronation of the Virgin may still be seen in the town hall of
Udine. He was one of a band of five who bore a common name
—the only one indeed who deserves to be remembered, and pro-
bably the same who, as Girolamo di Bernardino, decorated the

the church of Grunagno. Dec. 12,1510. Carved altarpiece for the church of Variano.
June 23, 1511, In time of plagune; will of Valentina, wife of Giovanni Martini,
Will of Giovanni Martini, leaving a standard painted by himself to the church of
San Cristoforo of Udine; his brothers Vincenzo and Giacomo are his executors.
May 11, 1512. Giovanni Martini and his brother Vincenzo (painters) settle a
quarrel with the gilder, M. Antonio. Dec. 11, 1512. Contract for carved altar-
piece for the church of Baracetto. Feb. 12, 1513. Contract for carved altarpiece
for the church of Santa Maria la Lunga. April 24. San Daniele: Giovanni
Martini values an altarpiece. Amngust, Udine: Giovanni Martini values an altar-
piece. Feb. 2, 1517. Udine: marriage settlement of Giovanni Martini (widower)
and Donna Francesca di Ser Andrea (dowry, 150 ducats gold). June 18, 1517
Udine : Giovanni Martini values a carved altarpiece. July 13. Giovanni
Martini values a carved altarpiece. Aung. 21, Giovanni Martini challenges
the nmpire appointed to value one of his works. Sept. 26. Carved altar-
piece for the church of Bedigliano, valued by Pellegrino da San Daniele,
Jan. 26, 1518. Pordenone chosen to value Giovanni Martini’s altarpiece for the
Brotherhood of San Gervasio in Santa Maria delle Grazie at Udine. July 80.
Carved altarpiece for the chumrch of Arcano. Nov. 4. Carved altarpiece
for the church of San Marco. March 9, 1520. Udine: payment for altarpiece
of Baracetto (see 1512). Oct. 9. Payment for altarpiece at Asio (see 1508).
Nov. 19, 1521. Giovanni Martini values the organ-doors by Pellegrino in the
Duomo of Udine. 1522. Giovanni Martini is Prior of the Brotherhood of Santa
Maria della Umiltd at Udine; values two altarpieces. March 24, 1524, Will of
Giovanni Martini in favour of his four daughters, with life-interest in favour of
his wife, Francesca. May, 1526. Giovanni Martini is of the popular council at
Udine. Sept. 18, 1526, to June 23, 1527. Carved altarpiece of church of Morti-
gliano, price 1180 ducats—payments in instalments till as late as 1551. 1527,
Carved altarpiece for church of Madrisio di Fagagna. April 25. Udine: Carved
altarpiece for the church of Palmata. Feb. 4, 15628. Udine : Giovanni Martini pur-
chases a fend in the district of the Luogotenente of Udine. March 7, 1528. Acknow-
ledgment of debt from the church of San Martino of Cividale to Giovanni Martini
for a standard with the Virgin, SS. Martinand Michael. Oct. 1. Giovanni Martini
takes over from the heirs of Antonio the gilder (to finish them) three altarpieces for
the churches of Oleis, Butrio, and Claris d’Inchiaraio. Aug. 31, 1528. Giovanni
Martini leases his property at Cerquea. Feb. 19, 1529. Giovanni Martini purchases
copyholds at Chiasellis. March 22,1530. Udine: contract for carved altarpiece for
church of Cawinetto. July15,1532. Valuation of the above, 100 ducats, May 30,
1530. Carved altarpiece for San Martino of Rualt. Aug. 12. Valuation of the same.
July 20, 1530. Giovanui Martini values his cousin Mione’s altarpiece in San Martino
of Verzegnis. April 23,1531, Contract for a standard for the churchof Brazzacco.
Sept. 2. Carved altarpiece for S8an Martino of Galleriano. Sept. 7. Figure of
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charches of Lestizza and Cormons in 1511 and 1518 with frescoes.!
Frinlan by birth and by education, he elaborated an ill cultivated
style not unlike that of Martini in 1507. What we observe in
“his Coronation at Udine is a timid conception of subject, an anti-
quated Friulan air, and a paltry adaptation of the models of Cima,
combined with that peculiar rawness and heavy flatness of tones
~ which make the latest creations of Giovanni Martini unattractive,
It is just such a work as we might assign to a man who had
been employed as a journeyman towards the close of the fifteenth
century in the ateliers of Cima and Carpaccio; nor is it impro-
bable that, when at Venice, he should have received orders for
pictures such as the Coronation of the Virgin called Carpaccio in
S8. Giovanni e Paolo, or the Glory of St. Mark attributed to Cima
in the Academy of Vienna.?

St. Joseph for SBan Giuseppe of Flambro. Oct. 14. Figure of 8.Vito and two painted
shutters for S. Vito of Inchiaraio. Jan. 27, 1532. Arbitration as to a figure of
St. James done by Giovanni Martini for the noble Francesco de’ Freschi. Feb. 6,
1532. Udine : contract for carved altarpiece for San Odorico of Orsaria. Oct. 29,
1534. Price of the foregoing, 145 ducats. May 4, 1532, Udine: contract for
carved altarpiece for the church of Coderno. Jan. 21, 1533. Giovanni Martini
redeems a piece of land at Nimis. Feb. 19, 1533, Udine : contract for carved
altarpiece for the church of Campo Formio on the model of that of Tomba., May 17.
Standard for the church of Massa. March 26, 1534. He values an altarpiece.
May 30. Carved altarpiece for San Maria di San Pietro in Carnia. Dec: 12.
Carved altarpiece for the church of Butrio. Feb.15,1535. Carved altarpiece for the
church of Zugliano. June 8. Crucifix for San Giorgio al Tagliamento. Aug. 30,
1535. Udine: codicil to Giovanni Martini’s will. Sept. 80, 1535. Death of Giovanni
Martini. [* See also Joppi and Bampo, in Mon. stor., ser. iv. Misc. vol. v. pp. 26 s¢q.,
13 399.] Of Giovanni Mione, son of Domenico da Tolmezzo, we have a complete
calendar of records, dating from 1505 to 1530; they only relate to wood-carvings.
* ! Girolamo di Bernardino died in 1512 and cannot therefore be identical with
the author of the frescoes at Cormons, which are dated 1518, (Cf. Joppi, in Mon.
* stor., ser. iv. Misc. vol. xii. Supplement, p. 24.) At least two painters named
Girolamo which are not mentioned by the authors were working in Friuli at the
opening of the sixteenth century (see ¢bid., pp. 23, 30).
2 The following is a calendar of records relating to Girolamo di Bernardino of
Udine.
May 25, 1506..Girolamo di Bernardino hires a house at Udine. June 28, 1508.
Girolamo di Bernardino lets the dying establishments of his father at Udine.
~ March 13, 1509. Udine : Girolamo di q. Bernardino values an altar carved by the
| sculptor Bartolommeo of Udine. March 12, 1510. Udine: Girolamo di q. Bernar-
' dino values a curtain-fall by Giacomo Martini. March 19, 1511. Udine : Con-
" tract of Girolamo di q. Bernardino to paint the chapel (? choir) of the church of
'~ San Biagio and San Giusto of Lestizza near Udine. (The church was completely
renewed in the course of the last century, 1818). The following inscription is said

3‘
i
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In the archives of the notaries of Udine, an agreement
bearing date in 1468, recites how Battista, a Sclavonian, at that
time living in Udine, contracted to paint a curtain fall for the
church of Comerzo. In this old but interesting document it is
agreed that Battista shall first submit two subjects as specimens
to the decision of umpires, and, in the event of a favourable
award, shall be entitled to claim a supply of honey and eggs and
a sum of eighty lire for the completion of his work. Other
records of 1470-76-80 refer to Battista’s later labours in the
same field and his residence alternately at San Daniele and

to exist in the © coretto ” of the church of Cormons. *ai 3 otubre a fafo far questa
opera Matius Braut. .... Jeronimo, p.” Besides this Girolamo we have Girolamo
di Giovanni, painter, of whom the following is known: June 3, 1490. Udine:
Girolamo di Giovanni sells a piece of land at Bolzano.—There is also one Girolamo
di Rodolfo of Cividale, respecting whom there are records of 1551 and later (he
cannot be the artist described in the text); and of Girolamo di Paolo of Cividale
we have documents dated 1554-7-63, but they relate to carved works. Girolamo
di Paolo of Milan, resident at Udine, is also a sculptor, whose works were executed
in 1529.

(1) The first picture of Girolamo to which records refer is one executed for
Santa Maria in Valle at Cividale called Ancona di San Benedetto, paid for in 15639.
Maniago (Stor, delle belle arti Friul., ub. sup., p. 301), who publishes the record,
assigns to Girolamo a figure of St. Benedict in Santa Maria in Valle of Cividale ; but
we shall see that there is reason to consider this figure merely as part of an altar-
piece finished for this church by Pellegrino da San Daniele in 1501 (see postea,
p- 87, n. 1), [* Girolamo di Bernardino, as we have seen (antea, p. 79, n. 1), died
seventeen years before the above ancona was painted. According to Joppi (lec.
cit., p. 30), its author was one Girolamo di Matteo da Milano.] (2) The Coronation
in the town hall of Udine [* now in the Museo Civico] was formerly in the sacristy
of the Duomo (Maniago, Guida di Udine, 8vo, 1825, p. 184). It is on panel, in oil,
m. 177 broad by 1-71, The Saviour is represented sitting on a throne in a ruined
portico, the Virgin kneeling on the step before him. A green hanging forms the
background behind the throne and intercepts a view of the outer country. The idea
of the conception is conveyed at the same time by the infant Christ and dove in halos
above the Virgin’s head. At the sides of the foreground are the Baptist and John
Evangelist, between whom a boy-angel sits playing the mandolin. On a cartello
fastened to the step is the signature ‘‘opus Jeronimi utinesis.” This piece hasbeen
restored, but is in a very bad condition and threatens to scale in many places; the
colours at present are sombre, raw, and hard. We are reminded of Cima by certain
types, and of Carpaccio by the method of treatment, the contrasts of tints, and the
ornamentation. (3) Venice, SS. Giovanni e Paclo. Here is a Coronation in the
same style as the above, but with choirs of saints at the sides of the throne. The
authorship has been assigned to Carpaccio, but the execution is a cento of that of
Cima, of Carpaccio, and the Friulans which is characteristic of Girolamo (see
the engraving in Zanotto, Pinac. Ven., fasc. 18, who says the picture was in San
Gregorio at Venice), The surface is injured by age and retouching. In the same
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at Udine. Of the person to whom these records allude not a
single piece has been preserved; and he would probably have
remained in obscurity but that he was the father of Martino de
Udine, comrade to Giovanni Martini, and a man of note in the
history of Friulan art.!

The archives of Udine, to which we owe the preservation
of Battista’s name, also contain a contract dated May 18, 1491,
from which it appears that Martino had lost his father, had
become the partner of Ser Giovanni Antonio, a goldsmith at
San Daniele, and accepted the duty of decorating with frescoes
the church of Villanuova, near San Daniele.? Of Martino’s

style, and possibly for this reason by Girolamo, are No. 167, Justice; No. 165,
Temperance ; No. 150, Annunciate Virgin; No. 148, Annunciate Angel—in the
Venice Acad. (see antea in Cima, i. 248, n. 4). (4) Similar, again, is an enthroned
St. Mark attended by St. Andrew and St. Louis of Toulouse (No. 14 in the Academy
of Arts at Vienna. Canvas, figures all but life-size). To this piece the name of
Cima is attached. [* See antes, i. 251, n, 4] To the same author possibly we
may ascribe the St. Anthony between St. Roch and Mary Magdalen, a picture
given to Caroto in the Leuchtenberg collection at St. Petersburg (No. 63, canvas,
figures half the size of life). [* Now in the Metropolitan Museum of Art in New
York.] But for the fact that Girolamo di Bernardino is so constantly found
mentioned in Utinese records from 1506 to 1518 we might suppose him to be
identical with the famulus of that name to whom Gentile Bellini bequeathed his
sketches. [* As shown by Dr, Ludwig (in the Berlin Jakrbuch, xxiv. Supple-
ment, pp. 14 394.) the Girolamo mentioned in Gentile Bellini’s will is probably
identical with Girolamo da Santa Croce. See also antea, p. 79, n. 1.]

! Of Battista da San Daniele we have the following notices, to which we
should premise that he was by birth a Dalmatian.

November 10, 1468. ‘San Daniele: The ¢ camerari” of the church of Santa
Maria di Cormerzo agree with “ Maestro ” Battista, the painter, residing at Udine,
to paint a curtain-fall, etc. December 17, 1470. San Daniele: Maestro Battista,
the painter, residing at San Daniele, contracts with the “ cameraro ” of the Brother-
hood of Santa Daniele di Castello to make and paint an altarpiece for the high
altar of the church with four figures, i.c. SS. Daniel, Michael, and St. John the
Baptist, above which a bust picture of the Virgin Mary. July 26, 1476: San
Daniele : Maestro Battista, ¢ pictor Sclavonus,” resident at Udine, is witness to a
public act at San Daniele. November 19, 1480. Udine: Maestro Battista, living
at Udine, and Ser Giovanni Antonio da San Daniele are umpires in the quarrel of
the painter Maestro Francesco and the men of the village of Pasiano in the
matter of a picture, In a record of March 10, 1502, Pellegrino, Battista’s son, is
described as “Me, Martino Qm. prudentis Mag. Baptist pictoris de Dalmacia.”
[* Battista died in 1484. See Joppi, in Mon. stor., ser. iv. Misc., vol. xi. pp. 7 $q.]

z May 18, 1491. San Daniele: The Camerari and men of Santa Maria di
Villanuova, near San Daniele, agree with Ser Giovanni Antonio, goldsmith, and
Me. Martino, painter, q. M°. Battista, to the effect that they shall p:f,int the
chapel (choir) of their church with the Annunciation, the Purification, the
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birth or edncation we have no sort of information. His frescoes
at Villannova perished ; and we can only surmise that, having
studied the elements under his father and afterwards visited
Venice, he returned to Udine with a claim to instant employment
amongst his countrymen.! The flattering epithet of Pellegrino,
which he obtained in 1494,? supposed indeed to have been given
to him by Giovanni Bellini, might justify us in believing that he
was a skilled—if not a perfect—craftsman. We shall see, how-
ever, that he was less entitled to be called Pellegrino in the
fifteenth than in the sixteenth century, that what he learned in
Venice or the Venetian provinces before 1494 was acquired under
the influence of Cima rather than from Giovanni Bellini, and
that, but for a happy chance which cast him adrift in the North
Italian States from 1508 to 1512, he would have deserved a place
in art not much higher than that of Giovanni Martini.

In 1494, shortly after completing his labours at Villanuova,
Pellegrino recelved an order for an altarpiece at Osopo from the
Lords of Savorgnano.® It is the first and by no means the best
of his works. The Virgin, enthroned in a splendidly ornamented
marble semidome, is attended by St. Columba and St. Peter, the
steps leading up to the plinth on which she rests being kept by
three angels playing instruments, about whom stand two groups
of saints: the Baptist, Hermagoras, the Magdalen, James,
Stephen, and Sebastian. On a balcony in rear and at the
height of the Madonna’s chair, two seraphs sound the triangle
and guitar, the skirting beneath being hung with golden damask
cloths ; behind these seraphs a balustrade or cornice on pillars is
filled with rows of cherubs holding branches. Nothing more

Nativity, the Prophets and Four Doctors. The church was renovated in
the eighteenth century. [* See Joppi, in Mon. stor., ser. ix. Misc. vol. xi. pp. 14,
28 5q.]

* ! We now know a document dated May 26, 1489, in which Domenico da
Tolmezzo declared that Martino at that time wag about sixteen years old, and had
stayed with Domenico for little more than a year, after having previously lived
with Antonio, a Florentine painter settled at Udine. (Joppi, loc., cit. pp. 27 8¢.)
Martino was thus aged about nine when his father died, so he cannot have learnt
much from him. * 2 For 1494, read 1493 ; see the next note.

*3 In 1493 Pellegrino, together with Martino da Tolmezzo and Giovanni
Martini, executed paintingsin the Chiesa Maggiore at Gemona. It is in the docu-
ments relating to these works that the artist is for the first time called Pellegrino.
(Joppi, loe. cit., pp. 14, 29 sq.)
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characteristic than this cento of florid architectural decoration
and hangings, and figures dispersed on numerous planes. The
Virgin, a fair and well-proportioned dame, supports the child,
erect and leaning back with his arms across, on her knee—a
Bellinesque group reminiscent of that which bears Antonello’s
name in the Berlin Museum. Hermagoras and Peter, with some
remnants of Friulan ruggedness, the lower angels with their
dry shape, are adaptations from Cima. Of coarser local type are
the Baptist, St. James, and St. Sebastian—whilst, curiously
enongh, the chernbs in the upper balustrade are better and more
boldly drawn than the rest of the picture. That which most
reminds us of the defects of highland painting is angularity and
overcharge of drapery. Yellow flesh-tints heightened with a
red flush in the cheeks, a raw and earthy system of shadows
with abrupt transitions, betray Pellegrino’s ignorance of the
delicacies of Venetian treatment. Hard, broad outline loosely
defines the parts; anatomy and muscular developments are care-
fully but incorrectly made ont. Perspective is skilfully applied.!
It is obvious that, of all contemporary painters, Cima was the one
who most impressed Martino at this time, it was Cima, and not
Giovanni Bellini who smoothed away Friulan coarseness and
removed its outer rind of roughness. It was Cima that enabled
the masters of the uplands to engraft some of the modern
graces on the grim tyres of mountain art. Pellegrino after this
had numerous orders for pictures; he had finished altarpieces
for the Cathedral and for the guild of ironsmiths, in Santa Maria
di Piazza (1495-6) ; his interest was good with the Savorgnani,
who were influential at Udine and Osopo, and who frequently
gave him their patronage ; in San Daniele, at a distance of a
few miles, he had courted and married the daughter of Daniele,
constable of the city gates, from whom he was to receive a
fortune. He was himself a candidate for the reversion of the

! April 5, 1494, Osopo, Udine : Two representatives of the commune of Osopo
promise to *“Mr. Martinus nuncupatus Pelegrinus” to perform the contract
entered into for the altarpiece ordered for the church of Osopo of the said
Pellegrino; and in Martino’s name, his brother-in-law, M°. Giovanni de Cramariis,
promises to perform the contract according to the terms originally stipulated.
The picture to which the foregoing record alludes was in the chapel of the

% Castello,” and is now in the church of Osopo. [* It was completed by
November 1495, (See Joppi, loc. cit., pp. 14, 30, 33 sg.) ]
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office of constable at Udine and had a promise of it on condition
of painting gratuitously all the shields of arms of the town with
the figures of the patron St. Mark, all the standards and
decorations for public festivals, and the St. Marks within and
without the walls ; yet his ambition led him rather to seek
instruction in travel than to court ease at home, and in 1497
he made a will and prepared for a journey to Rome.!

There was at that time in San Daniele a religious corporation
under the patronage of St. Anthony, the abbot of which owned a
church of fair proportions within the precincts of the town. This
church, called Sant’ Antonio, had been covered in former years
with frescoes which no longer bore comparison with the later
ones of ordinary Friulan painters. It seems to have been sug-
gested by the relatives or friends of Pellegrino, many of whom
lived at San Daniele, that it would be well to prevent his under-

! January 29, 1495. Minute of an application (granted) from the guild of
smiths to the Lesser Council of Udine for permission to set up an altarpiece in
San Giovanni di Piazza. Same year, June 6. Contract of the guild of smiths
with Pellegrino to paint an altarpiece for San Giovanni di Piazza representing
88. Giovanni, Ald, and Sebastian, and a scene from the life of St. A1d on canvas
for 20 ducats. May 9, 1498. Promise of final payment to Pellegrino for the
above. March 22, 1499. Gift from the municipality of Udine to the guild of
smiths of 10 ducats for Pellegrino's altarpiece in San Giovanni di Piazza. [* See
Joppi, loc. cit., pp. 14-16, 31 s¢.]

May 4, 1495. Pellegrino is present at the division of the property of the
Lords of Savorgnano in their house at Udine. April 1, 1497. Pellegrino is
witness to a contract in which a copyhold is purchased of Daniele, constable
of the gates at San Daniele, and transferred to Pellegrino himself, at that time
married to Elena, heiress of Pré Giusto, “cappellano” of San Daniele. Same
date: deed in which Ser Giorgio de Cichinis transfers the above copyhold to
Pellegrino. Elena, wife of Pellegrino, was the daughter of Danielo, constable of
the gates at San Daniele (vide document of Oct. 10, 1497 in Maniago, ubd. sup.,
p. 292). Oct. 12, 1497. Udine: will of Pellegrino, in which he declares that
ke is about to start for Rome, and leaves all his property to his mother Chiara
and his wife Elena in equal shares. Same date : will of Elena, wife of Pellegrino,
making him, with slight exceptions, her sole heir. Witness to both wills is
Giovanni Martini, painter of Udine. April 11, 1498. Udine: Pellegrino and
Francesco di Ser Giosafatte value an altarpiece of wood by Domenico da
Tolmezzo. March 4, 1499. Udine: Pellegrino presses for the payment of the
altarpiece painted for the altar of Corpus Christi in the Dnomo of Udine. This
altarpiece is described as finished in the contract of June 6, 1495, between

Pellegrino and the guild of smiths. Both of the altarpieces in the Duomo and ‘

San Giovanni di Piazza are gone. Dec. 17, 1495, Petition of Pellegrino, praying
for the reversion of the place of constable of one of the city gates, (Maniago,
ub. sup., p. 291.) [* See Joppi, loec. cit., pp. 15 8¢., 33 sg4.]
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taking a distant pilgrimage by retaining him to execute a large
and important pictorial work. The Brotherhood of Sant’ Antonio
gave him an order to repaint their chapel, and Pellegrino
was thus persnaded to postpone his departure. It was probably
the wish of the fraternity that the whole edifice should be covered
with subjects, and it is not unlikely that they required a plan of
the whole internal decoration to be made ; but the first duty
imposed on Pellegrino was that of filling in the ribbed sections
of the semi-dome vaulting and the soffit of the arch leading into
it with figures of the Saviour and the Four Evangelists and busts
of saints in medallions. Thongh in comparison with the men of
the Carnian province, and especially with Giovanni Francesco of
Tolmezzo, Pellegrino now applied newer rules to architectural
ornamentation and perspective, and gave a more modern air to
his composition, he still remained impressed with old Friulan
character. Byzantine projections mark the face, coarse robust-
ness the hands and feet, of the square, foreshortened Christ ; the
angels round the Saviour are cast in the short and paltry monld
of earlier ones at Osopo,

Of the attendant evangelists the shapes are unwieldy and
helpless, the chief defects being hard and cornered drapery,
ill-drawn extremities, incorrect anatomy, vulgar and antiquated
masks. No trace of subtlety in treatment is apparent in any
part ; a dusky and uniform colour breaks with abrupt transitions
from yellow to leaden grey in flesh, and sharp juxtapositions
from primary to primary in dresses ; the contours are raw and
cutting, the surface is rough, opaque, and hatched in lights and
shades to a rude and unsatisfactory finish.

What contemporary opinion may have been as regards this
work has not been recorded. It shows that Pellegrino at the
time was little superior to Giovanni Martini, that he had some
Friulan wilduess, and a tendency to imitate Cima. As an analyst
and draughtsman he betrayed a vast amount of inexperience, and
it might be questioned whether such a beginning could be
considered to promise future greatness. Pellegrino signed his
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