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Introduction

The secalleditalian sketchbbgkthe Suthern NetherlandigtainterAnton van
Dyck (15991641) includes a page entitled «In Roma le cose dewitiare> the
Flemish artist lists paintings by the Venetian master Tiziano Vecellio (henceforward

referred to as Titian) he could find in ¢
in Italy from 1621 to 1627 allowed him to see and record more thainesl waorks
of art by Titian. OTitianuso, OTitianoo.

Venetian arti st 0s -sixtanesein this ppecioue bookietoThe d s i X
sustained interest that van Dyck shows in Titian easily outhnumbersdssofesioy
other lItalian and Northern arti$t®f course, van Dyck is clearly an outstanding
example of Titiands Netherl andish recept.i
the XVIth and the XVIIth cent esnaece and b
throughout Europe, to an extent that stitigsfully understood or even quantified.
This research aims to retrace the reception of the art of Titian in the Southern
Netherlands from about 1550, when his fame reached its peak at Brusstds court
about 1600, before the developments of t
sketchbook and ta sort ofEuropeanisation of Venetian“art.

The phenomenon that internationalised the Renaissance Venetian art, and
especially Ti dentaynvias shapedrby thethandsx)Xthélsdlettibns and
the aspirations of a series of artists, and endorsed by the propaganda of intellectuals

and art theoristsThe figurative victory of Venice over Florenceolufreverdisegno

1 Anton van Dyckltalian sketchhdodndon, British Museum (BM), 1957,1214.207.120, fol. 120
rectgpen and ink, 197x157 mm. Publishefid®ianI 1940, pp. 881.

21n the sketchbook there are drawings after works by Leonardo, Raphael, Parmigianino, Orazio
Gentileschi, Sebastiano del Piojiorgione, Palma il Vecchio, Jacopo Tintoretto, Paolo Veronese,
Guercino, Annibale Carracci, Durer and Rubens, but their number is meaningfully smaller.

3 An interesting overview of the topic that considers a broad, Europeanaamtextfound in
TAGLIAFERRO ET AL 2009, pp. 33887, 41426.

4LAUTS 1956, pp. A30.

5The XVIth and the XVIIth centuries saw the emergence of art theory in literature. In particular,
at the beginning of the XVIIth century, it was co
to the establishment of the artistic canon, nametjetwiption of sets of characteristics ultimately
defining the style and thersord an artist.



the change of coursd the Vasarian view of art that saw ahsoluteriumph of
Michelangelo, was fully reached in the XVIith cehtdepVenetianism, as it has
been called, interested numerous artists, and focused not only on the art of Titian but
on the Venetian paingeof the previous centuryhe master of van Dyck, the utterly
famous Peter Paul Rubens (15640), is the Southern Netherlandish artist whose
di al ogi cal relationship with Titiands ar
of his reception and emulatfofspart from the forementioned artists, the literature
has stressed the role in this phenomenon of the French Nicolas Pous$i6@);94
the Spanish Diego Velazquez (1B380) and thHetherlandisiRembrandt van Rijn
(16061669).
The final chapter dfe botteghe diarin(2009) is devoted to Titian and the
formation of the artistic canon in the XVIIth centutygleals with the transformation
of Titian Tiziané, awhi sh mngbt obe descri bed =&
and branding of his artispersanThis process is described as complex and working
on many levels, but the concept that seems to be the most comprehensive is one of
the Ohi st or i @tizianezazioaendi Tiziad)d Thraughahis frocess,
which had begun under the dirattd Titian himself but was also shaped by many
factors typical of the XVIIth century ar
Titiand was set. But is it possible to i

or Oi magedé, of Titian?

6 For a general introduction, $mQUizAR-CAMARA 2012, esp. pp. 2823.

7 The retrospective approach to the XVIth century art of the Serenissimadnaetissiefrom
Veneto who oOremadedé the art of the past | eading
mention Alessandro Varotari called Padovanino-{B8®3 and Pietro della Vecchia (1B8738). On
PadovaninoRUGGERI 1993;LoH 2007; on Pied della Vecchia séekEMA 1990;DAL PozzoLO
2011.

8 Essential on this topic are the studiesE 1977;CAVALLI-BIORKMAN 1987;MADRID 1987,

BOSTON 1998 MADRID 20022003,BAUMSTARK 2009, pp. 8315;WoobD J.2010.

9 TAGLIAFERRO ET AL 2009, pp. 41426; o this longasting phenomenon see aRossI
BORTOLATTO-PILO 1991;BANTA 2016. However, most of the studies that are dealing with the
historicization of Titian and hi s oartistic i me
aforementioned artists.

10TAGLIAFERRO ET AL 2009, pp. 41214.



By analysindne approach of the singleistsvho consciously decided to refer to
the Venetian artist in their art, it seems obvious that the answer to the question must
be negative. However, the changes in the approaches might depend on the different
intentions of tk artists and still indicate an image that is not completely fixed but
presents a series of recursive features.

Studying the o0i magedé of Titian, or inde
to the risk of anachr on iretroapectiely shapediby r e nt
the art historical process, is more similar to the idea of Rubens and his contemporaries
than to one of Titiands contemporaries.
depends on the fact that we rely on the same basisootization above all, the
omnipresent and lodgsting influence of Vasari on the Western historiography of art
-, and on the fundamental contribution of that XVtimtury generation to the
crystallization of the Titianesque ideal.

This poses a nfetdological problem that might be summarised as follows: to
guard against anachronism and the superimposition of a canonised image of the artist
on a fluid process, it is fundamental to remember that the reception of Titian during
the XVIth century develep adjacent to and relatively independently of the
contemporary art theoretical discourse. Art theory and art practice are indeed two
worlds that are connected but do not coincide, and this is especially important to
consider when the subject of the reteisra higiprofile artist.

Thus, whereas there are indeed a series of different approaches to the art of the
Venetian, the multiple angles from which to look at the artistic production of a master
of the Renaissance had been established by literallectingotendencies, and
orepetitiond6, a process that Maria Loh he
repetition of an invention, for instanite sleeping reclined female nude ovémas
with a musiciagnforces itauthorship. According to Loh:

cl[ é] the construction of a certain idea of
possible by the phenomenon of multiple ori
and of reproductions madetydeyond the artis

111 oH 2007, p. 44.



This process of selection started under the control of the master himself, as lucidly
expressed ihe botteghe di Tiziand was determined by various fatt@se of
these, and the most relevant in this study, is the prestige granted tbennm the
favourite painter of Emperor Charles V (8888) and his son, King Philip 1l of
Spain (1521598). It was thanks to his role as the artist of the powerful Habsburg
dynasty that he became associated with certain genres, themes, and caimgositions
he had produced for t hem. [Atbcareemvass t i nct i
characterised by the multiplication of versions of the same inventions to respond to
the higher demaréThe creation of replicas became therefore part of a marketing
strategy integrated into complex mechanisms of imitation and emulation that were part
of the courtly environment. The court was the social organism that organised the
power dynamics in Europe in the XVIth, XVIIith and XVIlIth centuries. Therefore,
the artistssubjects, and inventions that entered these virtuous circles thanks to the
Princes or influential members had the chance to be adogtaiasymlaoid to
massively impact the artistic production of their'time.

This mechanism of repetition througbnsolidation of inventions related to
oflizan6 coul d happen in different contexts
said, it was set into motion by the master himself within the limits of the workshop,
but it was also a process happening outsdeotmdaries of his control. Titian was
surely remarkably salivare of his artistic persona, as evidenced by his collaboration
with literates like Pietro Aretino (149%56) or Lodovico Dolce (150868)? and

2The analysis of the organization of Titiands w
in the | ast vy e dlussatedhfoughohtehe whole bobke @Qnatlte serialization and
repetition withinthe&vo r k s h o p 8 BAGLIARERRO BT &L, 2008, ppe 22373.Another essential
work on this topic i€)AL PozzoLo 2006, pp. 598.
13 TAGLIAFERRO ET AL 2009, p. 223.
14 Norbert Elias has analysed the entities of the courts from a sociological point of view in his
classic studihe courtsy¢iel 96 9) . Her e, he identified the phenom

consumptionbé: the members of the court showed t
fetishesdé, namely objects that .Qobectiagadwotkidwacti vel y
also subject to these rules. Bess 1983, pp. 4457.

BThese |iterates were also |ikely r-eabpeonsi bl e

patrons such as Charles V, Philip Il, Federico Il Gonzagal@4W0 Tt thesis was introduced by

10



his interest in the medium of print to dijiand control his inventicfi$lowever,

he obviously was not the only actor in the process. The repetition that developed
outside of the workshop was governed sometimes by the same processes set in motion

by Titian- the selection of models and subjéleést meaning and targeted audience

, but it often took different paths in relation to the necessities of the patrons, the artists

and thebroadem udi ence. To discuss the reception
Southern Netherlands from about 15601600, it is fundamental to analyse the

contexts in which these cultural transfers were taking place and to fully understand the
reasons that led to the selection and repetition of certain inventions and themes instead

of others. Thesectwpodi oonmvwcampmtds t hehdcal tur
the backbone of the methodology tbatdedthis research, and must be further

explained.

Reception and cultural transfera framework

First, the choice of the term reception is not coincidevitein wediscussiow
an artist or his personais perceived andow his art isised by people external to
his direct controthe maimiskisto implyan inherenpower unbalange the process
Terms | i ke oinfluenced or hereceptarthistory had be
because otheir implicit unidirectionality anecause they suggtst an artistic
exchange (or borrowing) happens between an active agent and a passivé neceiver.
different approaclktharacterising he moder n t heory 1is that
accorded agency and the emphasis fell on
t he r e%Regeptiennstindeed directly related to acknowledging the agency of

the artists who consciously decittedse models from another artist to pursue their

TIETZE-CONRAT 1944, and discussedHbyPE 2012\, pp. 345349. The collaboration with the literates
of his time does not limit to this, but it is a fairly complicated phenomenon connected to the
developments of art theory in th&l¥ century. On Pietro Aretino, see at I&stGORI 1978, pp.
27%306; on a more general discussion on Venetian art theBuyr H@®KEN 1991, pp. 799.

%l n this context took place the epiprivigig i n whi c
of engraving and distributing prints after his own inventions.

17The history of the concept of reception has been summariBedks/P.2013, pp. 2B7.A
classical studiiat deals with the issue of influence and recepBaAsIDALL 1985.

18 BURKE P.2013, pp. 2324.
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intentions. In the course of this research, it appeared methodologically relevant to
focus on the agency of the Southern Netherlandish artists and sngkefiefence

to the idea ob whenewal thscrobatbsononf the
traced.

The theory of cultural transfer originated in thel®80s in the work of Michele
Espagne and Michael Werti€oined in the field of cultural history and comparative
studies, this concept has badapted also by art historians, especially in the approach
of the secal |l ed ogeography of arto that ext
methodology to include geographical consider&ims main idea of this approach
is that objects and knowledgera circulate as they are, but they move between
ocul tur al zonesd through t-digeificatotrTei nt er pr
understand that, it is fundamental to identify and analysecmuionical contexts,
networks and vectors of exchangreshis case, the soeé@onomical contexts that
are meaningful to study the reception of
broadly, the Netherlandish courts gravitating around the Habsburg vanih
i ncludes some eSpanishrcaul and thenartiRihparonarpa of thed s
city of Antwerp, with particular emphasis on the development of the free art market
where to sell on spendon the commerce with foreign countries.

The choice of Brussels was obvious. The patronagartdsCV was essential to
directing the devel opment o fsthroughthean 6 s ar
process of repetition and emulation. However, the key figures who were responsible
for the artistic splendour and the artistic centrality of tissésicourt in general and
the role of Titian in particular, were surely Mary of Hungaryi358} sister of the
Emperor and Governor of the Low Countries, and Antoine Perrenot de Granvelle
(15181586), secretary of state for Charles V and Philiptli. Ends wor k for

Habsburgs and theintouragowed his art to become renowned in the Netherlands

19ESPAGNEWERNER 1985, pp. 50310.

20 The scholar who proposed this methodology and who most thoroughly used this approach in
his studies is Thomas DaCosta KaufmanrkK 8gemaNN 2004. Examples of the concept of cultural
transfer applied in the field of art history had been recently gatheérdidcussed KRAUFMANN-
DossINJOYEUX-PRUNEL 2015, esp. pp-22, 97112.

22lThe concept of ocul tur al zonesO6 substitutes t
Michel Espagne.
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and to gain a reputation that led patrons to desire Titianesque works, and artists
connected to the court to react to these requests.

The seconahoice, namely the focus on Antwerp, was dictated by different
factors. Somef thesecharacterise the timeframe investigated here: the artistic decline
of the court and theconomidoomof the city due to international trade that caused
many painters testablish there their workshops. An additional but not secondary
factor is more pragmatic, namely the presence of extensive studies on the inventories
of the citizens, which facilitates the identification and the quantitative analysis of
Ti ti an onesquepantings. t i a

Once Philip Il decided to leave the Low Countries for Spain in 1559, a series of
Regerd followed one after the other. The political instability due to religious tensions
had its outburst in the Dutch revolt (18®88) and the iconoste fury known as
theBeeldenst¢t866) and thstillEBeeldenst¢isBl). After Margaret of Parma (1522
1586), who ruled over the territories until 1567, theRégys=rs appointed by Philip
Il were generals chosen to deal with the rebels morethadte tcare of a courtly
environment. Fernando Alvarez de Toledo, third Duke of Alba1%82)0 also
infamously knowa s t h e O-wassutce@adkbyeldiis de Requesensy Zuiiga
(15281576), formeGovernorof the Duchy of Milan, who was followgdJohn of
Austria (1541578) and Alexander Farnese, Duke of Parmai%92) who were
all generals of the Spanish army. This caused a change in the priorities of the court of
Brussels, which was less inclined to invest in art.

In parallel to these patial developments, during the XVIth century, the city of
Antwerp was growing economically. The most influential artists of their generation

22 Art historical studies on the XVIth century Low Countries tend te éocthne city of Antwerp.
In the XVth century, the main artistic centres of the territory were Bruges, Ghent, Mechelen and
Brussels, but many of the masters of the following century had their workshops in Prdvpeipt
industry also flourished, whichthe second half of the centwss ledby Hieronymus Cock (1518
1570) and his publishing housex QuatreVents Some recent studies devoted to the artistic
development of Antwerp aBFock 1998; VERMEYLEN 2003,JONCKHEERE 2012\; LAMPO 2017,
BLONDE-PUTTEVILS 202Q..
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had their workshops in the city and joined the Guild of SainfiTike.economic
structure of the art market afée different possibilities ttarasticallghanged over

the years. Whereas the first half oXdWé&h century was dominated by ecclesiastic
commissions, religious artworks ordered by the powerful guilds and the patronage of
the aristocrats related te ttourt, the second haffthe centurgaw the establishment

of the free market wheome couldsell paintings on spend an increment of the
international trad@Burgers and merchants owned an increasing number of paintings
and, together with the artists themselves, could have been part of networks connected
to humanists and literaté§his socieeconomicenvironment presents interesting
peculiaritiesthatcahne d some | i ght on the reception
influence of the Habsburgs and throughout the mediation of other-aantiists,
collectors, and humanists.

Brussels and Antwerp are therefore the primary geographical areas investigated
here. However, it is impossible to enclose these artistic zones and separate them from
the rest of th&letherlandisherritories while discussing cultural tras#iieough the
geography of art. Contacts and exchanges were granted by the exponesgiafincrea
mobility of people and goods that characterised the XVIth century Europe. Not only
the movement of artists and artworkbke latter also through the medium of the
increasingly important industry of printbut also of patrons and intellectuals

contibuted to the circulation of artistic languages among different cultural zones.

23 Artists like Jan Gossaert (c. 14382), the members of Pourbus family, the Massys father and
son,Willem Key (1518568), Frans Floris (151%70), Anthonis Mor (151%75), Pieter Bruegel the
Elder (1525/361569), Maarten de Vos (15314%80D3), Gillis Coignet (153899) had their workshops
in Antwerp.

241n 1540 was established thecaledSchildeanda market that, unlikeu r L a dwanset pand
under ecclesiastic control, biats ruledby t he cityds governmeatsts and t he
inscribed in the Guild of Saint Luke constantly increased in the XVIth century, even irf pasizds o
such as the years after 1566 and-1583. SeBeETERS2009, pp. 13663.

25 An example is the one of the painter Frans Floris, who was part of a circle including the painter
and poet L u c d534),dh@ Hwmanists Abrahabn30ttelius ¢€15928) and Dominicus
Lampsonius (153599), the publishers Christoper Plantin (c.-1528) and Hieronymus Cock
(15181570).Some of these illustrious characters wenemectedotheGui | d of Our Ladyds
member§to rich merchants aralsocollectors.

14



It is always problematic to discuss the circulation of artistic ideas in Renaissance
Europe. Though the concept of oOreceptiont
transf er s t o active agent s and passive
operipheriesdé surreptitiously risks reinf
|l i ke the unidirectional i ¥Heretomthénjsikeodld i n t h e
we avoid the canonical focus on a Floremgméric and more broadly Italian vision,
and attempt to take something of a OEur o]

Bernard Aikema, in his recent bb&kinascimenti in Europa-l@B3Qelaborates
a poigmant examination of the pegasarian approaches to the study of Renaissance
art and offers such a European point of
Re n ai s%He amalgsesihe formation of national artistic idioms not as the fruit
of the adagation of central and authoritative models, but as a series of multidirectional
dynamic process€g his method seems to organically combine the approaches that
we have discussed befotaltural transfer, geography of art, and reception of models
- and acknowledges the fundamental role of mobility in artistic developments of
Europe.

Mobility is a key point in thssudy for more than one reastre movement of
Titiands paintings to the Low Countries
Spainthe movement of Flemish painters to other countni@sonly to Italy but also
to Spain, France, Germargnd their return; the movement of artwakd/or of
their image through prints, drawings, copies; the movement of artists leaving their

homes fonever coming back, fleeing in search of better luck.

26The idea of the Renaissance as the propagation of the rediscovered classical language and culture
from Italy to the rest of Europe was surely promulgated by Vasadiie hisvi t e ded pi % ecc
scultori &chitettofl550 and 1568This model was entirely or partially embraced by modern art
historians like Jacob Burckhardt infhies Cultur der Renaissance in Italien. Ei{l86€juaid Erwin
Panofsky ifRenaissance and Renascences in {@strarttt still appears as a watermark of most
Renaissance studies. BeeFsKY 1971,BURCKHARDT 2000.

27 SeeAIKEMA 2021 passinesp. pp.-29.

28 This approach can be compared to the one applied in the pivotal study by Pef€hdurke,
European Rermaiss: Centres and Peri@d®&®)s In this multidisciplinary study, Burke analyses the
process of revival of classical antiquity throughout Europe by focusing on the conduits of these ideas
and on the imitation and the stylistic reception of arak®&RKE P.2009.
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Bearing these concepts in mind, we might finally outline how the methodology
followed in this study of Titiands rece

literature that specifically dealt whils topic.

Literature review

The shorttextentittels pet ti del | 6i nfwritteslsy&iordio Ti zi a
Faggin in 1964 is very often referred to as a starting point for thesé® &udies.
though he does not claim to give an exhaustination of this phenomenon,
Faggin gathers some artworks which present indubitable aspecaded Jatianism
and briefly discusses their authors. The idea of this essay is to introduce interesting and
unknown examples of copies and borrowings froTi t i ands art and
discussion that does not find space in the text. All the paintings are displayed as
Ocur i os iunicaethedproductibntokthme artists discussed, and the interest in
the inventions of the Venetian is presented as agivf act . The concept
and the focus on Flemish artists ol earni
masters permeate the discourse. Despite having the merit of bringing these examples
to the attention of Italian Titianesque studies,text lacks any attempt to find out
speci fic reasons for repeating or rewor k
acknowledgement of the quality of higart.

Moving on, a scholar who we cannot fail to mention in a discussion of the artistic
relatonship between Venice and the Low Countries is Bert Meijer. For the seminal
1999 exhibitioRenaissance Venice alaittinecrosscurrents in the time of Bellini, Direr and
Titian curated by Bernard Aikema and Beverly Louise Brown, Meijer wrote an essay

entitledTitian and the No¥tin this case, the scholar describes Titianism more broadly

29 SeeFAGGIN 1964, pp. 464.

30For instance, the copies of thece homued theMateDolorosattributed to Willem Key (1516
1568) are presented in the sphere of Keyds adhes:
seems not to deserve an explanation and it is not related in any way to the same selection operated by
Maarten de Vos (133603) when he adapted the s&tee homow in SintJakobskerk, Antwerp.
SeeFAGGIN 1964, pp. 492.

31This exhibition is credited with providing a wider and more complex perspective of the cultural

exchanges between Veni casasanguar dantityebutad\aseriestofccyltural nt e n d e
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as a phenomenon in the O0Northo6, which me
the Alps, focusing on Germany, the Northern and Southern Netherlands. In a few
pages, Meijer builds an intricated network of artists and works of art by focusing on
archival material and painters who travelled to Venice or had direct contact with
Ti t i a*hThis study driginates from a series of articles with a monographic
approactthat the scholar had published in the previous yaatsthat he would
continue to write afterward®n Netherlandish and German artists who moved to
Venice or who had wo## RAmd fromrthe &xtensivea n 6 s w
information and the interesh g overview of artistsd mobi l
this research is the stress on the role played by the original Titian paintings at the
Brussels court in spreading the art of the Venetian fhbbeei. jatentiGesanalysis
of the actual visuaburces and their availability for the artists who had produced
Titianesque artworks amdundamentamodelto developthe method used in the
present research.

The book providing the starting point for this study, is the aforemeritined
botteghe di Tiziamp Giorgio Tagliaferro, Bernard Aikema, Matteo Mancini and
Andrew John Martin. Thechapted o f f i ci na t imdatioecheenslatia e | 0 E
pregnts many of the ideas that are developed and further researctidd ikere.
important to start with a clarification: the authors deal with the European diffusion of

Titiands models from different angles an

and political areas, each one with its distinctivenes&ENsee 1999;MEIJER in VENICE 1999, pp.
498505.
32These pages are rich in references to inventories, documents and reports related taethe presenc
and the relocation of Titiands artworks in the
provides a solid base for the collecting and the
33|t is important to mention at least some of these sttiikegeneral introduction on Flemish
artists in VeniceMEIJER in BRESCIAFRANKFURT 1990, pp.786; on Paolo Fiammingo (154886),
MEIJER 1983, pp. 2B2; on Ludovico Pozzoserrato (:35604/5),MEIJER 198&, pp. 109124; on
Dirck Barendsz (153%692)MEIJER 1988\, pp, 141154; on Jan van Scorel (34862) MEIJER1992,
pp. 219; on Christoph Schwarz (188%2)MEIJER1999, pp. 12156.
34 MEIJERIN VENICE 1999, p. 502.
35This chapter will be discussed and quoted on different occasions in the twudigseftation.
The concepts elaborated there have been emluaitedeveloped or refused, but always taken into
account. SEBAGLIAFERRO ET AL 2009, pp. 33887.
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phenomenon, which is absolutely not limited to the Southern Netherlands. It starts

with an overview of artists who had beenwere supposed to have beéanthe

sphere of Titiands workshop or in Venice,

Europen Titianism divided into thematic sections: portraiture, mythological subjects,

the representation of female nudes, and the religious paintings. This subdivision and

organisation of the works have been partially adopted in the present research, but with

some reserve. In fact, this approach implies that certain themes and subjects were

perceived by contemporaries as Titianesque. It is important to exercise caution in this

respect because we are often not dealing with artworks that can be judged

ounquéstyi oemaatedod to Titiands models. Th

variations, the risk is to considenostany female reclined nude Titianesgymiori

For this reason, the core question of t|

0 i d efdawah and their genesis in the course of the XVIth century: since we are

analysing a process from its end, retrospectively, it is fundamental to consider evaluate

all of the steps composing it and the different context in which they were g€nerated.
Among the theme=xplored irLe botteghe di T@landscagis hardly mentioned.

HoweverTi t i ands de pi inhisioenpaintnfs but alsograts sep e s ,

an example for Flemish paintefsthe XVIth century®” Flemish artisthad the

reputation of being specialised in painting detailed and beautiful landscapes. Their

leadership seemed to have lobatiengedy Ti t i ands representat.i

entered aparadignfiar thegenri@ the artistic literatarand wasnportantfor artists

such as Pieter Bruegel the Elder (8-1589)® Thistopic does not find place in the

36 The examples discussedlAGLIAFERRO ET AL 2009 are usually copies and adaptations of
Titiands paintings or artworks dated around the e
the crucial years of the establishment of the artistic canon related to his art.

3" The topic of Titian anthe landscape painting, or, more broadly, his representation of nature,
is complex and yet to be fully explored. It has been the protagonist of the cdtawposs2012
MiLAaN 2012 It is important to mention the role of engravers like the Netherl&atistlis Cort
(15331578), and in particular of the Paduan Giulio Campagnolalbl&32and the Venetian
Domenico Campagnola (150864) in elaborating and popularising a certain depiction of landscape
that was associated to the name of Titian.

38 Some iteresting insights on the judgments expressed by literates on Titian as a landscape painter

can be found iGR0OSS02019, pp. 192015.
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aforementioned chapter abouandtnlthesaBeir opear
way it will not be developed in tlEgidy Thesubject was left out of this research for
its vastnesand because the themes investigated here are the ones which especially
encountered the favour of the Habsburgs and their courtiers. These mostly included
portraits, mythological subjects, female eetlmudes, devotional and religious
artworks

As mentioned above, the artists discusdeel botteghe di Tizéamoe from or
were connected tadifferent geographic zones, such as the German and the Dutch
speaking territories, with some excursus to 8pather chapters of the book. In
short, the focusnostlystays on the lands controlled by the Habsburgs. In fact, as

stated in a fundamental passage of the chapter:

¢Non wvi ~ dubbi o,auctprigadegli Asburgodosse o fattore c he | 06
decisve del successo e della disseminazione delle varie tipologie inaugurate dal
maestro [€é]. Quei model |l i veniWemao di strib
Madrid,Bruxelles - e diligentemente replicati. Ma altri pittori preferivano ispirarsi a

guegli esempi autorevoli per trasformarli a modo loro, ognuno a seconda del proprio

talento e delle proprie esigenze contestuali».

Stating the Habsbuagictoritas one fundamenidiving force for the adoption
of Titianesque language in Europe and, in our case, in the Southern Netherlands, is
not an innovative idea. Howeverl.ebotteghe di Tizihaa@onstant entanglements
of the social necessities of élitewith the markétn g of t he Titi ands ¢
fortune of specific models are expressed in an exemplary way. This cancepitas
seems valid for what concerns the oO0centr
Habsburgs to a wider public in need of emuldbianit needs to be questioned in
other environments. It is always necessary to keep into account the singular intentions
of the artists and the context of the production of artwork to determine whether a
Titlaresqueno d el wa s plTaiand e @swanethirg sliffeeent.o

Another aspect pointed out by the authors and that has a great resonance in this
study is the problem of style, or technique. It was duly noted that, when the Northern

artists were emulating and adapting the inventions of theWghetly were not trying

39 TAGLIAFERRO ET AL 2009, p. 358.
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to imitate his famous pictorial technit{uiiehis observation is also related to the
changes in the approach to Titiands art |
Rubens and van Dyck expestylanmnnecesdariiwbyt h t h
copying, but by studying and adapting it. The same considerations are expressed by
Miguel Falomir in his essay on the copies after the inventions of Titian in the Spanish
royal collectioff.Falomir notices that copies madehgydourt painters between the
end of the XVIth and the beginning of the XVIIth century did not dialogue with the
originals but maintained the style of the single artists. It was just when Rubens copied
Titian that he used this experience to learn hisqeerand further develop his own,
while we have to wait until the 1630s to see Spanish artists who started systematically
imitating the style of Titidh.

The general lack of interest or even the refusal showed by Southern Netherlandish
pai nt er sloosefandpainterlyadechimigaemetimes also of his paradigmatic
colore and some likely or presumed early experiments by artists, constitute one of the
cornerstones of this research. In fact, this problem of style is directly related to another
oneehnamely the gap, or the mismatch, betw
reconstruct from his reception by the ar
different processes, intentions and transldtions.

This is likely one of the most innavatand recurrent themes analysed in this
di ssertation: to revise the absogbedeapd i on o0
elaboratedby the early Netherlandish art theorists in the light of the practical use of
his manierd This gap opens methodolcai issues and questions the approach of
scholars who had interpreted the reception of Titian through the lens of his

40 Se€TAGLIAFERRO ET AL 2009, p. 368, 376, 381.
41 Sed~ALOMIR 2021, pp. 645.
42 These developments in the Spanish painting are related to the experience and the impact of
Diego Veladzquez, who came back from his Italian sojourn in 1628.c8ar 2021, p. 74.
43We have anticipated how Titian cooperated withdieia his seffashioning and marketing.
But it is worth mentioning that his figurative
expression of the values of Venetian art was also functionalisetifeolordebate.
441n the Netherlandthe art theory found its place in the literature later than in Italy, and it has
been noticed that the works by Italian authors like the utterly famous Giorgio Vasari served as models
for the development of a local art theory. This topic had been aeshessdlly iIMELION 1991.
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biographers without a proper visual comparison. When the humanist Dominicus
Lampsonius (153P599) wrote to Titian, was he referring $oown experience or
was he reising rhetorical images aroifrom Vasari and DolcE@AWere the
judgements expressed by Lampsonius and by the painter and biographer Karel van
Mander (1548606) indicative of the experiences of artists and should tiseyl loe
this respect? Can we consider the oOopitturl
as the distinctive trait of Titiands | at
Southern Netherlandish painters?

For this reason, it is fundamental to disthese textsiisavisthe visual
documents and to avoid retroactive and decontextualised judgements. In this respect,
although this study requires empirical historical research to reconstruct movements of

artists and artworks, it rests on a firm artiidstidoundation.

Structure of the argument

The dissertation consists of five chapters followed by a conclusion, each of which
presents a partially chronological structure and partially thematical.

The first chapter recounts the state of the art ofetaganship between Titian
and his Habsburg patrons, starting from the portraits for Charles V and finishing with
the Perseus and Androtheg@esient to Philip 1l in 1556. This is necessary to set a
context and a starting point for the entire reBesance it was through the Emperor
and the court of Brussels that most of T
What was the artistic and cultural background of the patrons of Titian at the court of
Brussels namely Charles V, Mary of Hungamtofe Perrenot de Granvelle and
Philip 1l -, and how did their intentions, political and not, direct the outputs of the
artists? What was the o0idea of Titianod <c
style by these influential patrons? And whattwhre consequences of t
reception? To answer these questiomsnécessaypyn the one hand, through an
analysis of documents, letters and inventories, to trace the history of the single works

and evaluate their chance of leaving a mark or even of being accessible to other artists.

45The famous letter written by Lampsonius to Titian has been recently discussed. However, these
studies focus more on the networks of the humanist in Italy and abroad and the analysis of his literary
models. SEBR0SS02018, pp241299;GR0OSS02019, pp. 19215.
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On the other hand, the chapter examines whigbr&s were replicated in the court
environment and traces the background and the networks of the esfssially

court painters, who were involved in these operations. These considerations appear
inescapable to build a reference point for theeertearch. In fact, it allows having

a clear image of o0a Titiandé, one of the
c a n dinan®.

The second chapter deals with the artist Michiel Coxciel@3®9another court
painter of the Habsburgs whosalatjue with the art of Titian has never been
thoroughly investigated. In a certain sense, Coxcie appears like the Flemish counterpart
of the Venetian master. From inventorial pieces of evidence and records, we know that
his artworks had been pairedwithTian ds i n e mi n e grandelsale at i on
of the castle of Binche, a place of representation for the Habsburgs, or in the
monastery of Yuste, where Charles V retired after abdicating the throne. Here, it is
important to question the meaningladge pairings both for the reception of Titian
by the artist himself, but also for revealing the perception of Titian in the court.
Moreover, this chapter investigates the production of Coxcie for traces of borrowings
and adaptations fromitian andbffersexplanations for these selections.

The third chapter starts from the analysis of the work of another court painter,
Anthonis Mor van Dashorst (152877), but concerns more broadly the theme of
portraiture. This artist is after all considered the onpaplatarised a codified version
of Titiands portraiture fleogth andnhe thida b s b ur g
quarter formats. This aspect has been discussedbotteghe di Tiziaitb the
hypothesis that Antoine Perrenot de Granvellesaighaf the Imperial dynasty, had
pushed the artist to learn from Titian with the intent to create in Brussels a workshop
based on his model of portraittf®Vh er eas t he adaptation of
evident in the const r urgayingahelitethé prddlemmsd s s p e «
investigated here are both the style in relation to the practices of portraiture in the
courts of Spain and Brussels and the question stathef the artist. Why did Mor
and the other court painters who specialispdrtraiture- for instance the Spanish
Alonso Sanchez Coello (18%b8) and Juan Pantoja de la Cruz {1633} use an
extremely detailed and polished style of paintings? Why did this particular style become

46 Se€l AGLIAFERRO ET AL 2009, pp. 33339.
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the standard f or Theissterofthetatss releeantohrelaton Ti t 1 &
to the figure of Mor. It was recognised that he had modelled his artistic persona on

the one of Titian, probably because he was aspiringstathg the court! It is

important to further expand updng aspect because this idea ofastioning over

the image and the biography of a master characterises artists like Rubens, van Dyck,
Velazquez and Rembrandt.

After focusing on the court environment under the direct influence of the
Habsburgs in ther§t three chapters, the perspective for the remaining two shifts to
the artistic production of the city of Antwerp. It examines the role of painters and
modelsmostlyunrelated to the court in shaping an image of Titian, by way of two
macrethemes: the rigious paintings and the mythological subjects with the copious
display of sensual naked women.

The fourth chapter is dedicated to the reception of the religious inventions by
Titian, and it presents a double methodological approach. So far, the paidigtys
were the copies and adaptations produced in the context of the Brussels court, in
particular after the versions of kateDolorosend theEcce Horpainted for Charles
V. This chapter broadens the research on painters unrelated to thees@luiate
the diffusion of these models and the reasons of their fortune. Another problematic
aspect to deal with is the adoption of models unrelated to the court. In a time and
place characterised by a strong religious debate, the choice of spewgifgc religi
iconographies cannot be separated from this context. For this reason, this section adds
to the formal analysis a particular attention to the iconological appvbenh
di scussing the adoption of Titiands mod:¢
coadati on of the shepherdso.

The fifth and last chapter studies the reception of the mythological paintings by
Titian and of the oO0Titianesqueopoeset hol og
for Philip Il. This might appear the chapter with the strongest foundations in the pre
existent literature, but treating the topic thoroughly, in fact, requires a synthesis of
insights paired with new research. Much of the extant literature deals with single and
isolated cases or adopts a broad perspective that allows identifying lon§ waves o
Titianesque themes. The topic of the reception of mythologies was only studied

47 See in particuloDART 2013, pp. 13162.
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sporadically and superficially. Therefore, this chapter needs to answer multiple
questions. First, what was the consideration of mythological painting in the
Netherlands andow was it differenh Italy? Second, were mythologies marketable,
and if they were, which artists specialised in their produahdrfer what kind of
audience™hird, were these artists unquestionably referring to Titian when depicting
a oTi t itzeme?sAqduvehich were their intentions in showing/hiding the
models? To solve all these issues, it is important to examine the topic from many
angles: the soeexonomical context, namely the change of the necessities of the
clientele and the establishmainbhew markets; the single interests and strategies of
the artists; and how the image debate and the religious tensions influenced all these
aspects. At the same time, this analysis needs to constantly ascertain the availability of
sources and the altetima means of communication that might have acted as
medi ators between Titiands inventions an:
In the conclusion, all of the insights of the sections are brought together to express
the results of the study clearly and briefly. In parti¢his final part allows us to

discuss the validity of the methodology and its possible use in further research.
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1.The Habsburgs and Titian

Starting from the first porita for Charles V, Titian became one of the favourite
painters of the Habsburgsis relationship of patronage lasted until the death of the
artist and included different branches of the imperial farhdy.preferences,
selections and intentions of-orexpezienceul er s
of Titian- in the Soutern Netherland®\n unprecedented series of paintings by the
Venetian artist arriveat the court, constituting theainvisual reference and first
handinteractiot hat Net her |l andi sh painters, patro
It is the purpose of this chapter to outline from scitiieelspecific aspects of the
artistdés production forexper Hmésbsrigs, Ti i
in the 1540s and 1550s and to contextualise it in the cultural andmitditicbthe
Low Countries.
As anticipated in the introduction, the following pages intenditbreferring to the
i mage of the o0hi st analyse thezpbethamendn df receptioni n o r
from a different perspective, and especially to casta eye over the sometimes

overstated oOoi mpactoé of his art on the Nei

1.1 Titian as Apelles for Charles V

In the XVIth century, the Habsburgs were the most powerful and influential
dynasty in Europe, with Charles V of Habsburg rweig«the empire on which the
sun never set$&0On 10 May 1533, the Emperor himself made Titian knight of the
Golden Spur and count Palafitdore importantly, he gave Titian the honour to be
the only person allowed to portray Ffii@harles V found hisourt painter in the

48 This definition of the Holy Roman Empire is ascribed to Fray Francisco de Ugalda and was
especially used to describe Philip I186s reign.
“The document is preserved in TitiaRDOsl house in
1648, |, pp. 18082 with a mistake in the transcription, dating the document to 1558)GR®
1850
0 This was true in theory, but in practice, other painters continued producing images of the
Emperor in different media such as prints and sculpturexample iaspectacular statue made by
Leone Leoni (1568590) and Pompeo Leoni (18%®8) and now at the Prado Museum, tiealbed
Emperor Charles V and th¢1B6@1555).
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successful Venetian artist as Alexander the Great had discovered Apelles. This

comparison is explicitly written in tiploma hat rati fi es Titianos

¢c[é] a quella tua squisita algualartkei pingere
tale a Noi I i mostrasti, che meriti veram
secol o; e seguendo | esempi o dei Nostri

Ottaviano Augusto, dei quali il primo voleva essere dipinto dal solo Apelle, il secondo
da eccellenti maestri soltanto, provvedend
pittori, e da brutta e mostruosa pittura non venisse scemata la gloria loro appo i

posteri, ci | ascifammo di pingere da te [é]e

While Titian is compared to the legendaiccessful painter, Charles V is linked
to Alexander the Great and Augustus. Titian is praised especially for his abilities as a
portraitist wit halvivbhee peettpaddaesissgiesentedagthet r ar r
only artist capable of givingie image of the Emperor its deserved dignitytoplos
used to describe this patramist relationship was not merely an exercise in rhetoric
and a humanistic fashion but carried a more complicated meddsgles
comparing Charles V with the graatesnarchs of the classical world, Bigoma
served also to make Titian theabddbsbur g:i
hundred and fifty paintings for the Habsburgs and their ministers and after 1550 his
fortune stayed inextricably related t¢ toart. However, the relationship between
the Venetian master and his imperial patron was discontinuous and complicated from
both sides.

On the one hand, Titian kept a spestatusf autonomy for an artist so close to
rulers and powerful courtiers. Had always tried to balance his interests with the
necessities of the courts, avoiding bein
forced to leave his beloved Venice, where no court was .p@sethte other hand,

it is worth to mention that thelegance and the intimacy of Charles V connection

51CADORIN 1850, p. 17.

52The italic isnine.

53 For an extensive analysighe use of thishetoricin Charles V and Titian case, BeBART
2011, pp. 350, 19974.

54The complex relation between Titian and the European courts is briefly tidatez1lia79,
pp.7-10. For a more general view,GeeCcA CREMADES2013.
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with the painter was questioned especially by Miguel Falomir, who stressed the role of
Francisco de los Cobos, secretary of the Emperor, in the choice of Titian at first
place® Titian was a painter connected to some of the most flourishing courts in Italy,
and his status played a major role in drawing the attention of los Cobos, and
subsequently of the EmpetoFf hi s aspect is essential to
his cound®ors) choice in favour of the Venetian painter and the importance of his
ability as portraitist in this artistic transaction

Anyway, the esteem accorded to the painter by the Emperor became the subject
of many anecdotes, the most famous of whichaged by Ridolfi. The Italian writer
describes in higite how Charles picked up the paintbrush dropped by the painter,
replying to Titiands amazed reatThé on: ¢
biographies of the painter report differerdnelg and stories following the Alexander
Apellegopqsvhich magnified the relationship between Charles V and®Titian

These werether e mi ses of the artistds empl oy me
Habsburg court, a system whi cthréantainul es a
his role and to take advantage of the benefits coming with it.

55 FALOMIR 2010, pp. 453;FALOMIR 2013, pp. 13149. For the political aspect, KEsIISTON
1960.

56 Federico Gonzaga, Duke of Matua and head of a powerful princely family, commissioned from
Titian a portrait for Francisco de los Cobos, of which the sgevataparticularly satisfied. The Duke
of Mantua, as we will discuss, had an important role in recommending Titian to Charles V, in this case
through the secretary of the Emperor.ReeMIr 2013, pp. 13436.

57See at leaBWETHEY 196975, II;FLETCHERIN LONDON 2003 pp. 2942 NAPLES 2006.

58 RIDOLFI 1648, I, p. 162.

A part of the construction of the O0Olegendd an
expressed by the biographies, there are also reliable sources that suggest how tha péintegédd
positionin the eyes of the Emperor. Both a letter from Melanchton to Camerarius quoEdby
(1936, I, p. 18@&nd one from Gian Giacomo Leonardi to Guidobaldo della Rovere quGroNaw
(1936, p. 98inderline with a certainsurptse e | ocati on of Titiands r oom,
and the many opportunities they had to talk to each other. S#erEI®79, p. /MANCINI 2000,
pp. 221234,
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11.1Titian as court portraitist: steppingstone and boundary

In the Diplomais ability as portraitist is considered the main reason for giving the
Venetian master the knightship, while the comparison with Alexander the Great and
Augustus (not mentioned by chance!) enhances the role of Titefeasurite and
unique- in theory- perpetrator of the image of the EmpeAtsothe anecdote related
to the Cesar picking up the brush is set during the creation of a portrait.

Vasari remembers that «un bellissimo ritratto di Sua Maesta tuttd amasto»
realized in Bologna in 1530, as the result of the first meeting between the artist and the
Emperor, but the documents tell a different Stétgderico Il Gonzaga (150640),
Titiands pat r oarknew imddvahae labout thd padscnmaties V
through the city and summoned Titian with a letter dated 10 Octohé&rin5a6
|l etter, he specifically asks the artist
tradition of the dipl omat beneegtid®ftisstih ddr e s s «
debated if the painting was made on that occasion. It is possible that Titian and Charles
V were introduced by the duke of Memh Parma or Bologna, in a brief trip in 1529,

or maybe in the latter in the years 4E3Zietro Aretim, close friend of Titian and

promoter of hisaffwr ot e t o Charles Vds wife, I|sabe
¢cTiziano [ é], infiammato dal desiderio di
i stesso a Cesare propri o, frespireildipidta con gr a
duca di Mantova, che, nel vederlo, | 0altis:¢
effigie suass

60VVASARI1568, II, p. 810.
61 The first meetings between Charles V and Titian are discubkwd: ih977, pp. 55552;
BODART 1998, pp. 530;BODART 2011, pp. 429;5AssU2012;5AssU2017, pp. 29912, with further
bibliography; and the recémtNARI 2019, pp. 381.
62 Trangribedin BODART 1998, p. 262.
63 For this use of the gift, SBeDART 1998, pp. 228.
64 The literature about the relationship between the painter anettleelsd edg el 16o i ded pr i
extended. Heris indicate just the fundament@REGORI 1978, pp. 27#306;FREEDMAN 1995 and
the more rece™VADDINGTON 2018.
65 ARETINO 1960, pp. 39899.
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In this letter dated 18 December 1537, Aretino recalls how the Emperor decided
to be portrayed by the Venetian painter just ladtdrad the opportunity to see an
effigy of the duke dflantua Federico Il. This anecdote enforces the hypothesis that
Charles V must have beerMantuabefore the commission of his own portrait by
the hand of Titiarand moreover suggests the Emperor was patrticularly interested in
the artistdos ® alent as a portraitist

In spite of the doubts regarding the precise date, is it sure that Titian painted one
or more portraits of Charles V in this period, that are naw lost
The oritratto di Sua Maest ™ GQharlestVaithar mat o
drawn swpkmhown thorough copies by several artists among whom Rigoens’
an anonymous ltalian copy from XVicentury in the Montagu Collection in
London® and the prints by Giovanni Britto and Agostino Venefaree other
portrait related to these first meetinghiarles V with a,aumyv in théPrado Museum
(Figure),”’ which is probably the earliest portrait of Charles V by Titian still preserved.
This fulHengtheffigyis related to the one by the Austrian painter Jakob Seisenegger,
court painter of the Emperords brother,
a dog (Figured).” The two paintings clearly share a common model, being almost
identical in the general composition, the pose and the clothing=aipbeor, and
the presence of the impressive hound at his side. So, which is the original and which
i's the copy? While the portrait by Seise
by the Italian master is commonly dated slightlyt@t&s33, dung t he Emper or

66 SeeSassuU2017, pp. 30202.

67Peter Paul Rubens after Tit@harles V with a drawn sifié1605; 119x93 cm; oil on canvas;
collection of LordMountgarretNidd Halt Yorkshire SeeMULLER HOFSTEDE 1967, pp. 347;
HUMFREY 2007, p. 144NooD J.2010), pp.225233.

68 SASSU2007, pp. 14547;5Assu2017, pp. 30806.

69WETHEY 196975 11, pp. 191193. See al®DDART 2011, pp. 667;FALOMIR 2010, pp. 453;
SASSU2017, pp. 29912.

70 Titian; Charles V with a;db833; 194x112,7 cm; oil on canvas; Museo Nacional del Prado;
Madrid. Se®ANOFsKY 1969, pp, 18284;WETHEY 196975, Il, pp. 887; FERINO-PAGDEN 2000,
pp.6475;KUSCHE2004, pp. 26Z80;FERINO PAGDEN-BEYER 2005 MADRID-LONDON 20082009,
pp. 505506;TAGLIAFERRO ET AL 2009, pp. 33339.

1 Jacob Seisenegg@harles V with a;db§B2; 205x123 cmij on canvas; Kunsthistorisches

Museum; Vienna.
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visit to Bologna. Wethey underlined that the dog and the clothing had been described
i n SaDaiitredsated to the Emperorods vVvisits
November 153Zand t hat Titian didndot ofaheri ve i n
following year. However, the radiographic analysis made on the Prado painting in 2000
revealed aentimerttwat brings into question whether Titian could have made such
changes while copying Seiseneggerds port
Leaving asidéhese philologicaliscussions, what is relevant, as pointed out by
Tagliaferro, is thawve are not witnessingsai mpl e matt er of oart.i
because both of them, in their artistic dialogue, contributed to give a tugiit® the
portraiture’® The debate goes beyond the scope of thig. it issignificanin
this context | sexdmphlnd Hisaoletinisimping thé typdlogy ofa n 6 s
the statg@ortrait’
Therefore, the Venetian master entered an international stage and was praised for his
ability, linking himself to the most powerful dynasty of his time because of his portraits.

It is not coincidental that Titian earned his privileges abighlusan 1533, after
renewing the public image of Charles V, until then very much connected with the
typology of the halbust inherited from German and Flemish tradition. Jan Cornelisz.
Vermeyen, Barthel Beham and Christoph Amberger, all painters related with the
Habsburg court, realized Emperordos effigi

An account off i t iswcaesitsthe courtan be exemplified by the diplomatic
correspondence aimed to biting Venetiato Spain in order to portray the Emperor
and his wife Isabella againstiieof the Serenissima Repubblicgpe de Soria, the
Habsburgds ambassador in Venice, wrote t

of Cobos asking to grant Titian the permission to leave Venice. A letter dated

2WETHEY 196975 Il, p. 86. The hound is descrilzadompanyinthe Emperor during his visit
to Verona, 7 November 158NuUTO, LVII, col. 217: «Veniva sopra uno caro con uno grande cane
corso, quale se diceva lo imperator farlo cussi portar». The costume is also $ueseatlivll,
col . 194: ¢Soa Maest”™ vene vestita deéetcazaogi o et r «
li bolzeghini bianchi».

73 TAGLIAFERRO ET AL2009, pp. 33837.

740Exemplun i s a word particularly suitable for desc
of the standardization of tetat@ortraits deeply discussedBODART 2011.

75SeeBODART 2011, pp. 7-80.
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September 1533 records this debateeThepe de Soria asserted that many other
painters could have replaced Titian in conceiving and executing the canvas for the
Maggior Consiglio, but Charles V and Isabella demanded his presence: «si no para
hazer retratos$The idea that a painter likiéidh could have been easily substituted
for the decoration of Palazzo Ducale but not for the creation of a portrait seems quite
logic, as it would need the physical presence of the artist to render thdifeliter as
as possible. But it is also impattto consider some other elements. On the one hand,
this claim of the services of the painter served to assert the authority of the Emperor
over Titian and his prioritie®n the other hand, this event underlines once again that
the artist was particularalued for this skill of painting portraits which were true to
life. The same Lope de Soria gives a perfect definition of how Titian was perceived in
another letter addressed to Ferdinand | the following year, defining the Venetian
master as: «el primegpara sacar al naturdlin a welknown letter by Ferrante
Gonzaga to the duke Mantuadated 14 January 1533, the writer informs that:
«Maestro Tiziano ha fatto lo Imperatore tanto naturale che tutti quelli lo vedono hano
da dirneWhat is pointedut is thenatural appearafitiee Emperor in the portrait,
whether is referring @harles V with drawn swQidarles V with the’tibigese images
were combining the Northern tr amanierda on wi t
venedd’

The preference for this kind of natural representation can be ascertained by the
scarce success earned by the portrait made by Parmitfeinecorded by Vasari:

c[é] fece senza ritrarlo | 6i magine di es:

76 MANCINI 1998, pp. 120, n. 5 p. 136.

77TMANCINI 1998, n. 9 p. 140.

78 Transcribed bBODART 1998, p. 262.

79 The praises for theaturalezzand lifelikeness of the sitter were not a simple matter of
resemblance, but they were related to a systemvehtiond._etters, poems and art treatises from the
XVth and the XVIth centuries insist on the idea of the portraits looking like they weerSeali
CRANSTONZ2000pP. 145147.

80 CHECA CREMADES2013, p. 206.

81 A copy of this painting, faxlong timeconsideredhe original, is preserved in the private
collection Rosenberg & Stiebel, New York. For the receptibis painting by the Habsburgurt,
seeCHECA CREMADES 2002\, pp. 357359;BoDART 2011, pp. 561; CHECA CREMADES 2013, pp.
202205.
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qguell o dipinse | a Fama che | o coronava d
piccolino che gli porgeva il mondo quasi dandogliene ilidethT his iconography
was too complicated and too full of symbolic elements, to such an extent that it never
became an official image. Charles V showed a strong aversion towards allegorical
representatiorgkelydue to the austere tradition of the Buadjan portraits and to
his education. Erasmus of Rotterdam, who
young princewarnedhim against the dangers of portraits, too often related to the
practice of adulatiddErasmus suggested the prince should lesre gortrayed in
an Oinstructived way, or cengdmea in sol
example of good governifig

Therefore, theaturalezfar which Titian was praised was not enough if he could
not use it as an expression of impdeeb&imIn fact, because Charles V was about to
be crowned in Bologna as Emperor, it became all the more urgent that his physical
image should correspond with his majgsityisSo, these years between 1530 and
1533 were a period of experiments in an icapbigal point of viefiIn those crucial
years the Venetian master produced poitraits w h icarrbcedh et e pr ot r udi
lower jaw of the monarch, maintaining this way the likeness of the Emperor in a more
idealized version. This practice can besdetatthe rhetorical figure dissimulation
discussed by Pliny and Quintilian, according to which «realism must be subjected to
decorum$’

It is selfevident that the fulength portrait by Seisenegger and the detailed and
traditional images paintedAyberger and the other painters gravitating around the

82\/ASARI1568, Il, p. 235.

83ERASMUS(1516)1996, pp. 991. See alddADRID 2001, pp. %X9.

84 About the education of the Emperor and his role in dictating the fashion of court portraiture,
seeFALOMIR 2008, pp. 669, quote at p. 71.

85For the importance of the rhetoricahstructiorof the royal portraits, S@8HANNESSON1998,
pp. 1136.

86 An extended analysis of this process can be folBwbirT 2011, pp. 9344.

87 FALOMIR 2008, p. 72BODART 2011, pp. 12127. The main classical sourceareo IL
VECCHIO, Naturalis HistorigaXXV, 3690;QUINTILIANO , Institutio Oratqrlg 1417. The oncept of
dissimulatigas also related to the anecdote of Apelles portraying in profile the dikfiggred
Antigonus by QuintiliancAn interesting summary of the concept of decorum in portraiture is
JONCKHEERE 2016, pp. 340.
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court wereomplementedy Ti ti ands canvases, which
Germammodelsand a concept afecorurooted in classicism.

Portraiture andtatus/ere the key elements for the caaf Titian since the very
beginning. This we must keep in mind to trace and evaluate the reception of his art

and the fortune of his models in the court.

11.2Widening the commissions: seHoromotion and variety

As mentioned before, Titian was not newhe court environment. He worked
for Al f ons el534),0dbke bfeFerrgfaFdaidcésco Maria della Rovere
(14901538), duke of Urbirfdand for Federico Gonzaavho also introduced him
to the Habsburgs. But, after 1533, Tit.i
as fruitful as he probably hoped.

As a court painter, Titian was employed especially as a portraitist, but that was not
his only task. Alfonsd 6 Es t e, Federico Gonzaga and
among others, commissioned also mythological and religious paintings. Charles V, on
the other hand, wasitiallynot showing interest for other painterly genres. In 1537,
the Venetian painter, asied by Pietro Aretiifé sent to Isabella of Portugal an
Annunciatidre had painted for the cloister of Santa Maria degli Angeli, in Murano,
which was refused by the nuns for its high.Bridgs was, of course, an intelligent
strategy of marketing: this o0giftd was
to reinforce his connection with the Habsburg court in a moment of scarcity of
commissions, and giving him the chance to provelhimaedifferent category of
painting. In the letter that Pietro Aretino sent to Titian in that occasion there is an

interesting passage about the portraits:

88 For further bibliographseeWeTHEY 196975 Il pp. 143153;CHECA CREMADES200%, pp.
41-72;HOPE 2013; CHECA CREMADES2013, pp. 5914.
89 SeeGRONAU 1936;URBINO 2004,CHECA CREMADES 2013, pp. 13670;PAOLI-SPIKE 2019
% This long and fruitful patronapas been treated bwast bibliography. S8eDART 1998;
ZEITZ 2000.CHECA CREMADES2013, pp. 11435.
91ARETINO-VASARI2008, pp. X12We have an i nteresting example
painting in this legt.
92 The painting, now lost, is known through print by Jacopo Caraglio dated 19&7H&ge
196975, I, p. 71FRASCAROLGPELLEGRINI 2013, pp. 3306.
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cl[ é] per fare invidia a coloro che, non
voi la palma reitratio»93

Aretino is pointing at the problem that Titian, in the Tuscan intellectual and artistic
environment, was praised only for his ability as portfaitie writer refers to the
problematic debate abalisegramdcolorifdéhe contrapositio between Tuscan and
Venetian art that would exclude Titian form the first edition &fithey Giorgio
Vasari in 1559. This statement also suggests that the exclusive role of portraitist did
not completely satisfy Titian, also in relation to thexdagoposition held by the
portraits in the hierarchy of pictorial geffres

Unfortunately, the gift of thénnunciatiodid not bring new significant
commissions. It is true that Titian found excuses to avoid travelling to Spain and
worked mostly from Vére, but his main task at that point was the production of

portraits for various members of the Habsburg court, and especially copies after his

93 ARETINO-VASARI 2008, p. 12.
94 FREEDMAN 1995, pp. 145. The author points out that Aretino must lsavesed the danger
of promoting Titian only aspmrtraitist This passage is also reporteBpMIR 2013, p. 139 as an

pC

example of Aretinods frustrati on withthelabelingaofg | abel |

Titian as a portraitist.

9 The theoretical debate disegramdcoloreharacterised the artistic and intellectual fielts wel
beyond the XVIth century. This complex and Aadited topicas well as the discussions over the
socalledparagobetween painting and sculpture, will be referred to in the course of the study, but it
cannot be thoroughly analysed hereRSskiLL 1968FREEDBERGS.1980]I, pp. 309322;ROSAND
1983, pp. 1526 POIRIER 1987 pp. 5286, PUTTFARKEN 1991 pp. 7577, HALL 1992 GOFFEN 2002,
pp. 265338;ROSEN 2001, pp. 42233;HOCHMANN 2004 FAIETTI in OXFORD 20152016 pp. 3949.

9% As clearly summarized ByssL.2 0 0 8 , p . 36: c[ é] the requireme

accounts for the subordination of portrait to history painting in the hierarchy of genres as established
in sixteentkcentury Italian art theory, with his distinchietweerimitareunderstood as the intellectual
application of art to render visible the universal essence of thingsam@donsidered a mechanical
copying of particular appearances». It is a complex and important topic for art theory during
Renaissance. Leon Battista Alberti, iDéisictu@441) states that the history painting was the noblest
and most difficult kind g¥ainting because the artist had to use his intellect. IBhwief, 1940, pp.
11-12;LEE 1967.
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own model8’ Therefore, in the 1540s the artist managed to find an entrance into the
papal court, where he enotered the favour of Pope Paolo Ill and his grandson
Alessandro Farne$é\lthough the Venetian master was at the same time patronized
by two of the most important men of Europe, not everything went according to plans.
In 1543 popePaolo Il summoned i in Bologna to paint his portrditat became
one of Titiands masterpieces, but the a
Pomponic? In the same year, the only new commission he received from the
Emperor was the posthumous portrait of Isabdiiahve painted in 154kve years
after her death in 1589In this case, Titian had to realize this painting after an
unknown model, that Aretino described as «molto simile al vero pero di trivial
pennello’** This task was quite challenging, and Titian almost completely satisfied the
expectation of the monarch.

The letter that Titian sent to the Emperor from Rome in 1545 exemplifies his
strategy of seffromotion*®*The entire text is a grandiose-aélfertisement from the
part of the artist. Titian starts remembering the Emperor that he hadrsta
portrat of his wife, thus emphasizing that this painting was the last commission of
Charles V (and also the first one after the Diploma in 1533) and announces that he
spontaneously had donéenu¢ or hi m. A painting, he writ
Speranzahe fara chiara fede quanto la mia arte avanzi se stessa in adoperarsi per la
Maesta Vostra¥ Titian proposed to the Emperor one offiéxes de resistanaked
female nude in the guise of a mythological character. In line with the Alegalheter
topgsTitian was an active promoter of his comparison to the Greek paihtar.
essayl.uba Freedman suggests that the Venetian painter was well aware of the history

97 An example impor trait, now | ost, of the Emperor sen
Perrenot de Granvelle, remembered by Lope de Soria in a lett@6datigust 153BIANCINI 1998,
n. 4, p. 135). S¥ETHEY 196971, Il, pp. 174.77.

98 SeeZ APPERI 1990;ZAPPERI 2006, pp. 556;HALL 2011, ppl45151;PADUA 2012;CHECA
CREMADES2013, pp. 22246.

9OWETHEY 196975, Il, pp. 12224,

100The painting was lost in the fire that destroyed the royal palace of El Pardo in 1604, like many
ot her Titi aWensey 186985t llepp.ROEROL e s .

101 ARETINO 19571, pp. 911

102MANCINI 1998, pp. 16465.

103MANCINI 1998, p. 164.

35



of Apelles adepictedoy Pliny, who described the portraiture and the representation
of a naked female figure as the genres that were most beautifully mastered by the
famous paintéf* The perfect subject for the representation of the sensual female
body was surely Venus, goddess of beauty and love. But the goddess could also carry
political connotations due to her role as progenitress of Julius Caesar. The choice of a
naked woman seemed appropriate, considering the success obtairi2anaydhe
the cardinal Alessandro Farnese in the samé®Batsin this case, the identity of
thewoman as Venus, is more meaningful. Titian wanted to enforce his role as Apelles
recalling the most important achievements of the Greek artist and reaffirming the
parallel between Charles V and Alexaffdgut Titianwenteven further, suggesting
thatte s ojourn in Rome was enhancing his ar
divenghi degna di pingere le vittorie che Nostro Signore Dio parepara a Vostra Maesta
in oriente Pr oposing to paint Charles VOs ovi
conclwsion for a letter in which Titian uses his versatility and his improvements as the
ultimate weapons to really exploit his connection to the Habsburg court.

The Emperor seemed impervious to these suggestions and renewed his requests
of Ti ti anadrselwsotriko nj utsot |ishalloweny Enmgpréss waggor t r ai
presented in a black dress, with flowers on her lap and the imperial crown behind her.
Unfortunately, the portrait was lost, like many others, in the fire that consumed the
palace of El Pardo i5@4'®Charles V complained about the likeness &fither e s s 0

nose in a letter tbiego Hurtado de Mendozas diplomatic in Venice, expressing

104 FREEDMAN 2004, pp. 19%99.
105SeeZ APPERI1991, pp. 15971.
16The famous Apel | es 6Vepuws Anadyomand Plony writdsetmatitsvasi s cal | |
bought by Augustuspellesusedthe appearance Glampaspe, theeautifullover of Alexander the
Greatasthe model for his iconic pairgifThe pardlel between Charles V and Alexander could then
also be extended to Augustus, remembering that the Habsburgs traced their geneato@gsarduli
(FREEDMAN 2004, p. 198).
107MANCINI 1998, p. 164.
108\WETHEY, 196975, II, pp. 20201. The appearance of the painting is preserved by a print by
Peter de Jode after a lost copy by Rubens.
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his desire that Titian could correct’itt is also possible thétis solicitation for
| sabel | asdtsy 60 rchoiunadplbee t he official form t|
Titian at court took. He mentioned this problem again in 1547, exhorting Titian to
reach him to the Diet of Augsbgttand in the following months, Diego Hurtado de
Mendoza had to reage the Emperor that the painter would have departett’soon
To sum up, the ability of Titian as portraitist and his reputation of an artist that
could reproduce theaturalezzd the human figure, combined with the backing of
Federico Il Gonzaga and Francisco de los Cobos, brought the Venetian master to the
attenton of Charles MWWhen theartist had to prove himself, he cleverly manipulated
German and Flemishodelghat were traditionally related to the Burgundian dynasty
in his personal style, offering an alternative more suitable to the oheperiaii
Earning the knightship and the privilege of being responsible of the official image of
the Emperor, put Titian in a wider, European network. Titian spent the following
fifteen years manoeuvring between aheMabsburgsarious court and Venetian
commissiog, maintaining a privileged but not so prolific position with the Emperor
and, at the same time, trying to sell himself also as an history painter
Al of these events and mutual sol icit
invitation in 1529, led to a key moment for what concerns this studyracdtien

of Titian & sin aaBurbpeapaonramthetwoAugs bur gds soj ourns.

1.2Titanandthecent r al ity of the Brusselsd cour

Titian became the Habsburgs Apelles. What did thieritd, and which
expectations did it raise for the artigiPly actors were involved in the direction and
in the selection of Ti the Hathérendishwcbujtefct s an

109MANCINI 1998, n. 41, pp. 1853. Letter dated 30 October 1545: «Solo una cosa nos paresce
gue se devera aderezar un poco, en la nariz, pero, porque en lo que Ticiano ha puesto la mano no la ha
de puener otro, le havemos guardar y llevaremos para que, quaretagsapsr Italia, él mismo lo
adereze».
110MANCINI 1998, n. 44, p. 165.
1I1MANCINI 1998, n. 487, pp. 164.67;MARTIN 2006, p. 99.
112 An interestingnd perspectivghiftingstudy on the Burgundian dynasty ismdnportance in
the European artistitynamis iSBELOZERSKAYA 2002.
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Brusselslt is important to hereby assdss importance of the court in establishing
which images arrivédthe Low Countries and whether they would become relevant

to the Flemish artistirectly involved in the courtly envinoent.

1.2.1The imperial Diet at Augsburg in 1548

It i s somewhat paradoxical to talk abol
scattered territory included the Holy Roman Empire, from Germany to northern Italy,
from the Austrian lands to the Burgamdiow Countries; the Spanish kingdom, with
the south of Italy and the islands; the colonies in America, Asia and Africa. Charles V
spent most of his life travelling from region to region, and his cougsedagtas
itinerant as he w8 As anticipted, the Emperor gave Titian honour and glory,
associating the artist with his eminent name and reinforcing his position as the
favourite painter of the o0crowned headso
Charles V showed that his interest in ag merely functional, as illustrated by his
commissions to the Venetian master: portraits of himself and his wife. Then, what did
change? And why is it meaningful to focus on Brussels?

A precise outline of Titiamtstingpheoduct i c
first place, because the artist did not work just for the Habsburgs, but also for different
families related to the court or that hosted the painter and his companions during the
voyage, anthis circumstanescattesthe material and makeheterogeneoud$'But
the most problematic aspect is that the number of paintings that survived up to the
present day is very scat¢elowever, what is relevant for this research is to analyse
which paintings arrived at the coofrtBrussels, and how they were received and

assimilated as an example of the art of Titian in the Netherlands.

113 Artists could follow the court and also becgimerantsSeeHAND 2011, pp. 47.

114 TAGLIAFERRO ET AL 2009, pp. 13637. Titian started at least two portraits for the Fuggers,
including theCharles V seatedv at the Alte Pinakothek of Munich, one or two paintings for Otto
Truchsess von Waldburg, who hosted him in Fiissen. The role of collaborattodsga@dominant
in many of these works.

115 A conspicuous number of the paintings realized for the Habsburg family, especially portraits,
perished in 1604 because of the fire that consumed the palace of El Pardo in Madrid, and in the fire
that destroyed éhRoyal Alcazar of Madrid in 1734.
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For a start, isworth remembering how meagre the output had been of the fifteen
year s bet ween Titianos d e ssbuygs andi tleen as t
convocation to Augsburg had been, both economically and in terms of artistic
achievement$®

Charles V had granted an ansakrpf 100scudb the Venetian master in 1541,
which was payable in the city of MitaiThis pension was a cmguence of the
honorific titles given to Titian by tbglomaf 1533 and served also as a recompense
for the aforementione@innunciatiagent as a gift to Isabella in 1537. However, the
Duchy of Milan negated the payment of thesduei® forcing Titan to take some
action. Moreover, the only painting commissioned directly by Chaalkefavas we
know - was the posthumous effigy of Isabella, and nattsedrherefore, its not
surprising that the invitation of the Emperor was finally accediaigry 1548, in
a moment when Titian needed a chance to 1
and Charles V could make the best afduist portraitist*®

As previouslymentioned, the artist was already in the middle of a strategic

campaign desigd to make his title of Apelles finally worthwhile. Th&September
1548, Titian wrotérom Augsburgo Antoine Perrenot de Granvelle (:3536),
Bishop of Arras and statesman of Charles V, mentioning that he had brought the two
paintings from Venict please the Empetér Together with th&enushe had
anticipated in a letter from 1545 while he was in Rome, Titian brought to Augsburg an
Ecce Homoa slate, now at tHierado Museunm Madrid.

It is difficult to draw conclusions on tflenusbecause it was not mentioned in

t he E mipvwentooigs arsl is now lost. This painting must have been a medium

116 As pointed out especiallyyLomIrR 2013, pp. 13149.

17"For a recent di s cus ORSATO2@LE, ppl 99091 Ehe dosumgne nsi on s,
referring to this annual payment is publishedmri 2012, pp. 16405

118SeaCHABOD 1961, p. 360. The crisis of the Duchy of Milan forced the nobility to beg Charles
V to reduce the donations to ntaxxpayer of the Milanese territories.

For the concept of the Opr eBman 2005appE3ent ed of
146;MANCINI 2019, pp. 3538.

120MANCINI 1998, pp. 17Q72. This is the first time the two paintings are mentioned together as
a gift for Charles V: ¢[é] e condurli in su una

Venere, come me iomandato per nome sua Maesta».
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size canvas, not too big for the transport, showing in all of its sensuality the female
body par excellerite one of the goddess of loveanyl hypotheses have been
formulated about the composition of this images. itmore similar to the typology

of the Sleeping Vemua landscape, like the Giorgione protefifpiee Venus and the

musicidf? or theVenus at the miffdRecently, Peterufrey suggested that the

Venudor Charles V should have beeNemnus at the mittbrecognizable in the
paintingmentioned ithe155253 i nvent ory of his son Phil
palacé® If we follow his hypothesis, then \tould mean thait was the first

mythological subject for Charles V that had been copied by Rubens2&(8ia28
4).***Thereforethis copy would give agrecise idea of thppearance of tipainting

that Titian announced to the Emperor since 1545, when he was in Rome. Humfrey
observes that treontrappostd t he body i seems imae attantuatedd s C 0 |
and sculptural than the oneTof t Venus&ite the mirmair Whashingtorgrigure),

the only surviving autograpérsionof this inventiort*’ This, plus the architectural

pedestal decort with an antique frieze, and the stylentladéthes with the other

painting produced for Charles-\ess pictorial, more plasticwould indicate a

121 The rederence is the secalledSleeping Veimuthe Gemaldegalerie Alte Meisteof Dresda, a
painting attributed to Giorgio da Castelfranco (Giorgidlostscholars agree that Titian finished the
painting around 151@specially in the landscape. This painting is considered to have been very
influential, creating a subgenre at feénussot in Ven
Urbinat the Uffizi was part of this traditi@eeHEINZE 2016.

122That theVenudor Charles V was part of this typology was argued algerbgy 196975,

I, pp. 6368. For a general introduction, see2sBAss2002, pp. 2B3;CHECA CREMADES200%,
pp. 8397;GENTILI 2012, pp. 24356.

123 The invention had beenpiigated many times during the late career of Titian, and in
POGLAYEN-NEUWALL 1934, pp. 35884, are listed at least 30 versions of it. This typology is discussed
in WETHEY 196975, Ill, pp. 6870;MADRID 2002.

124HUMFREY 2015, pp. 22232.

125The inventorys published iKUSCHE1993B, pp. 261292, astUna venere que se esta mirando
en un espejo que lo tiene Cupido».

126 peter Paul Rubensenusvith a mirrot60611 or 162&89; 137x111 cm; oil on canvas; Museo
Nacional ThysseBornemisza, Madrid. S&®oD J.2010, |, pp. 19097.

127 Titian; Venus with a mirrds55 c.; 124,5x105,5 cm; oil on canvas; National Gallery of Art,
WashingtonWETHEY, 196975, IIl, pp. 206201;MADRID 2002;HUMFREY 2007, p. 26(0ROSAND
2009\, pp. 184186;HUMFREY 2015, pp. 22232
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complete adherenttethe manner of the Roman years. What we can extrapolate from
the XVlIth-century cop, is a painting that shows a precise awareness of classicism,
and that could have been stimulated by the Roman antiquities, as Titian himself
anticipated his lettef?®In fact, it is difficult not to see a link betweearctinvas of
Titian and theveltknownclassical statue of t¥ienus pudjediich showthe goddess
in the gesture afovering her breastind pubic aré& Another element that can
support Hasomrgrsehe presenceedMenus at the mirmothe collection
of Antoine Perrenot de GranvéfftHe hadbee@har | es V and Phil i p
of state,and commissionednany copies and replicas after paintings owned by the
Emperor and his son, asesult of courtier admiratith.

TheEcce Hofdt(Figure) seems to have betaly appreciated by Charles V, who
brought the painting with him whée retired to the monastery of Yd&t&his
painting is meaningful for discussing the reception of the art of Titian, because of its
success that generated a remarkable request oandpies

The fortune of the painting at the court of Brussels had been interpreted in
different ways by the secondary literature. Hope identifies in the pietistic tone a
Spanish accent that would hiaer ondetermined its success as a perfect expression
of a ComterReformation painting* Nichols prefers to connect the Prado painting
to simple devotional hdéngth images inspired to Flemish mgédancini stresses

the aspect 0;F Hath argnesnthaheset were rthé material and

128These considerations are alddADRID 2002, pp. 226.
129This type of Venus was attributed to the Greek scupltor Praxiteles, and it was kramyn in
versions, becoming an important reference for artists at the beginning ofhifoeixuty.

B¥Wc169. Una femme devant GAUmHERI9®Lpp. 339.t enu par | 6 A
131 For a discussion on imitative behaviauthe court environmenbn the straegies of self
fashiot o strengthen the group identity and on the ¢
ELIAS 1983.

132Tjtian;Ecce honi®48; 69x56; oil on slate; Museo Nacional del Prado; Médrigy 1969
75, 1, pp. 887;CHECA CREMADES 2013, pp. 25253;NYGREN 2017, pp. 366.

133«la resamblanche de J&stisr i st sur pierre, comme il fust fI
GACHARD 1855, p. 91.

134SeeHOPE 2003, p. 125.

135SeeNICHOLS 2013, pp. 127131.

136SedVIANCINI 2009, p. 335.
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technical propées of the painting on stone that made the fortune &dte&lomo
at the eyes of the EmpetéiTo avoid going through the entire debat=mainly
need to remember this representation of the Man of Sorrowesssemety the
Emperor to the extenhathe had ordered copies after this image and he had used it
for his personal devotion.

TwoEcceHorpor edat e Charl es V&és, both | ost:
in 1535, and one for Pope Paublited1 546" Apart fromthose, théecce Horhas
its first surviving autograph antecedent in the painting with the same subject painted
in 1543 for the Flemish merchdb?V)**based
This large canvésgurg), more an historical than a devotional painting, is antithetical
to the one for Charles V. The horizontal composgtnucturel bythe architecture,
whose classical language is underbipetthe nude statues in the niches and the
grotesque friezes on the column andhepillar closer to the figure of Jesus. The
scene is crowded by many characters, from the Turkish man on the horse to the
foreshortened guard standing at the bottom dft#esfrom the girl in whitevho is
almost looking outside of the painting, to Ponzio Pilato represented with the
physiognomy of Pietro Aretino. A narrative painting, that leads the spectator from
right to left through the pointing hands of the chasachigli of descriptive details.
T h e E mpréenvork to fhescontrary, is a clage The image of Chrig isolated
and standingn a dark and monochromatic background in order to enhance the
pathos of the subject and the intimacy with the obseriesimple, clear, almost
minimalist in the way it shows the suffering of the Son of God. Another element that
IS necessary to point out, is the peculiar supportwbtkewhich igainted orslate.
The technical use of this support and the possibleticaband expressive meanings
are analysed in the recstudy of Astrid Hart and in an artithg Christopher J.
Nygren**Thelatterstresses that thigems to have been, as far as we kinewnly

painting on this support ever made by Titian, atdhihmotivations could have been

137SeeHARTH 2028, pp.95104.

18WETHEY196975, I, pp. 8@9.

139 Titian; Ecce honh43; 242x361 cm; oil on canvas; Kunsthistorisches Mv/geuma; See
WETHEY 196975, |, pp. 8@7;POLIGNANO 1992, pp. -b4;HUMFREY 2007, pp. 19293;GENTILI
2014, pp. 16671;LucHs2017, pp. 331.

140HART 202B, pp.67-104;NYGREN 2017, pp. 366
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mul tiple. He r dd thetideaf pdragoreaveed paintmdhand c e
sculpturetot h e p aeontactwhile Besvas in Ronvaith Sebastiano del Piombo
(14851547) whowas the leading authority in thechniques of painting on stone;
and to the Byzantine icon type of lhmago pietdis had seen in the Eternal City
which constituted a oprot ot“yAll efheseor t he
hypothesesnight be true at the same time, but whaglesant in this context is
Titiands deli berate use of el ements of F
intended to bring the Emperor of his own volition.

I n relation to this point and for the
style for he Ecce Honamd theMater Dolorosag must open a brief parenthesis. In
her recent study on the commission and the technical issues connectédde the
Homofor Charls V, Astrid Harth suggested that this painting was in fact not a
spontaneous gift batdirect commission of the Empelfd8he argues thihe patron
had a specific taste for Titiands style
Sebastiano del Piombo and others were perfectioning in Rome. This suggestion is
interesting bualso queginable. The reasons that Harth gives to support her thesis
are manly two: the interpretation of the correspondence between Titian and the
Emperor- or of his secretaries and the interest showed by Charles V in the
production of the followinlylater Dolosaand copies or variations of thece Homo
that we will elaborate | ater, which woul
and the technique employed by Titian.

Whereas the letters might be subject to interpretation, there is actually no evident
proof of a commission that predates the delivery ddbe Honamd theVenusn
1548 Moreoverapart fromthe effigiesof Isabella of Portugal, there is no trace that
Charles V, in the 1540s, had beemmissioning paintings different than portraits
from Titian.In the end, the interest of the Emperor in the subject and the materiality

of theEcce Homas much as his request for pairings, copies and variations, could have

141 This is a brief summary of the main reagtergtified and analysed in the article to explain
Titiands choice of this peculEcerHomde dsebhenethend t ech
term Oprototyped walkehesstohGhriSeeNesrENROG7, ppf366t he t r u

142SeeHARTH 202 B, pp. 95104.
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been easily the consequencepfpr eci ating Titiandaddevot.
not the cause for commissioning it.

What is sure is that Titian did announce that he was paintifentisvhile he
was in Romandthat both thepaintings thahe had brought to Augsburghare
profound connections t olyihithe selaiidnof tiRo man s
subjects the Ecce Honadready gifted to Pope Paul Ill, ¥enusa mythological
female nudelose to th®anapainted for the Cardinal Alessandro Farnlesealso
in the attention to classical antiquities, in the piastielling of the bodies and in the
smooth brushstrokes.
In fact, stylistically th&ccce Hom® modelled by a strormfpiaroscureith almost
invisible brushstrokes and a very statuary aspect of th&¥@wfeoice probably
influenced by the specifiathcteristics of the support, very different from the canvas
in the final effect.

These gifts a female nude and a devotional paintogild appear out of place
consi der i ng ibahAagsburgvoutdihave lGeen mostlystd portray the
members athe Habsburg family, their ministers, diplomats and military commanders,
and even Protestant prisoniétAware of the enormous amount of work, the painter
travelled with some collaborators, probably his son Orazio, his far cousin Cesare
Vecellio, and th&erman Lambert SustidIn the letter dated®1September 1548,
the Venetian painter lists the paintings that he had finished and left to the Fuggers, a
wealthy and powerful family of banker merchants that gave residence to Charles V and
his court during the DieThe list starts with thecce Honamdthe Venusadding:
c[é] |l a i mperatrize sola. Et puoi quello
quello grande di sua cesarea maesta a &avidle»paintings he refers to are the
portrait oflsabella of Portugal in the Pradt’the double portrait d€harles V and

Isabella of Portugalwn just through the copy by Rubens now in the collection of the

143This «ispiracién miguelangelesca» tfitbmwas also stresseddyNCINI 2009, p. 33ZHECA
CREMADES2013, p. 251.

144Se€el AGLIAFERRO ET AL 2009, pp. 13349.

145MARTIN 2006, pp. 9908.

148 MANCINI 1998, pp. 17Q72.

147 WETHEY 196975, pp. 11411; CLouLAS 1979, pp. 568; MADRID 1998, pp. 28887,
MADRID 2003, p. 208.
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Duke of Alba**and the renowned masterpi€barles V at Mihlbelgp at the Prado
(Figure).**°The painter and his entourage left Augsburg the 16 of September, right after
he finished the equestrian portrait of the Emperor, moving through'Passkifien

to Innsbruck®™!

A general record of the paintings that arrived in Brussels thesamgstlyshree
quarter length portraitscan be retraced in the inventories of the assets that Charles
V and Mary of Hungary brought along to Spain in 1556, dhd postmortem
inventory of 1558

Titian came back to Venice in November 1548, with a supplemenscidi®0
his annual pensigtt with many portraits to finish in his workshop and to be send
around Europe, and with a reaffirmed and strengthenadpasit as t he ocourt
of Charles V and his family.

In this context of patronage consolidation, the court of Brussels started to have a
centr al role because of three key figure
Mary of Hungary, Antoine Penot de Granvelle and, to a different extent, Philip I,

King of Spain. Focusing on these patrons of Titian is central in the investigation of his
reception in the Low Countries through the court of Brussels. Mary of Hungary and
Antoine Perrenot the Grarlewere not just patron and collectors. They exemplify a
changing culturatiliewvhere thevisual languagd classicism and Italian Renaissance

were starting to find fertile ground.

148 WETHEY 196975, pp. 194.95;WoobD J. 2010, pp219225 Rubens copied most of the
portraits that Titian had made for tHabsburgsandhe used them as models for his @artraits.
For an introduction to this topic, 8@DART 2017, pp66-74.

149 Titian; Charles &t Mlhlberd548; 335x283 cm; oil on canhsseo Nacional del Prado;
Madrid. The equestrian portrait of Charles V boasts an extended bibliography for its role in the
standardization of the-stalledstatg@ortrailseeBoDART 2011). | will here condense its essentials and
mastrecent contribution®ANOFSKY 1969, pp. 887;WETHEY 196975, Il, pp. 890;MADRID 1998,
pp. 283285;CHECA CREMADES2001MADRID 2001 CHECA CREMADES2013, pp. 25368;0LIVATO
2017, pp. 28288.

1S0MANCINI 1998, pp. 17374.

151MANCINI 1998, p. 179.

152S5edCORSATO2016, pp. 9902. Despite the personal intervention of the Emperor with Ferrante
GonzagaGovernorof Milan, he had to wait until 1559 to be finally paid.
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In the following paragraphs we will attempt to answer these quesiadngre
the culturabnd artistidendencies of these patrorE®v did Titiad s fitarnr the
pattern of their expectatidnd in which ways did the Habsburgs selections direct

the reception of Titian in the Netherlands?

12.2 Mary of Hungary and thepower of her artistic judgement at the court
of Brussels

Widow of King Louis Il of Hungary and Bohemia, Mary of Hungary- {5585
had beenthBRegenb f her husbandds | ands in the nar
elder brother, Charles V, made heveésoor of the Netherlands in 1531, a task that
she held until 155&hen she resign&dDuring these years, the Emperor designated
Brussels as the headquarters of the institutions of the central government of the Low
Countries, and the court became modenaore influential, both from a political and
from an artistic perspective.

As stated before, the court of Charles V was mostly itinerant. The Emperor was
travelling with different members of the court, moving from city to city and from
palace to palacBitian hadmostlymet him in different cities, typically surrounded by
courtiers and hosted by prestigious families and princes. In fact, they met probably in
Parma in 1529, in Bologna in 1532, in Asti in 1536, briefly in Milan in 1541, in Busseto
in 1543and finally in Augsburg in 1548 and 186 However, in the end, most of
the art pieces were sent to the Netherlands where they were meant to be"displayed
There the court was stable, lively, and artistically stimulating.

The famou£harles V at MidittFigure), a painting that is considered of seminal

importance for the typology of teguestriportrajtwas in Brussels, among the

153The fascinating figure of Mary aitjary a&overnor collector and for her role in introducing
the language of Italian Renaissance, still needs to be thoroughly studied. For an introduction, see
GHERTEGENBOSCH1993TISCHER1994 FEDERINOV AND DOCQUIER 2008 KERKHOFF 2008.

154SeeHOPE 1988, p. 49.

155As evilenced by the inventories drafted in Brussels in 1556.
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possessions of Mary of Hungary listed in.£5BBe sister of th Emperor owned at

least twenty portraits by Titian, most of them started during his sojourn in 1548, and
sent or personally delivered in the foll
catalogu€’ in Le botteghe di TiZtdand inTiziano y lasrtes del Renacinfitihte
inventory includes portraits of royals and nobles at service of the Habsburgs. The
names that appear after the equestrian portrait, in ord@&hikpetl(lost), likelya

replica of the painting now at the Prado; the B&meof Hungdligst);Christina duchess

of Milan and of Lorrdlost); Marie of Badeponheim duchess of Basgtidohann
Friedrich of Saxony in aamdwvithout armour, when he was pris§fibtaurice duke

of Saxony arrfledt);Dorothea ctass Palatsister of the duchess of Lorraflost);
Emperor Ferdinand | in affost)fAnna of Austria duchess of Banhdaughter of
Ferdinand | (lostArchduke Maximilian Il of Bojsoniaf Ferdinand | (losghilibert

Manuel Duke of $élost);Charles V in armour with a (t@g9mArchduke Ferdinand 1l

son of Ferdinand | (losferdinando Alvarez of Toledo the dukafridbar (lost);

four daughters of the Emperor Ferdinand | (lost).

Apart from the portraits, Mary of Hungavras also the most significant patron of
Titiands mythol ogi cal p-aaleddondenmaed-uriapg t he L C
which will be discussed later. This series of paintings was part of an ambitious artistic
project, which included statues, frescoes and tapestries, that represented the expression
and the establishment of the political aims of the imperial power efds witMary
of Hungary in mythological subjects was not shared by Charles V, who found the
religiousEcce Homaore appealing than tenusFor these reasons, her role in the
education of Charles VO&s heir memaltohe cr o\

156 «Yten un rretrato grande del Emperador don Carlos nuestro sefior, a cavallo, armado con un
morrion en la cabeca y descubierto el rostro. Esta de la suerte que yba contra los rrebeldes, quando
prendical duque de Sajonya. La qual esta en un lienco grande metido en una caxa larga rredonda. Hecho
el dicho rretrato por Tician@3HECA CREMADES2010, Ill, p. 2913.

1S7WETHEY 196975, Il, pp. 20203.

158 TAGLIAFERRO ET AL 2009, pp. 13242,

159CHECA CREMADES 2013, pp. 28288.

160 The portraits of Johann Friedrich of Saxony survived to the present day. The one with the
armour (1548) is preserved at the Museo Nacional del Prado; the one without the armBa)iig1550
currently at th&unsthistorisches Museum of Vienna.
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explain his regard to Italian classicisi
artworks**

However, Mary of Hungaryds patronage of
a great reputation among the Italian courts and the Europeaneakissprbe more
thoroughly contextualized. For that purpose, it is worthwhile to analyse the cultural
background of the Governor of the Low Countries, her main examples concerning
artistic collections, her choices regarding the visual language in thadcbert

political purposes.

1.2.2.1The example of Margaret of Austria: portraits, politics and the Italian

Renaissance

Like her brothers and sisters, Mary of Hungary was raised and educated in
Mechelep®?at the court of their aunt Margaret of Austria (1430). From 1506 to
1515, Margaret had been Regenbdf the Habsburg Low Countries and guardian of
her nephew Charles V at the behest of her father, the Emperor Maximilian I. After
that, she became @Grnor of the territories from 1519 to her death in 1530, ruling
over a flourishing court. TRegentand Governor of the Netherlands became one of
the most influential collectors in the Low Countries. She gathered French, German,
Italian, Spanish and Netltandish paintings, sculptures, medals, and a huge
assortment of books and tapestfidder taste in art and dedication to commissions
with strong political ends was lompar abl
fact, Margaret was not only annepde ofarefined and discerning collector S
developed an idea of art patrontge wasfunctional to achieve dynastic profits,

especially thorough portraiture. As Dagmar Eichberger and Lisa Beaven reconstructed,

161 The role of Mary of Hungary in the education of Philip Il had been discussed, among others,
in MANCINI 2009, pp. 24874,GENTILI 2012, pp. 24R45;CHECA CREMADES2013, pp. 28297.

162Mary of Hungary was born in Breissin 1505 and was educated in Mechelen and Buda until
1514. Then she was sent to Vienna, where she started having her first indipendent household. See
RETHELY!I 2010, pp. AJ6.

163 For Margaret of Austria as patron of arts, ESeBBERGERBEAVEN 1995, pp225248;
EICHBERGER1996, pp. 25979;EICHBERGER2012, pp. 57%84;EICHBERGER2013, pp. 780.

164 They were both interested in genealogies, dynastic portraiture, printing enterprises aiming to
consolidate their power or strengthen alliaBo®sBERGER2012, pp. 57883.
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Margaret of Austria owned almost buadred portraits displayed in different rooms
of the palace of Mechel en, whi cwhichf or med
would become a model for fiaduredevelopment of tk custom among the crowned
heads of Europ&>

Another aspect of Margar s patr onage was her i nter
Renaissance, a trend that was starting to grow among the members of the Habsburg
family. It is noteworthy that in the different Habsburg courts they were exploring the
possibilities offered by this laaga, mostly in shaping a powerful and Roman imperial
political messag®

Many I talians were i nvolfranetde VenetanMar gar e
pai nter Jac op-d5l6te the FBeenmtimeasculptor Pigtd T @rigiani
(14721528),totheprs ence at the pal ace of Mechel er
Italian merchants and intellectfdIEven her court painter Bernard van Orley (c.
14881541), while not having been to Italy himself, studied the art of Raphael and
showed a deep knowledgetafin paintings and tapesttiés

Mary of Hungary modell ed many of her i
especially for what concerns the relevance and the use lo¢iapolitical meanthe
predominance of portraits and the Italiasgie'*

She was not only t heGowmarxcfc etslsedr dalmd b ufa
Netherlandshut shealso inherited most of the art collection of Mech&land she
continued making use of Bernard van Orley and Jan Cornelisz. Vermeyen (c. 1500
1559) , sdtoertrpairdevsnas fier own, after she installed herself in thefpalace

165EICHBERGERBEAVEN 1995, p. 226.

166 SeeD ANDELET 2014, pp. 183.

1670n the Italia miliewat the court, se@UVERGER 1980, pp. 12142;EICHBERGER 2002, pp.
279323,VERATELLI 2012, pp. 6¥3.

®Bernard van Orley studied Raphael ds cartoons |
between 1516 and 1520. The artist used oftem ;@i f r om Raphael 6s designes,
decided to dedicate himself just to cartoons for tapestries and projects for stainBuhglass887,
I, pp. 611623.

169A good summargf the origin of thédabsburdnterest in art and tlidevelopmenf its specific
features iISHECA CREMADES2017, pp. 224.

170EICHBERGER2010, pp. 2352363 The inventory of Margaret of Austria @&spublished in
MICHELANT 1870.
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Coudenberg, the Burgundian ducal palace of Brussels. Both painters had been
employed as portraitists by Margaret of Ati$tiad in 1530 Jan Vermeyen was
specifically sent to Augsburg and Innsbruck to portray her nephew Ferdinand | and
other family membet& The two Governors of the Netherlands also shared an
interest in portrait sculptures, especially in the shape of busts. Porgraisbust
Eichberger points out, had been introduced in the North by Italian artists like Pietro
Torrigiani who worked for Margaret of Austria betweerllB0%Bhecommissioad
her own portrait and the one of her second husband Philibert of Savoy, both in a
marble and in a wood version, to her court artist Conrad Mei1851B0* Her
influence manifested itself not just on her niece, but also on her nephew Charles V.
Both Mary and the Emperor of the Holy Roman Empire commissioned and owned a
large numberf@ortrait sculptures, and both of them favoured Leone Leoni as their
portraitist:™

The attention that Mary of Hungary paid to Italian art is comparable to, if not
even more remar kable than Margaretds, an
brother Qarles V, who showed interest in art just and only when it could be used for

political and religious purposes.

12.2.2 Italian classicism

It i's obvious that Margaretds inclinat
classicism was part (both consegeieand to an extent cause) of the wider
phenomenon of the reception of classical antiquity and Italian Renaissance in the Low
Countries. This topic has been studied e
journey to Rome and their role in intradgcthe GreelRoman model and the
pictorial tradition of Michelang@aonarroti (1473564)and Raffaello Sanzifrom

171 EICHBERGERBEAVEN 1995, p. 228. For instanBernard van Orley waasponsible for the
official representation of Margaret of Austria and painted at least twelve versions of it.

172HoRN 1989, |, pp.-B.

173EICHBERGER 1996, p. 266.

174For Margaret of Austria portrait busts,BerKk 2005, pp. 27284.

175 FE 95 ERTEGENBOSCH1993, pp. 28289, 344846;ESTELLA MARCOS2000, pp. 28321,
HELMSTUTLERDI D10 2011, pp. 169,passinCuPPERI2014, pp. 17399.
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now on referred to as Raph@di831520)to the North'’°This narrative usually starts
with Jan Gossaert, alias Mabuse (c-11332) as the first painter who undertook the
trip to the Eternal Citin 1508 and introduced the classicism in his visual latiguage
The second artist who is mentioned in th
(14951562), who spent the years from21621524 in Rome. He was characterized
by the Flemish biographer of Northern painters Karel van Mandefl (0&3&s the
firstNetherlandishartistkhoc onsi dered the trip to Italy
education” In fact, his workshop in Uecht became a point of reference for the
assimilation of the antiquity The same would be the case with Maarten van
Heemskerck (149574), a painter from Haarlem and pupil of Jan van Scorel, who
had been travelling to Rome in 1534 and filling sketchbooks and albums with drawings
after the antique, including detailed standstopographical vies$Another of
these travellers often cited by the literature is the painter, draughtsman and architect
Lambert Lombard (1505/a666), who accompanied the English Cardinal Reginal
Pole on a journey to Rome in 1537. When Lombardbzank¢o Liege, he formed in
his workshop the most important artists of the following generation, like Frans Floris
(15171570) and Willem Key (c. 151868)® These painters and their pupils
constitute t he-caled Romdnis®and the§ armtlie litmis éest of o
a wider cultural transformation: the introduction of aspects of classicism in the already
flourishing Netherlandish visual tradition.

Regarding Mary of Hu n g aarl yl 6oshonft mclai nat i o
attentiorhad been given to her literary and architectural enterprises. Around the 1540s

1760n this topic, in general, ¥RUSSELEROME 1995 VENICE 1999DAC0S1999DAC0S2001;
DAco0s 2012. A brief summary can foeind in HAARLEM-LONDON 2015, pp. 341, with further
bibliography.

177Mabuse worked mostly for Philip of Burgundy (1432) the illegitimate son of Philip the
Good (13961467), but he also received some commissions from Margaret of PeelBAasM.
2016.

178 MANDER (1604) 199499, | pp.194205

179SeeDAC0S199D, pp. 1820;DAC0s2001, pp. TB4.

180The Italian drawings of the artist were discus&®RITSCHSEILER 2012.

181See mainlP ENHAENE 1990 and the receBRUSSEL2006.

182The name wa®imed by Eugéne Fromentin in hisbbok s Ma ~ t (1876), dddussedt r ef oi s
in DAC0S2012, pp. 21925.
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and the 1550s, she played a leading role in changing the architectural idiom in the
Netherlands and sliecame an exampletbé culture of collecting antiquities and
copies fran the antique in the North.

Instance®f her architectural patronage are the construction of the long gallery to
expand the Coudenberg palace, the construction of the palace of Binche and the
hunting pavilion of Mariemat# The Governor of the Low Courgs found the
perfect interpreter of her ambitions in the artist Pieter Coecke van Ael$661502
and in the sculptor and architect Jacques de Broeucq {c. 1584%). The first had
travelled to Constantinople via Italy and he was referred to asiréx@antique in
the court accounts of 1538x»'®*Because of his education and theoretical interests,
he published an excerpt from Vitruvius entibée Inventie der colonamerhe
translated thBook 1Vof Sebastiano Ser(ib4751554)%* The bookwas published in
French (1542) with a dedication to Mary of Hungary, which praised her as a lover of
«choses anticques et authenticdtidde architectacques de Broeurgssupposed
to have travelled to Italy as well. At least, he was exceptidhaifgnweed about the
formal innovations developed in Romeatie court of Fontaineble&ti

It is important, at this point, to briefly point out the significance of the project of
Fontainebleau, that was s dTpepatr@aedf o bec o

the King of France Francis | (148847) in the design and decoration of the palace,

8BFor a gener al introduction of Mary of Hungary
their impact on the Low Countries, €8ePERI2004, pp. 98116, 2004b, pp. 18F6;JONGE 2003,
pp. 4557;JoNGE 2008, pp. 12439.

184JONGE 2009, p. 115.

185 The Inventiwas published in Antwerp in 1539 and became an important theoretical reference
for Fl emish archit ec tsellOFFRERHAURLIES, Ppp. 4852 JoNGaE 2084, For the
pp.480-481. For the latter, see the red¢BRINGUEZ 2013, pp. 452.

186 JONGE 2008, p. 124.

187For the relation with Fontainebleau,JeesE 1998, pp. 16187.Du Br oeucqds r ol e a
painter for Mary of Hnhgary was discusseddnGE 2008, pp. 115.

188\/ASARI 1568, Il, p. 799. The writer describes the court of Fontainebleau in the lives of Rosso
Fiorentino and Francesco Primaticcio. Vasari remembers the bronze statues that were realized under
the supervision of Primaticcio, who went personally to Rome to tigtainoulds from ancient
sculptures like tHeaocoonte that passage, the writer asserts that the king of France was transforming
that placalmoshto a new Rome.
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and the synthesis of the current Italian artistic language developed {oplted so
osc hool of Font ai nebl e a utiat we @anreot thoratdyt and ¢
analysen this context it is relevant to undertime aspects of this ambitious project.
On one hangthe primary role in Fontainebleau of classicism and Qexttal art,
imported by Rosso Fiorentino in 1530 and Francesco Primaticcio in Es&2. Th
painters were creating a new artistic language based on that of Michelangelo, Raphael,
Giulio Romano and ParmigianiffdOn the other handt is important to point out
thatFontainebleau became a landmark for Northern courts, especially for that of Ma
of Hud®yaryads

For the Governor of the Netherlands the connection to the French court was not
only a political matter, but also familial, since her sister Eleanor of Austfia%8498
was the wife of Francis | . Ther eltedr e, it
between the two courts. A telling exartii@ieshowshe artistic dialogue among these
architectural and decorative projeatslalsoMar y6s i nterest I N C
antique is the event that sees Leone Leoni travelling to Fontainebleati'imass9
of Hungary had commissioned him to select for Bsmhemoulds that Francesco
Primaticcio had cast in Rome around 1540. The coptasarf the Vaticariadne
andNile were afterwards executed by the Italian sculptor Luca Lancia (active 1536
1553) between 1550 and 1553, who was sent by Primaticcio to Binche to take care of
the project®?

The castle of Binche, unfortunately destroyed by the French army, i 1554
presented all the features discussed above. It is possdoistruct the origah

189See the fundamenZ¢RNER 1996

190 JoNGE 2008, pp. 134539.

191 SeeBOUCHER 1981;CUPPERI 2004, pp. 159176;CuPPERI 2010, pp. 898, with further
bibliography.

192 The role of Luca Lancia as delegate from Primaticcio and his identity as helper of Jacopo
Sansovino on the first marble tribune and its bronze reliefs for S. M&s867rwas reconstructed
by CuPPERI2004b, pp. 16062.

193For ahistorical and political explanation,FEEERINOV 2008, pp. 889.
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appearance frothe accounts of visitd¥éand in the surviving drawing of tirande
salle® (Figur®) of the palace: the architectural langtizaiecombined Italian forms
with theCentralltalian idionmediated by Fontainebleau, the attention to the antique
embodied by the collection both of originals and c8pEsis drawing is also a
precious document for reconstructing the interior pictiataration, as we will see
later.

To grasp a compr ehens preferendes pamtingsfis Mar y
a more complex matter. She acquired the fabDescent from the Byd3sgier van
der Weyden (1399164) for the chapel of Bingfgshe admired th&rnolfini portrait
by Jan van Eyck (active 14221), a picture she inherited from her aunt, and she
wanted to buy th¥irgin and Child with Canon van ddrdpad¢te sae artist®®Her
proveninterest in the Flemish old mastees suitablor the Burgundian and local
tradition but it did not limiand direct her subsequent collecting hdbits

As previously mentioned regarding Margaret of Austria, the Habsbuvgerelers
expandingheir artistic preference for the FlerBshbantian traditiomthe Graeceo
Roman classicism, in order to use the most updated visual language of political power
and propaganda. The nomination of her court painters appears to be cestbistent

this inclination and with her architectural efforts. First, she employed Bernard van

194Many visitors left accounts of the celebratiithappened in Binche in 1549, for the visit of
Philip Il. The most imprtant are by Jean de Vandenesse (published bPtasgisr Gachard in 1874),
Juan Cristébal Calvete de Estrella (1552), Vicente Alvarez (1551), Hieronymo Caballinas (1549). See
JONGE 1998, pp. 16162.
195The drawing is preserved in the Royal Libraylgiue (KBR) in BrusselEhegreatall of the
castle of Bindtel9; 395x3#m; pen and brown ink, grbyown wash, watercolour, bodycolor and
gold paintRoyal library of Belgium (KBR); Brus$&ls 1965B0O0GERTIN D ERTEGENBOSCH1993,
pp. 316311;MADRID 19989, pp. 33850.
196]n the grande sallere displayed Roman busts portraying Emperor Cesar and Emperor Adrian
as part of the iconographic program. Buying original ancient statues was a difficult and expensive deal,
and Mary oHungary soon decided to commission her artists copies instead, as discussed above.
197 The painting had been originally displayed in the Chapel of Our Lady Outside the Walls at
Leuven, and when Mary bought it she also commissioned a copy substituteahBamigeRT in
P ERTEGENBOSCH1993, pp. 28386;SUYKERBUYK 2014, pp. 122.
198 PARMENTIER 1926, pp. 388.
19For the interest of Mary of Hungary in Flemish old masteByU8eERGER1972, pp. 71920;
BOOGERT 1993in &5 ERTEGENBOSCH pp. 28586.
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Orl ey, her auntods painter that combi ned
models from Raphael and the antique, and when he died in 1541, his pupil Michiel
Coxce (14991592) became, between 1543 and 1546, the new official couf®painter

Mi chi el Coxcie became one of Maryds fav
nothing less than the pictorial decoration of Binche, both the frescoes and some
I mportant paintings joining Titiands myt|
artist is acknowledged by scholars as a key figure of the reception of classical antiquity
in the Low Countrie®* In fact, Coxcie had had fitsand contact with &quities
during the long years he had spent in Rome, from abotd3E2% about 153%
A long stay, during which he worked for important members of thé”Gunia
entered irthe local guild of Saint Lukélt was probably because of this trip tieat h
was chosen as court artist, a role that he shared with Pieter Coecke van Aelst and
Jacques de Broeucq, both specialists in the idiom of Italian classicism.

To sum up, the court of Mary of Hungary was characteridsel foyrhal use of
classical architece, sometimes even quoting archaeological eletilantse door
in the garden of Binche that recalledPibiea MaggiordRome-;>*> by the collection
of antique busts and statuesthe copies after original antiquities that were not

available on thmarketbythe selectiorof Netherlandish painters that were following

200 JONCKHEERE-SUYKERBUYK in LEUVEN 20132014, p. 32. In 1546 he was referred as «Master
Mi chiel, painter to His Royal Maj edilupgarp sbhut it i ¢
201 Coxcie wasot the first Netherlandish artist who stayed to Rome and started introducing a
classicizing language in his paintings. For the Netherlandish painters in Reroesi8é4DAcos
199%; Dacos 2001)Ac0s2012.
202 About the stay in Italy, sBac0s1964, pp24-30;LEUSCHNERIN LEUVEN 20132014, pp.
50-63;JONCKHEERE-SUYKERBUYK in LEUVEN 20132014, pp. 2629.
203The most important was the Netherlandish Cardinal Willem van Enckevoitts@464vho
commissioned Coxcie the frescoes in the church of SastaMhie | | 6 Ani ma. |t is tell.i
to be trained in Italy to learn the frescoes technique, a technique that was not used in the Low Countries
and that he would have imported when he returned to Brussels, as didcESSeHNERIN LEUVEN
201320148, pp. 5663. About the Cardinal can EnckevoirtGesnN 201@,, pp. 149160.
204 JONCKHEERE-SUYKERBUYK in LEUVEN 20132014, pp. 2629.
205The door was represented in Bmgrammata antiquaehyrBscopo Mazzocchi (1521) and in
other treatises of classical architecture present in the library of Mary of. I3eetpange 2008, pp.
133134.
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the style of the Romanisasdby the commissions of busts and mefiafa Italian
artists like Leone Leoni who was embracing the Tuscan and Roman tradition
Theseare all specifiaspectsthave s houl d bear i n mind when

production for the Habsburg patrons.

12.3 Antoine Perrenot de Granvelle: statesmandart advisor

The son of Nicolas Perrenot de Granvelle @&50), who had been chancellor
of the empire under Charleg®8Antoine took benefits from the privileged position
and the career of his father, becoming a key figure in the politics of Chades V
Philip 11’ The Granvelle family can be considered one of the most appreciated and
well rewarded by the Spanish Habsburgs, a family that in the in the person of Nicolas
and Antoine was practically ruling over a region of the Low Counanesythe
FrenchComté.

Like Mary of Hungary, Antoilgevegheimage of a knowledgeable collestu
wasparticularly attentive to the language of classicism and the latest productions of
the Italian Renaissance. In fact, he was involved in many of the conumsinicat
related to Charles V and Mary of Hungary
the perfect intermediary for economicad | at ed matters, such as
about his pensicgfGr anvel | e was al so a poptrmimn of Ti
Augsburg in 1548. Three portraits of his family were very likely painted around that

yearNicolas Perrenot de Gr&fuelleat the Musée du Temps of Besancon, the lost

206 On Nicolas Perrenot de Granvelle and his political role, see in pdb@oilay 1973;
ANTONY 2006.

207 Antoine Perrenot de Granvelle received much attention by the scholars not only because of his
preeminent position in the European political panorama, but also in relation to his art and book
collection. For the political aspect, see espé&nimiye 1957,JONNEKIN 1989;DURME 2000 pp. 11
82;LEGNANI 2013 BESANCON2017.

208 For theepistolary exchange between Granvelle and TitidbRrBe®-FERRARINO 1977, pp.

1542;D 6MACO 1996 pp. 35357;MANCINI 1998 passim

209\WETHEY 196975, 11, pp. 176177.
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Nicole Bonvglbwife of the Bishop, anéintoine Perrenot de Grarye#served in
Kansas CityFigure10). The threequarter length of the portrait, the monochrome
background and the relaxed position of the oelyitably showing a precious book

in his left hand, all this combined with a diffused light, are characteristic of the typology
of portraits that Titian was producing for the Habsburgs and their court. In the
following years, the Bishop of Arras commssi@ther works to the Venetian artist,
mostly replicas after paintings owned by the Emperor and the portrait of the Prince
Philip 11.2%

Antoineds education was very important
interests, since he started his acquaataith Italy inthe 1530s, when he was
studying law in the university of Padti@here, hegot connectedavith eminent
humanists like Pietro Bembo (14587), literary figures like Agostino Ricchi ¢1512
1564), protégé of Pietro Aretfdband artists lik Leone Leotdt® He finished his
studies in theology at the university of Leuven and became Bishop of Arras in 1540,
when he was bardlyentytwo years old. His choice to live in Brussels, very close to
the epicentre of the political life, instead ofliregin the episcopal city, suggests an
interest in succeeding the position of his father as one of the most trustworthy men of
Charles V. A strategy that certainly worked, considering all of the diplomatic offices
and enterprises he undertook duringifeisAntoine de Granvelle attended different

imperial diets, participated to the preparations of the Council of Trent on behalf of the

210WETHEY 196975 11, p. 199.

211 Titian; Antoine Perrenot de GrahséBe 111.3 x 88.27 cm; oil on canvas; The MNelsos
Museum of Art; Kansas Ci§eeNETHEY 196975, II, p. 126HoPE 1980, pp. 11314;CAMPBELLL.

1990, pp. 124, 236, 2389;CuURIE 1996, pp. 16266;MADRID 1998, pp. 32829;VENICE 1999, pp.
548549;WooDALL 2007, pp. 13138, 148, 157, 1890, 170, 172.

212|n 1549 Granvelle asked Titian a copy after his portrait of Prince Philip I, painted in Milan.
Letter is published BREPPHFERRARINO 1977, pp. 229.

213SeANTONY 1984, pp. 3B7;ANTONY 1986, pp. 7221,

214 An extended discussion about Antoine Granvelle and his epistolary relation with Italian
intellectuals can be found INGMACO 1996, pp. 19224. It was probably Agostino Ricchi who
suggested Pietro Aretino to contact Granvelle in order to get the faivthesEmperor. The
communications between the two are important both for the social climb of the writer and for the
promotion of Titiands interests among the Habsbur

215DURME 1949, pp. 65878;HELMSTUTLERDI D10 2011, pp. 5, 448.
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Emperor, and, in the end, he obtained the titBhahcellor at the imperial court of
Charles V. After the abdicatiortloé Holy Roman Emperor, he continued his career
as minister at the service of Philip Il, becoming his representant in the Netherlands.

In parallel tohis political achievements, Antoine played a fundamental part in
advising the ruleebout art and artist*®

As previouslynentioned while discussing the palace of Binche, different elements
of a new classicismere introduced during this period in the Netherlasgscially
at the court of Brussels in relation to the architect Jacques de Brodhecpetrsd
Pieter Coecke van AelstThe palace that Antoine Perrenot de Granvelle decided to
build in Brussel s, not far from the Habs
sameclassicist turrPlus, indeed, it was one of the first architectxaahgles of the
Roman Renaissance in the Low Countries. This can be demonstrated in the facade,
which was based on that of Palazzo Farnese in Rome, designed by Antonio da Sangallo
(14841546)and completed by Michelang&d-rom 1551,Gr a n v galade end s
Brussels was al so progaledkedows hbwahi snoetl |
antiquities and artworK8In relation to this, Walter Cupperiesse te role of the
Bishop of Arras as a protagonist of the process that imported the inn@fdtiens
Italian Renaissance, which has often been neglected in favour of the activities in this
field by Mary of Hungary and Frand? .
Gr a n vattdntioe td sopies and moulds from antique sculptures was even prior to
the aforementioned deal between the Governor of Low Countries and Primaticcio. In
fact, in 1541, he had received from Marco Mantova BenavideE5@208&umanist
who taught law athe university of Padovadodici ritratti di Cesari imitate

216The rulers are of course Charles V and Philip II, but Granvelle, as we will discuss later, can be
considered also an important advisor of Mary of Hungary, involved in many of her artistic choices.

217t is important to mention the Imperial door (1542)névefortified gate of Antwerp, designed
by the imperial engeneer Donato ded Boni Pellizuo
architecture in the Low Countries, as discussendi 1994, pp. 36383;JoNGE 2000, n. 57.

218 As argued bifrista De Jonge in her 2000 essay (p. 368): «Le vocabulaire architectural peut en
effet étre qualifié de romain, voire méme de farnésien par sa fidélité au modeéle principal, le palais Farnése
de Rome»About the Granvelle palace in BrusselsHseeMONT 1999, pp. -b0;JONGE 2000, pp.

341387.
219SedNouk 201516, p. 34, witfurther bibliography.
220CuUPPERI2016, pp. 480.
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dal | 6% Afteri ttabepisode, Granvelle ordered, especially from Primaticcio,
different mould@?and free copies not only from ancient statues, but also from the so
call ed 0 g rleonardodaWiadi (14555198t is possible that these
acquisitions made by the Bishop of AmfsencedMar y o f Hungaryods
having the moulds by Primaticcio to decorate her own palaces.

This aspect of Gr anyv edftétheodeshadowdd byehist i n g
patronage ofourtartists like Titian, Antonis Mor and Leone Leonijtlrovides
important evidence for a speatifitturahilieu that was developing in the Netherlands
around the middle of the XWilcentury. Another field whe Granvelle showed his

prominent interest in the Roman innovations, was the patronage of printmaking.

12.3.1 Roman ruins, Michelangelo, Raphael: travelling North through prints and

drawings

In the XVIth century, prints were among the most veresgitifor disseminating
visual innovationsaffordableeasy to transport and to send, often used to reproduce
many copies of originals that were renowned but not easily accessible. And, when
prints were not available, this function was provided by drafieéngsese original
masterpieces.

Antoine Perrenot de Granvelle, as discussed before, was an eager collector of
every art form, including prints and drawings. However, a peculiar aspect of his
patronage was the promotion both of printmaking and prinsipinlgli exemplified
by his support of Hieronymus Cock (:%3%@0) and higublishinghouseAux Quatre
Vents?* We might look into some of his most important commissions, in order to

substantiate that the Bishop of Arras was mainly interested in Rorwisnclasd

221CuPPERI2016, p. 60.

222|n the letters are mentioned moulds from Antinoo del Belvedere, Apollo del Belvedere, Venere
pudica del Belvedere, Bacco di A§prsa.

223CupPPERI2016, p. 62.

224 As discussed Wouk 201516, pp. 3B 1 . I n this essay, Wouk argues
of theAux Quatre Venitms essential for the rise of a new mode of printmaking in the North, producing:
«sophisticated etchings and engravings reinterpreting some of the most intellectually and spiritually
sacred objects of his time, therfgsyering an image of his knowledge and power in print.» (p. 60).
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Centralltalian art, and that his role in spreading this visual culture in the North was as
relevant as that of the Habsburgs.

First of all, we should consider his portraits engraved by the Liégeois Lambert
Suavius (1511667) in 1552 and 1556 effigies which clearly convey the image of
himself that Granvelle wanted®associated . The first of thesérigura1), Suavis
haveset the effigy of the Bishop in front of a vault which remoifdsa p h &obdold s
of Athend50911) at the Vatican Museurasd is completed by an inscription that
definreshm as oOMaecenas©o, a classical remi nde
who was connected with the imperial power. The two columns might allude to the
columns of Hercules in the Habshiungreg®and the architectural elements like the
statues, the fize and thmetopare a clear sign of his antiquarian connoissetifship
In the print of 1556Figura2), the architecture is simplifigchppeasless antiquarian
and more similar to a Renaissatitazand the main focus is the luxurious book that
the Bishop is holding in his hand, presenting a Venetian binding from the publisher
Aldo Manuzio (1449/52515y* Antiquarian, humanist, patron of the arts, conscious
of the power of the print: this was the image that Granvelle was promoting through
these portraits, using the appropriate language of Italian classicism.

Secondly, most of the eight prints series Aliat Quatre Ventiedicated to
Antoine Perrenot de Granvelle between 1551 an#'t&Pas their subject ancient
Roman ruingand Italian Renaissance art. ©hesrepreseing ruinsewere the
Praecipua aliqguot Romanae antiquitatis ruinarum bi&fitheaths of Diocleinan

1558, two sets of architectural views after Hans Vredeman d@547a$09) in

225 Lambert Suaviugintoine Perrenot de Grad®&#e 33,7x23,8 cm; engraving; The British
Museum; London.

226 _ambert Suaviugntoine Perrenot de Grahbbbe 40,6x28,7 cm; engraapnal Gallery
of Victoria, Melbourne.

221 The portraits of Granvelle in different media had been estimated aroun@®BO0DIFREN
2000, pp. 29320. About the portraits, s€eRIE 1996 pp. 159174;Wouk 201516, pp. 34B7;
MUCCIARELLI-REGNIER in BESANCON20172018 pp. 5567.

228SeeROSENTHAL 1971, pp. 20228.

229HOLLSTEIN 1980, vol. 28, p. 187.

2300n the collection of Italian books owned by Granvell&GrserELAIN 1996, pp. 794. The
print is published inloLLSTEIN 1980, vol. 28, p. 188.

231SeadNouK 201516, p. 31 for further bibliography about the single prints.

60



1560 and 1562vhereas the print from Italian Renaissance models Basdig
Ghisi(15201582), namely tidsputafter Raphagbublishedn 1552. The remaining
series were a map of the Duchy loaét Mi |l an
suppgr 1 551) and a Brazenrsergdficd)n lvoth Flémish artstd who
travelled to Italy and imported the language of classicism imnt@®iotries

A very similapreferencas recognisable in the epistolary exchange occurred
around 1547 between Granvelle and Giovanni Battista ScultofiFZ50)3an
engraver from Mantid# Pupil of Giulio Romano (149%46), the most prominent
apprentie and collaborator of Raphael in his Roman workshop, Scultori worked with
his master in the decoration of the Gonz.
The Bishop of Arras asked him drawings aftdBdkite of the Amazmsthe-all of
the Giantsy Giulio Romano, and evBfty-ninedrawings after thieast Judgmeént
Michelangelo, probably with the ideaafingthemprinted®*Ho we v e r Sculto
copies after the Sistine Cdnatpeglojectwasl ndt s ¢
never brought to an efd.

Butthe Bi shopds interest in Michelangel of¢
the following years. He received from Giovannantonio dsisTé512580),
postmaster of Rome who was also working as an agent for Grahastidudgment
engraved by the Mantuan Giorgio Ghisi in 1561, and in 1566 negotiated to buy the
painted copy from the same fresco by Marcello Venustil@BIf* The same
Brazen sergmnErans Floris, printed Byx Quatre Veand dedicated to the Bishop,
as pointed out by Wouk, represented the encounter of the Flemish painter with the art

2320n Giovanni Battista Scultori, $S8REPPFFERRARINO 1977;MASSARI1980 passinCUPPERI
2016, p. 56 (in the text the name of Giovanni Battista Scultori is confused with that of the engrave
Giorgio Ghisi)Wouk 201516, pp. 38!1.

233 Palazzo Te in Mantua is the masterpiece of the artist Giulio Romano, who designed the
architecture and most of the pictorial decoration of the villa for his patron Federico Gonzaga. The work
of this artist wasriportant in the transmission of Roman art and architecture across Italy and Europe,
especially at the court of Francis | in Fontianebleau through his pupil PrimatiBgeuBe#991,
pp. 4574, ZERNER 1996, pp. 10621.

234|_etters published BREPPHFERRARINO 1977, pp. 488.

235 etters dated 15 June, 24 August and 27 September GBAPRAFERRARINO 1977, pp. 45
47.

236\/AN DURME 1957, p. 289.
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of Michelangelo in Rome, citing not onlylthst Judgmant themonunentaltomb
of pope Julius Il, but also the ancient sculptures that served as model to Michelangelo
himself*

1.3After Augsburg: consolidating the patronage

The long absence of Titian from the city of Venice gave to young emerging artists
the opportunityto consolidate their reputation among the local patrons. Jacopo
Tintoretto and Paolo Veronese found their ways inmb& prestigiousand
institutional commissions of the Serenissima, while the great Titian spent years
widening and strengthening his @mions with the papal court and the HabsBtfrgs
The downside of this international strategy was a more modest role in the public stage
of his city. Therefore, it was essential for the old master to adjust his strategy of self
promotion, in order to gehé most out of his role of Apelles, both in Venice and
abroad®

For this reason, it is not surprising that Titian promptly responded to the request
of the son of Charles V, Philip, to meet in Milan as soon as possiBienddeas
travelling through thvarious regions of the Empire (including Italy, Germany and the
Low Countries)in a long formative and political journey knowkegissimo viaje
because of the chronicles compiled by Juan Cristébal Calvete d&cESH2{ER93)
and published i8552*° Once in Genova, in December 1548,Rtiece wrote to
Juan Hurtado de Mendoza, the Spanish ambassador in Venice, that he wanted to find

Titian in Milan once he would have arrived in thé€Rthe artist immediately took

237\Wouk 201516, p. 52.

238 About the absence of Titian from the Venetian scen@gs@al 2012, pp213245. On the
affirmation of the aforementioned artists on the artistic stage of the city and their straBegesNsee
2009.

29For a brief summar geyeafs ofhis tareer,B@ecINI 2019, . e gy |
3944,

240Calvete de Estrel(a552p001.

241 «Y porqué holgariamos de hallar ahi en Milan a Ticiano cuando llegasemos, 0s encargamos

=

mucho que vos escribais de manera que venga luego a esa Ciudad, que leardéfoum mucio
servicio»ANCINI 1998, p. 182.
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the opportunity to meetghyoundPrince, as he wrote to Granvelle on 17 Decetttber
The future King of Spain could have granted him to keep his position as imperial court
painter in the future, and a trip to Milan was always useful for checking the situation

of his pensions.

13.1 The portraits of Philip and the invisible journey

Philip ordered that Titian should have received thousandcgdizecause of
ociertos retrat@gthat the artist must have at least sketched during his stay #¥ Milan.
One of these portraits of the Prince was sent to Philip in July 1549, as recorded by
Juan Hurtado de MenddZaFrom the correspondence, we know that the painting
was famous even before being finished, because both Granvelle and Mary of Hungary
were alredy expecting a replica of it. The Bishop of Arras wrote to the artist on April
28:

«lo desiderarei haver un ritratto del Prencipe Nostro Signore, che faceste a Milano.
Di gratia, segnor Titiano, se ne havete ritenuto alcuno disegno, fatemene haver un

estra¢t o dell a perfettione chdio%l o spero del
And again, on June 21:

«Ho anchor gran contentamento che habbiate dato principio al mio Principe di
Spagna, et vi prego farmi tanto piacere che venghi vivo, o al manco nonaii supera
da quello della regina (Mary of Hungafs)»

Part of the fame of this effigy of the Prince was surely due to the literary promotion
made by Pietro Aretino, who oftef used h

In February 1549, the poet attachesbnnet dedicated to this painting to a letter

242MANCINI 1998, pp. 18485.

243MANCINI 1998, p. 186.

244MANCINI 1998, pp. 19495.

245MANCINI 1998, pp. 18188;Puppi2012p. 176.
246MANCINI 1998, pp. 19192;PuppP1 2012, p. 179.
247Sed~REEDMAN 1995, pp. 33.
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addressed to PhififfThe sonnet pays little attention to visual details, instead stressing
the artistds ability in t h#&andmmgniogitgi on of
the grand gesture of regal majesty that characterises the figure of & prince.

In relationto this trip to Milan, Matteo Mancini has recently discovered a
document that could rewrite the dynamics
the commission of the famopsesi@he scholar foungossibleeferences to Titian
in the expense accouwftthe Prince during theelicissimo yifiem 9 January to at
least 21 February 1549According to these annotations, Titian and some other
members of his workshop (probably the-kvell o veette inocche da sfamarg¢ oi ned t h
Prince in his journeg the Low Countries. The artist would have travelled with Philip
and his court from the town of Pizzighettone to Augsburg, where the mention of
Titian in the account ceased, and it was substituted by the name of Ledffe Leoni
Mancini argues that these itinenwere essential to lay the foundation for the privileged
relation between the artist and the patron that would culminate in the production of
the series of thpoesi® The discovery of this document and the analysis of the
consequenc e spresehce tunng paat roft tikedicis€ingo viajesurely
interesting, but it is far from being exhaustive. For instance, the author does not
consider the sonnet by Aretino mentioned above, where he praised the perfection of
Phil i pds p o the pamtertwaslay from Vdniceadram Detefmber until at
least the end of February, how could Aretino have seen the portrait before sending the

248 ARETINO 19972002, V, p. 147.

29¢ Qu e | proprio in carne divi color vitale, Tizial

250This portrait of 1548 is supposed to be the one that was sent in 1553 to the future wife of the
Prince, the English Queen Mary Tudol §1E558), as stated WYeTHEY 196975, Il, p. 42. The
scholar considers a letter that Mary of Hungary wrote to Mary Tudor in which she informs the Queen
that she was about to send a portrait of Philip by Titian that was made three ye&wseekoher.

1990, pp. 586.

25IMANCINI 2019, pp. 6282.

252 The sculptor Leone Leoni also travelled with the Prince, but his name was recorded in the
expense account just when Titian stopped being mentioned. The sculptor, then, went directly from Ulm
to Brussels, to sex the Emperor. It is curious that both Titian and Leone were not mentioned by the
accurate chronicles of the jourrdyNCINI 2019, pp. 2482.

253 About the series of theoesievith an extended bibliography and the transcription of the
correspondence atéd to them, see the catalogue of the recent exHilgitiooN 2020.
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letter and the sonnet to the Prince in February? Titian might have sent it to Venice

with a courier or a memberto$ workshop at a certain point, but why would he have

sent a portrait of the Prince to his studio if he was travelling with him? Titian would
probably not send a finished painting back to Venice. Then could it have been an
unfinished painting, compleitech very short time Titiands
of the master, that was so lauded by Arelinetill possible that Pietro Aretino

bl uffed. 't would not be surprising. Kno
have been too difficult ftim to make up a plausible praise. After all, the lifelikeness

and the expression of majesty were commor
if the painting was with the Prince, it would have been easy to call the bluff. Then why
bluffing?These gestions must be added to the many doubts that still exist about this

Oi nvi si bhaseMaricini has cakbeglsib strangely unmentioned nor by Titian,

nor by the chronicles of the time.

13. 1.1 The oOhasty e aristcuetucabionstyle oa vismaht t e r of
readability?

Much can be said about the portraits of Prince Philip. First, that the urgent request
he did to Titian to meet him in Milan to be portrayed can be considered a rhetorical
expedient, part of the politics of succestamed by Charles V. The Emperor desired
to legitimate the future role of Philip as heir of his reign in opposition to the
revindication of the crown of the Holy Roman Empire made by Ferdinand of
Habsburg, brother of Charles*for that reason, it wamportant for Philip to be
painted by Titian, the court artist of his father (virtually the only artist that was
legitimatedo portray the Emperor), and the main responsible of the state image of
Charles V with the paintings of the 1530 and his mastetpedes V at Muhlberg
Secondly, itis likely that at least one of the portraits, maybe the one that was celebrated
since an early stage, was dength effigy of the Prince with an armour, like the one
of his father painted in 1548. Tpwrtrait of Clarles V now lost, is known through

254For these political strategies of succession and the rolé-efi¢fssimo vie@gERODRIGUEZ-
SALGADO 2020, pp. 618.
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the copy of the Spanish painter Juan Pantoja de la Cruz§@8%3and represents
the moment in whicthe Emperomad his public image translated by Titiamin a
updatedlanguagdFigurerd), together with th&€harles V at Muhlbekgfultlength
portrait with and armour of Prince Philip would have visually underlined the continuity
of the dynasty from father tors@nd it would have called to mind heroic and classical
reference¥® Other portraits of Philip were painted in the following years, starting
from the one made during the second sojourn of Titian in Auglburg

The most impressive fldingth portrait ithe Philip Il with an armaarthe Prado
Museum (Figure14).® It is still problematic to exactly identify which of the
aforementionegortraits is the one now in Madrid, especially in relation to a letter
wrote by Philip to his aunt Mary of Hungary in 1551wiellknownpassage, Philip
seems to complain about @gpearance of his portrait with an armour that he is
sending to his aunt in Brussels. He writes: «Al mio armado se le paresce bien la priesa
con que le ha hecho y si hubiera mas tiempo yo se le hiciera torrfat Hezrince
uses aword that canrea ns|l at ed as Ohasted6 to expre
painting, even adding that he would have asked to the artist to paint it again, if only
there was more time. The Prado canvas had been traditionally recognised as the one
mentioned in this letter,addat ed t o Titiands seldsnd trip
However, Hope argues that the quality oftmiép Il with an armoouldnot have
been described as Ohastyod \wenidofthel®d48i der s t
canvas® Falomir, by camast, asserts that the Prado canvas corresponds to the one
painted in 1551, and that the letter from Philip to Mary of Hungary referred instead to
the replicamade for his aunt. The existence of a repli€ibp Il with an armisur

255Juan Pantoja de la CrGharles V in armour wititen1548; 183x110 cm; oil on canvas; Museo
Nacional del Prado; Madr&eeK uscHE2007, ppl56157.

256 SeeCHECA CREMADES 2017, pp. 444.

257T\WETHEY 196975, II, pp. 4445 lists at least other five portraits of the Prince by the hand of
Titian.

258 Titian; Philip Il with an armaeurt551; 193 x 111 cm; oil on canvas; Museo del Prado, Madrid.
WETHEY 196975, I, pp. 126.28;KUSCHE 1998, pp. 261292;MADRID 1999, p. 36440PE 2005,
127148 HUMFREY 2007, p. 24&HECA CREMADES2013, pp331337.

259 MANCINI 1998, p. 211 reports two different versions of the letter, but this one is the most
acknowledged by the literature.

260SeeHOPE 2005, pp. 12748.
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attested by the mwence of two canvases with the same descriptionnbtte
inventory of Philip in 1553 and in the one of Mary of Hungary irlL 5586

Either waythe portraits of 1548 surkdft a mark on the young Prince Philip, and
the Prado painting embodies orieh® epitomes of thetate portraihe perfect
expression of the international court culture promoted by the Habsburgs. The figure
seen in threquarterdooks elegant, nonchalant in his heavy and precious armour, his
right hand on the helmet, the lafiecat the flamboyant sword. The dark background
enhances the softly enlightened skin of the Prince and the rough strokes of light on
the metal. The only intense colour in the composition is the red velvet that covers the
table where the helmet and the anmglove lie. The column in the background
probably refers to emblem of the Habsburgs, as previously mentioned regarding the
use of this motive in the portrait Gharles V seasedl in the printed effigies of
Antoine Perrenot de Granvelle.

Is this the hstily executed painting mentioned by Philip in his letter? It is difficult
to assert, because the words used by the Prince can be interpreted in different ways.
Scholars often cite this anecdote to make a statement about the artistic education of
the youndPhilip?®? The common narrative asserts thatRnec® s wasynet yet
tranedunder stand the | ooseness of Titianos
Charl es V, his refined aunt Mary of Hun
Perrenot de Granvellall of them responsible of the development of his artistic
educationalready held the manner of the Venetian in high esteem. But then the Prince,
opportunely guided, would start to appre
important patrons frormbout 1550 to the death of the painter. There are, however,
some other elements that are contradicting or, at least, complicating, this narrative.

Philip was certainly an art connoisseur, and his judgment had been traditionally
related to a canvas presamian unpolished and loose style of painting. It is difficult
to assess, from our perspective, whether he would have judged the Prado portrait too
sketchy and the brushstrokes too | oose.
the same years anotineemorable effigy of the Prince was painted by the Flemish
artist Antonis Mor (c. 1541576). Théhilip 1) now at the Museo de Bellas Artes of

261Sed-ALOMIR 2008, pp. 13245;MELBOURNE 2014, p.78.
262PYTTFARKEN 2005, p. 79CHECA 2013 pp. 332335.
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Bilbag® is a threguarter length portrait of the Pringearing sumptuous clothes

and showing the collar bkt Order of the Golden Fleece at his (fegkas). Whereas

the composition of the painting corresponds with the model of the court portraits

developed by Titian in the previous years, characterized by the natural size of the

figure by therepresentatiomt threequarter lengthgy the dark background with few

decorative elements that fazsike attention on the subject, &yén aura aaiestas

the pictorial style is purely Flemish. The severe and rigid expression, the attention to

detals, the polished brushstrokes, even the use of the panel support instead of a

canvas, contribute to create the senggawftasf the entire figur®* Was this the

type of portrait, characterised by polished painting and attentive to an exact record of

the physiognomic features, that was the
It is perhaps impossible to answer this question, but there are some elements to

considetin the attempt of clarifying some aspects of the proBletonis Mor had

started his career withe help of another patron of Titian, Antoine Perrenot de

Granvellg®and hehadofficially entered the service of Philip in 1554, with a salary of

300scudf®*Mor 6 s portraits had a great fortune

across Europe to depict kings, queens and other members of the Habsburg family

increased his fame as the official portraitist of the future King off*SpAim.

indication of thepreference for this kind of portraiture is also the choice of the

Portuguese artist Alonso Sanchez Coello-(B8R), Antonis Mor pupil, as the new

chamber painter of Philip Il in 1580Coello was specialised in portraits, and he

263 Antonis Mor;Portrait of Philigrilblack and whitel549.550; 107,5x83,3 cm; oil on oak panel;
Museo de Bellas Artes; Bilbao.\S8eeDALL 192, pp. 1118;MADRID 1999, p. 282V/00DALL 2007,
pp. 182184.

264 BODART 2013, pp. 14149, juxtaposes the concepgitiaprincely virtue par excellence in
the Italian context, expressed by the imprecise and vibrant brushstrokes of Titian, to ghavitas of
typical of the Spanish monarchy.

265Se@NOODALL 2007, pp. 13580.

266\\JooDALL 2007, p. 26 BODART 2013, pp. 15051.

267|n 1550, Mary of Hungary sent Mor to Portugal to paint the effigies of the Portuguese branch
of the family, and in 1553 he was sent to England to portray the future wife of Philip, the Queen Mary
Tudor. See especialfpoDALL 2007 passim

268 For anintroduction to the life and the work of the artistBeE®ERHERMANN 1990, pp. 14
35.

68



followed the model deleped by his masté&f Even though the portraits that Coello
produced for the court of @&iginalhisgylecssannot |
quintessentially Flemish. The Portuguese artist approached the Venetian models
through the lens oAntonis Mor mediation, opting for a precise and detailed
representation of the subjects, with particular attention to elements of clothing and
jewel |l ery. I n her anal ysis of Antoni s
consideration that this descriptispext of the portraits is related both to necessity of

the subject to be perfectly identifiakdéso in his social statysnd to the desire of
proximity that the spectator had with the person portfayida: works of Titian, on

the other hand, wereaate to be looked at from a certain distance, according to the
instructions that Mary of Hungary gave to Simon Renard, imperial ambassador at the
English court, in 1553. Writing about the shipment of the portrait of Philip to Mary
Tudor, the Governor of thdetherland asserts that the canvas was very lifelike, but
then she points out: «la voyant a son jour et de loing, comme sont toutes poinctures
dudict Titian que de prés ne se recognoigseviary of Hungary suggests looking at

the painting withaproperi ght and from di stance, becau
be recognised from close By>This remark shows both the concern about the
capacity of Mary Tudor, more used to the detailed and polished portraits by the
German Hans Holbein (14971%43) ad the Flemish William Scrots (active 1537
1553y to approach a painting by Titian, and also her visual experience as art
collector™

2690n the Portuguese painter, B#®RID 1990;J0RDAN GSCHWEND 1994 K USCHE2003.

270 This was not just a conceptual matter, but it was also related to the prauicadffiae
artworks, which were supposed talosely observeBoODART 2013, p. 153. For an analysis of the
phenomenon and the meanings of portraiture at the court of PhilipHALeegR in MADRID 1998
1999, pp. 2B227;MULCAHY 2000, pp. 47396.

2711\WEISS184143, IV, p. 150.

272For the English transcription, $¢éePE in VENICE-WASHINGTON 19901991 p. 53.

273\Villiam Scrots had been court painter of Mary of Hungary in 1537, before becoming the new
English Kingds painter in 1546. Both the Ger man a
of painting, very different from Titiands.

274BODART 2013, ppl153155.
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Bodar't relates Mary of Hungaryds advic
(15111574) would give about the matuiiatpay by Titiait”®in the biography of the
painter published in his 1568 editioh@¥ite dgiu eccellenti pittori, scultori e architettori
Vasari describes the style of the early works of Titian as refined and diligent, explaining
that they might blmoked at from close by and from the distance, buththadds
that in the latest paintings the artist changed his m&ores. judgementhése late
works were made just to be looked at from the proper di¥tahcewe ver , Vasar |
statement describem as: «condotte di colpi, tirate via di grosso e con m&échie»
therefore rough, sketchy and fragmented, using stains more than brusk3tiakes
description doesot fit, as we willurtheranalyse, the artworks made for Charles V or
his sisterMay of Hungary, nor Tsiandithafirsbyeargof oduct i
the 155G

The aforementionedssertions are not referring to the same objettie same
period of timeand they are also addressing a very different awdiesreay/ asari
IS writing to intentionally analyse the transformations of the style of the painters in his
treatise, Mary of Hungary is trying to make the figure of the Prince as recognizable and
asremarkable as possible in a context dominatestydg of portraits that she knows
perfectly, namely the Flemiid Germammannerof the English courfThe first
referred to Titiands mybtbekeboghge iatansa
painter as a matter of expressiorsezzaturghich would dignify the difficult
readabilityf the artworks. The lattienstead, gave practical instruction for the actual
readability of the portrait because she knew the visual habits of Mary Tudor.

To sum up, certainly the type of portraits elaborated by Titian represented a
milestone and a fundamental passage for the invention and subsequent

homogenization of theourt portraand thestate portraldlowever, the Flemish

275BODART 2013, pp. 15354.

2716«Ma € ben vero che il modo di fare che tenne in queste ultime é assai diferente dal fare suo da
giovane. Concio sia che le prime son condotte con una certa finezza e diligenza incredibile e da essere
vedute da pressoda lontano, e queste ultime, condotte di colpi, tirate via di grosso e con macchie, di
maniera che da presso non si possono vedere e di lontano appariscono\VfrerAait2568, 11, p.
815.

277\/ASARI1568, I, p. 815.

278F0r a translation of the passageResanND 1982, p. 22.
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reception and transformatioacha fundamental impact on its standardization. In this

process, Antonis Mor had a leading role, lucidly summarised by Falomir:

«Through a sort of abstraction of Titianesque models, Mor made them more
accessible to other painters and thus court portdditise second half of the
sixteenth century were more indebted to Mor than to Pittan»

After the second visit to Augsburg in 2550Titian ceased painting portraits for
the HabsburdPrince except for some replicas, but these paintings continbed to
copied and spread through the European c8tfthh r ough Mor éhany el abor
differentar t i st s appr oac heidventiohseerging thent with n ma st
detailed record of the s uimagefcde@wewdlppear al
discuss in depth in the following chaptérs.

Bearing this in mind, we might say that the remark of Prince Philip was not just
related to @aintingy Titian, but to @ortraiby Titian.The concern would have been
justified by the expectations relatedht® function of the portrait to record and
bequeath the likeness anddtatusf the sittef®? The suggestion sent from Mary of
Hungary to the future wife of her nephew was also related to a portrait, a portrait that

waspart in important marital negotiations.

279FALOMIR 2008, p. 78. About the role of Mor in the standardization of the court portrait starting
from Titiands models and the possible part pl ay
spei alised in portraits t haTAGLBFERROETALCEDMPPe3BXE wi t h t |
340.

280 Some examples are Alonso Sanchez Coello, Rolan de Moys and Juan Pantoja de la Cruz in
Spain, Arcimboldo at the court\dienna Hans von Aachen in Bz, Scipione Pulzone in Rome,
Willem Key, Adriaen Thomasz Key and Frans Pourbus the Younger in the Low Countries.

28lThese court portraits had beerml95vaTheescholas 0O0senz
argues that this international kind of portraituad its origin in the paintings of Jan van Eyck and
Rogier van der Weyden, and then found its specific elaboration in Antonis Mor, that merged the Flemish
and Iltalian tradition. Zeri, however, gsonesndt r e
this process, as also noticedrAyomIr 2008, p. 76.

282Portraits had many different purposes during the Renaissance, even though the main one was
to commemorate the sitter. However, as the ones of Prince Philip, they were also used for political
propaganda and as a substitute of the absent sitter. About uses and functions of p@AnaiBEsee
L. 1990, pp. 19325.

71



Theinterestabout paintings carrying a precise likeness of the sitter, related to the
importance of the Flemish and German tradition of portraiture that, it is important to
remember, was also a significant source for Titian himself, put these judgements under
a different light. It would be misleading to confuse these statements on pibintraits w
a more gener al under standi ngtheadéaofan t i and s
ounpolished painti ndigcussedyVvash®® opi ttura a |

There is, indeed, an ulterior problem that needs to be addressed as a recurrent
theme of thistudy. And it is that of the retrospective reading of sources, both material
and literarBycompamgV a s g nid@® ment on Titiands art t
previous to itscholarsnight fall into the trap of trying to fit every source in &pcef
narrative. Moreover, by following this narrative mostly built upon literary sources, it is
easy to ignore or overlook certain aspec
reception.

As mentioned above, the works of art that the Venetian gairiteziHabsburgs
betweerthe 1543 and the second sojourn in Augsburg, were particularly polished,
plastic and sculptural, much different from the outcomes of the following years. In
order to examine the features of this group of paintings, theinséigtiovith the
other production of the painter and the impact that they might had on the image of
Titian in the Netherlands, it is necessary to discuss the seriesCohdieenned

commissioned by Mary of Hungary for the castle of Binche.

13.2 The Condemnedfor Mary of Hungary

In his pivotal work on the completerpus f Ti ti ands paintings,
grouped the specific production of artworks after the trip to Rome under the header
«Michelangelesque Interlud&Bhe series of the fo@ondemnisddescribed as the
epitome of this tendency showed by the Venetian artistisirioae othe Farnese

Danaghe painting that had been described by Giorgio Vasari as the core of the famous

283For the analysis of the concept of Hfinito, sketchy execution and the proper distance from
which to | ook at a p BArRoctH 1858, pp. A2238;808M10991,008. 43Wr i t i ng s,
53.

284\WETHEY 196975, IlI, p. 61.
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anecdote of the meeting between Titian and Mick&&A¢n this passage, Vasari
expresses through the voice of Michelangelo his judgment of Venetian art, and the
superiority of the FlorentimBsegraver themereimitation of nature. The author of
the Vite corroborates the lively theoretical debate among these approaches to the

depiction of nature, writing:

c[ €] chi non ha disegnato assai e studiato
fare bene di pratica da sé né aiutare le cose che si ritranioo d@heivloro quella
grazia e perfezzione <c¢che d-~ |l 6arte fuor.i

ordinariamente alcune parti che non son B#lle»

However, before this consideration, both Michelangelo and Vasari complimented
the Venetian master for ®rk, and Michelangelo praised Titian focdligritand
maniera

Wet heyds periodization thus is part of
Dana@s Titi ands ans w?® Theytrecoghive a Hiadgue mfgtteel o0 6 s
Danaevith the lost.edaby Michelangelo, painted in 1530 and known espiorally
drawings and frorthe copy by Rosso Fiorentino at the National Gallery of London
(Figuret7,7®® and the sculpture of tHdightfor the tomb of Giuliano de Medici in
Florence. It is tempting thus to simplify the meaning of this painting and the ones that
will follow to the epic competition between these great artists. Among the other
sourcesdr this painting it is possible to identify Brenadrigurag) by the Emilian
painter Antonio Allegri, called Correggio (c. -18394Y?° or the Danagainted by

Francesco Primaticcio for Francis | at Fontainelrigau9),>° that Titian probably

285Tjtian;Danagc. 1545120x172cm; oil on canvabjuseo Nazionale di Capidimonte; Neaples
The discussioni is reportedinsArI 1568, I, p. 813.
286\/ASARI1568, I, p. 813.
270r even as: ¢[é] his decl GoFFan2D0@,p.38f art war wi
288 RossdFiorenting Leda and the swéter 1530; 105,4x141 cm; oil on canvas; National Gallery;
London.
289CorreggioDanagec. 153132; 161x193 cm; oil on canvas; Galleria Borghese;JRaf@uLD
1976, pp. 27Q71;FAB 1 Az 4896, pp. 9907.For the receptiom f the series of t he
Jupi t BIOERNINGER2@0&, pp. 19197.
290Francesco PrimaticciDanagec. 15389; fresco; Gallery of Francis |; Fontainebleau.
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knew from the print by Léon DavéfifTitian elaborated these and other sources from
antiquity through the lens of his previous production, especidiigcitieanal of the
Andriansiow at the Prado Museum (1283 and thé&/enus of Urbiabthe Uffizi
(1538). All of the elements were tatrsl to a sensuous scene, where the body of the
woman i s the absolute protagonist. As t
reaction to Michelangelo or, in a broader sense, to the -Ragnan tradition,
because of Vasar i 0 stormancite mauéls, alsothe seriessof Ro ma
the Condemnafers several insights about the problem of the use of dafital
and classical sources.

Antoine Perrenot de Granvelle provides the first record of the paintings in his
letter to Titian dated 2Lk 1549:

«la quale [Mary of Hungary] mi mostro li giorni passata le due pitture vostre delle
pene infernali, che in vero sono eccellenti. E come a me ne dimando il giudizio, io
non mancai di scrivervi come merita il divino vostro pennello, e verametdé son

chef anno stupir li maes#i®»

In addition tothe information that the first two paintings of the series, probably
theTityusind theSisyphulsad been delivered to the Governor of the Low Countries,
the Bishop of Arras is also keen to strespdsigion at the court as expert in art
matters and the benefits of his friendship. No documents have been discovered yet to
shed light on the mind (or minds) behind the choice of the subject of this series, very
unusual in the Netherlands and unprecedénted Ti t i ands producti or
to imagine that it was the artist himself who proposed the mythological themes, as he
woul d do poesisbme Rdars lafétidofvever, the series was not at all an
isolated production, but it was part dliggerand more complex iconographical

programme, in which paintings, frescoes, sculptures and tapestries had a precise and

291PANOFSKY 1969, pp. 144f/ENICE-WASHINGTON 1990, pp. 26269;GOFFEN 2002, pp. 334
338;MADRID 2003, pp. 26203. Against this interpretation, see espe@miiyiLl 1988, pp. 162ff
andZAPPERI1991, pp. 15271 HOPE 2003, pp. 18889 who considers the 153Danaby Correggio
in the Galleria Borghese as the main Ivigfarence for Titian, andAHR 1978, pp. 448,
PALLUCCHINI in VENICE 1981, p. 20. For the engraving by Davenfesgens 2017, 11, pp. 221.

292MANCINI 1998, p. 192.

293 Also discussed PUTTFARKEN 2005, pp. 888
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coherent role in the setting of the palace of Biffchgerefore, is unlikely that Titian
had the freedom to choose the subjects or even the formats of the paintings of the
series. The subjects, Geat Sinngngere part of a broader mythological episode that
described the battle between the giants ambtse the soalledGigantomachiae
representation of this theme was popular in Italy during the Renaissance as a general
allegory of the contrast between order and chaos, or in a more politi¢alidesse
allegory had been already used in refeie@derles V by Pietro Aretino, friend and
promoter of Titian, in a letter of 153&ut his not exactly friendly correspondence
with Mary of Hungary discourages the idea that he was directly involved in the
process” As previously mentioned, Granvibelalreadyshowed his interest in the
topic of theGigantomaciifand the welkultured Mary of Hungary and her entourage,
probably with his contribution, were responsible for the conception of the entire
programme.

Calvete de Estrella, in his chrosidétheFelicissimo vidgscribes Rrometheus
and aSisyphiy Titian, with the addition offantalusy Coxcié®* Ludovico Dolce,

in 1557, mentions:

294The most recent e complete work about the $érierID 2014.

295 A discussion of the most important examples of Gigantomachia in the ltalian art and the
political allegory of theondemreipart of this mythological episode can be fouddmrID 2014,
pp. 160161.

296Referring to Swiss, Italians, Frenches and Turks, he writes: «Mentre che essi minacciano contra

del | 6l mperador e, il qual non si mov e, e tiengli
mont i [ ], r i gu aeratieta della oro supeebla,bgk dispersé eon duei folgori che
tiene ascosi frag i arti QRENINOILEDS ppuli5d52 che di ede (

297|n a letter dated May 1547, Pietro Aretino shows all of his disappointment in not regeiving an
ocurtesyo6 from Mary of Hungary, despites his nume
the Emperor. Se&RETINO 1550, p.81.

298He asked Giovanni Battista Scuftarsome drawingsomGi ul i o [Rab ohthenGiadts
and Ludovico Dolcd edi cat ed t o hi m WMdiamorghgsadadseltrasfoimazioniof Ovi
(1554). SeddADRID 2014, p. 36.

299 CALVETE DE ESTRELLA(1552001, p. 316.
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c[é] delle molte pitture da | ui fatte a Ce
della Trinid, della Madonna che piange, del Tizio, del Tantalo, del Sisifo, di

Andromeda eodel | 6 Adonee

Vasari, instead, record®@metheasSisyphua Tityusand aTantalushade for
Mary of Hungar$* The problem of the composition of the series, and especially the
confusion concerning thetyusand thePromethewsas discussed by Mancini, who
believes that there was a clear distinction between the original series of Binche and its
following relocatin and display at the Alcazar made by Phiffik thesis develops
around the concept that, in the iconographic programme, the «classicist language was
predominant3*

As mentioned, Mary of Hungary hagla inassociating classicism to the-well
estalished language of thea b s b ur g 6 s nptesuspese that the festivities s
of Binche, one of t he Felidssimo viaegcombiniagnt st 0
the Burgundiastyle ceremonies with the mythological allegory that involved the
decoration of the haf The main elements of the iconographic programme can be
reconstructed combining the drawing preserved in the Royal Library of Brussels with
the literary descriptions of tlggande salend they were: a series of tapestries
repreenting the deadly sins from the design of Pieter Coecke van Aelst; at the north
wall, over the fireplace, the relief medallion of the Roman Erhiageheirand the
canvas of th#&lusical contest between Apollo anbyMdaidyelsCoxcie; at the south
wall the relief of Cesar argbollo flaying Marsgéso by Coxcie: next to the north
fireplace, a canopy where Mary of Hungary, Charles V, Eleanor of Austria and Philip

took place during the festivities, that was decorated withlltioé Phaetéh

300DoLCE 1557, p. 205.

301VASARI1568, I, p. 814.

302The line of thinking is too articulate to be summarized heMasea 2009, pp. 25374;
MANCINI 2011, pp. 7-92.

303MANCINI 2011, p. 71.

304 For the Burgundiastyle ceremonies, 9eeTERS1998 pp. 11-35;JONGE-GARCIA-ESTEBAN
ESTRINGANA 2010 For the mythological iconography, BeeHER1994;PUTTFARKEN 2005, pp. #7
96;CARRASCOFERRER2011, pp. 691;MANCINI 2011, pp. 792;MADRID 2014, pp. 262.

305A complete reconstruction of the decorative elements can be fGaRaASCA-ERRER2011,
pp. 6991, CARRASCOFERRER2013, pp. 17301.
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The wlole display acquires meaning in the light of the defeat of the Schmalkaldic
League of Protestant princes, whose rebellion against the Holy Roman Emperor,
Charles V, was suppressed in the battle of Muhlberg. Therefore, the iconographic
programme can be inpeeted as a reference to the rightful punishment that is reserved
for those who decide to rebel against the order, whether it is established by the gods
or by the legitimate ruler.

Among the sources for these mythological figures there were not dodl class
t ext s | Metarmorpfpges\i desgeidh Ih @ s H dOnysgdydt shey had been
also commented by some the most important Italian writers of all time, Dante and
Boccaccig®®and by Erasmus from Rotterdam (14686) author that was connected
to the environment of the Habsburgds cour

Mythology, thenwas usedat the service of an allegory with political and
moralising meanings, expressed through a classical language.

Titiands cycle had to har mopattezneof wi t h t |
expectationsf decorumhis context is necessary to analysEttheand theSisyphus

as the epitome dfieso-called «Michelangelesque Interlofigye Venetian

13.2.1 Reevaluatingthe sec al | ed oOMainmiesd sin | ight of th

artistic preferences

The paintings for the church of Santo Spirito in Isola can be considered as a
stylistic and compositional antecedent fo€Ctrelemn&ainted either right before or
right after his return from Roriéthese scenes from the Old Testameere
originally commissioned to Giorgio Vasari, as he also remember&fitéi®hihis

306EspeciallfMANCINI 2009, pp. 25859 considers Boccaccio as one of the major sources for the
choice of these subjects.
307Titian started a lawsuit against the friars of the church of Santo Spirito in 1thdig}jsaiinak
date that is usually accepted by most scholaMEseE-WASHINGTON 19901991, pp. 25358;
GENTILI 2012, p. 189. Dated to 1546-hymMFREY 2007, pp. 23241 and to 1552 IggherlesHope in
MADRID 2003, p. 305.
cLdanno medesi mo, essendo stato il Vasar.i in
palco a messer Giovanni Cornaro et alcune cose per la Compagnia della Calza, il Sansovino, che guidava

la fabrica di Santo Spirito, gli aveva fatto fare diggdre puadri grandi a olio che andavano nel palco,
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series was Titiands .Hefolewdt appmodeh Db Vat
canvases for Palazzo Cof8pmelli, one of the first examples of «sisdecorativi
aperti nei soffitti che si vedevano a Ven&2iblse paintings depi€ain slaying Abel
(Figureo), Abraham sacrificing (saae1) andDavid and Goli#tlyure2), and they focus
on the representation of foreshortened male bodies, monumental anatomies that call
to mind antique statues and a more Cdtdiin visual langge’™®Pallucchini cites
these elements as evidencesafalledd Ma n n e r i*sTitian was isupposedly.
dialoguing with the paintings by Giulio Romano and the presence of Florentine artists
like Francesco Salviati and Giorgio Vasari at the beginttied ®40s'>However,
as the scholar highl i ght stracet ¢éadies,¢0158Manner i
40Portraits of the Cag&ssusely related to the example of Giulio Ronwarto,1542
43 Crowning with thdrrsres), where the body of Christ is deeply indebted to the
statue of th&aocoam sexemplum daddtis
But is it correct to call these experiments with the Gkaligad visual language
a 0 Ma n n e rApad from the prablenss (¢ defining univocéidyghenomenon

of the secalled Mannerismhé focus orits language and styl@uldnot beenough

accio gli conducesse di pittura; ma essendosi poi partito il Vasari, furono i detti tre quadri allogati a
Tiziano, che gli condusse bellissi migdsogpoenr avere ;
Su.»in VASARI1568, Il, p. 812.

309 PALLUCCHINI in VENICE 1981, p. 17. See aRoOMANELLI 1999, pp. 483.

310 TitianCain slaying Alel1546; 298x282 cm; oil on canvas; Santa Maria della Salute; Venice
Abraham sacrificing;lsa&b46; 32285 cm; oil on canvas; Santa Maria della Salute; Mawideand
Goliathc. 1546; 300x285 cm; oil on canvas; Santa Maria della Salut&V&emgel96975, |, pp.
120G121;HUMFREY 2007, pp. 23341.

3110nthesoc al | ed & Ma n VECANOYER 1984, pps1BI8® s e e

312PALLUCCHINI in VENICE 1981, pp. 120.

313The eleven portraits of the Caesars were commissioned by Federico I, Duke of Mantua, for
the Palazzo Ducal&herefore, the reference to the art @fili@ Romano was not coincidental, but
functional t o t.Afertpenhad been&ad topking Charlesel of Erglaind in 1627
28 and afterwards to Philip IV of Spain in 1651, they nferéunately lost during a fire at the Alcazar
of Madrd in 1734, their appearance is preserved by drawings and especially by a series of prints by the
Flemish artist Aegidius Sadeler (@56P9). SEW/ETHEY 196975, p. 488CHECA CREMADES 2013,
pp. 125136

314Titian;Crowning with that54243;303x181cm; oil on panel; Musée du Louvre; WEmsEY
196975, I, pp82-83;CAsINI 1993, pp. 9118;HUMFREY 2007, p. 181GENTILI 2014, pp. 17184
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to explaina | | of the aspects of Titiands produ
ocrisiso6 candt be g eappécatiarl oh Juscafpoméniareld on t |
classical visual vocabulary, just sporadically mediated by Mannerist painters.

Paul Joandie s , for i nstance, anticipates th
Mi ¢ h el a nod®ll, with the feescoes of Padua representiMjringes of Saint
Anthon§*In contrast to Pallucchini, hedoesi nt er pr et t hi s aspect
the reactionagainsthe current of Mannerism with all of its ideological and stylistic

i mplications. I n his analysi s, he includ
the Manneri st painters in a wider phenome
tal i an and®antiqgue arto

Even more clear is the position of the scholar Michael Bieniigliliscusi®n
onthe supposed Mannerism of @y Trinitf155154), extended to the Santo Spirito
paintings and th€éondemnéal his opinion, Titian used a powerful formal language
when it was required by the theme or, as it is arguebyiteeecontext, in order to
create a more Suitable oheroicéd style

If we contest the idea of a ocrisisoéo it
Venetian master embracing or notidh@maf Mannerism, and focus instead on the
contextual motivations that required him to experiment on those sources, often so
variousand so well merged together that is almost impossible to say whictoprevails
the others

Listing all the paintings in which these borrowings can be identified would go
beyond the scope of this discussion, but some of them are worth to mentioning. The
Danaeas previously discussed, is the perfect example of an accurate use of-the Tuscan
Roman tradition through the mediation of Giulio Romano, master of Primaticcio, and
Michelangelo, in a context where Titian, far from Venice and eager to gain the favour

of the papal court, calihotignore these prototypes. As for the decoration of Santo

315J0ANNIDES 1990, pp. 245;PASSAVANT1991,pp. 83 14, wi t h further bibliog
borrowing from norVenetian arEven though we recouimére the expressiased by Joannides, the
word Oborrowingsé does not seem pertinent to desc
antique and Centrtiblian sources. We would prefertodescrit hem as oOoadaptati onsad.

3For Titiand6s borrowings f r-&komamanddordemporagyr t and
sculpture, SEBJTHERLAND 2008, pp. 20337;KOERING 2009, p. 17196.

317SeeBIERWIRTH 2002, pp. 11819.

79



Spirito in Isola, this was first commissidnaa Vasari and, to a certain extédrdan

be considered indebted to his work for the ceiling of Palazzo-Spimadfi. Hre

Titian had to deal with a problem that was new for himself and relatively new for the
Venetian artinterlocking compartments that should create a unitary and illusionistic
systeni‘® The Augustinian canons of the church assigned to the Florentiree Jacop
Sansovino (1486570), escaped from Rome during the Sacco of 1527, the renovation
of the facad&® while Vasari, Titian and Giuseppe Porta (1528), also known as
Salviati, were appointed to take care of the pictorial decoration. Giuseppe Porta, pupil
of the Florentine painter Francesco Salviati {I153%), worked with his master in
Rome, absorbing elements of the art of Michelangelo and Raphael through the manner
of his master, before his arrival in Venice in 1539. He was one of the importers of the
TuscaARoman tradition in the Serenissima, especially inRgpbstelesque version,

but he also merged this language with the Venetian iiaHeemade the organ
shutters with th&riumph of David after Slaying &@wliittRevenge of Saul agangst Da

the canvases of the refectory representingaieSuppemd paintings of the ceiling

with Elijah Nourished by the Ahg€kll of Mannand théProphet Habbakuk Comforts
Daniél in the Lair of the Eibhlse Fall of Manna circulapainting now in the church

of Santa Maria della Salf#eures), is a clear example of a spatial composition based

on the monumentality of human Existanding out against the emptiness of the sky.
1t is impossible not to notice the si mi
church. Thigondbas an uncertain date of execution, usually based sppposed
derivative correlation to theriss by Titiad® Both artists had clearly considered
Giulio Romanods work in Palazzo Te, Mi ¢ h

Pordenone and Correggio as examples of how to deal with the decoration of a

3183CHULZ 1968, p. 120.

319SHOWARD 1975, pp. H6.

320SedPALLUCCHINI in VENICE 1981, pp. 119.

321SeeSavy 2015, pp. 9405.

322The appearance of this composition is more clearly readable in the print: Andrea Zucchi after
Giuseppe Porta (Salviafgll of Mann&a720476x482 mmetchingBritish Museum; London

323The date of execution is considered posterior to 1544, aftemtpelcet i on of Ti ti ano
just because of their similarity regarding the spatial organization and the plastic Michelangelesque
bodiesVENICE 1981, pp. 995.
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ceiling® It would be tempting to hold thgreat Venetian as responsible for
interpreting these models aondconsider Giuseppe Porta jasta followerof his
examplelt is more likely that they both had to take into account the Cetital
origin of the commission (Sansovino, Vasari, tadwid the fact that the reference
models for the decoration of big and articulsadtivere mostly by Tusc&doman
painters, like Vasari in Venice, or the aforementioned Giulio Romano, Michelangelo,
and the Friulan Giovanni Antonio de' Sacchis, known as Pordenor5@3)83F he
latter is also considered to have travelled to Rome ist th&ll@s, as suggested by his
artistic production of the 1520s, strongly indebted to the Raphaelesquetr&dition
the ceiling of Santo Spirito, Titian had to consider all of these contextual factors, and
becauséhe themes from the Old Testament wesw to himhe decidedhat their
violent and heroical meaning could have been conveyed better by a more dramatic and
monumental styfé° Even the pictorial technique, attentive to return the plastic value
of the human figures and draperssl the chrontia choice conform to the models
he is looking at.

The execution of th€Condemneal series of paintings representing single
mythological figures which theme was new to Titiathanhaas alspart of a bigger
and articulated iconographic programme, irasituation similar to the one of Santo
Spirita Plus we have to take into account the quite evident Ckalicad and classical
taste discussed before in relation to Mary of Hungary and Antoine Perrenot de
Granvelle.

Mi chel angel o0 dhe maintsources for ¢hese paintingst ®cholars
often discuss its relevance, as if this aspect could or could not undermine the authority

324The role of TuscaRoman and Emilian painters in the development of the peculiar elements
that will characterize Venetwoffittin the second half of the XiYlcentury, is clearly summarised by
SCHULZ 1968, pp.21.

325For Pordenone in Rome, $&&RLAN 1985HOCHMANN in PORDENONE 2019, pp. 7B1.

326«The requirements of the iconographic programme of the ceiling paintings for Santo Spirito, a
commentary on Sacrifice reflecting St. Augustine's text and expressing the mood of a defeated and
despairing Venice, were admirably met by experimentatiorhaltings of development for which
the Centraltalian painting was at this time greatly admied® 1966, pp. 19305 (p. 205); see also
GOFFEN 2002, pp. 22229, even though the scholar focuses mostly on the Michelangelesque sources

andleads allthe¥e t i ands experimentation back to his rival
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of Titian as one of the most important artists of the Italian Renaissance and
ochampiond of t he issdynFalomiranrihe exhiliition 0A2614,s u mma 1
the debate tries to fit these paintinggluding the series painted for Santo Spirito

and, eventuallshe ceiling of the Scuola of Saint John the Evangelist in Viatace

the corpusf Titian®"Eitherthepai nt i ngs are justified as
development, or the impact of the work of Michelangelo is drastically downplayed,
underlining that:

cthe presence or absence of Mi chel angel 06 :
become the benchmdik evaluating them, rather as though a Titian containing a
certain amount of Michel an¥®el o were someho

That said, ifs not necessary to stressampecibf competition to explain the
OMi chel angel &svg coesider thdhe Cdntuallabad example was
mostly functional to achieve the requirements of the commission and to satisfy the
desireof the patron.

The canvases for Binche were about the same size of the ones for Santo Spirito,
and their monumentality derives fribva focus on a human body that occupies most
of the space. Buthereas the Old Testament cycle the foreshortening of the figures
was enhanced by the big portion of sky that occupied almost half of the compositions,
the figures of theCondemnak fillng almost the entire painting, leaving very little
space for other details. The attention on human bodies is sthhossquedue to
their primary role to vehiculate the message of extreme suffering and pain expected

for who challenges the natural ordiée Sisyphgf8the only painting of the original

327\ENICE-WASHINGTON 19901991, pp. 27274,C.

328 MADRID 2014, p. 165. There the author summarisesatus questiaeisembering the long
critical story of the cycle, that related@GoademntdMichelangelo since a very early stage, when
Venturino da Fabriano visited the Alcazar in 1571. Falomir asserts that is impossible to understand the
series of Binche withokte art of Michel angelo and Titiands st
importance of the use of classical statue as sources, first of all, the grdigpobtime

329 Titian; Sisyphu&54849; 237x216 cm; oil on canvas; Museo Naciorfatkl; MadridSee
WETHEY 196975, Ill, pp.15616Q HUMFREY 2007 pp. 233234;FALOMIR in MADRID 2014, pp. 25
62;GENTILI 2014, pp. 24045.
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series that is supposed to have sur¥#¥sdows a plastic depiction of the human
figure, where the chiaroscuro is carefully used to underline the sculptufaipmalues
25). This style of painting, already present in the Santo Spirito decoration, is even more
accentuate by the absolute centrality of the overgrown figures. The stylistic difference
with the Tityusnade Miguel Falomir question whether it belongs to the same series.
The open brushstrokes, the use of more diluted oil and the monochrome effect of the
colours, would have make this painting out of place at the side of the other. The scholar
excludes the usual explanation that involves a massive intervention of assistants, and
he identifies thityusnow at the Prado as the one painted for ifiigo Lopez de
Mendoza, fifth duke of Infantado (183®1) and cited in the inventory of the palace
of Guadal ajara in 1601, among ot hé&r pai nt
Therefore, the painting would resemble the style of later works by Titian because it
was, in fact, painted arouthe 1560

Following this line of reasoning, Thgyushat kelonged to the duke of Infantado
was switched by King Philip IV with the one in his possession in 1626, because his
version was described as old and deteriorated since the 1556 inventory of Mary of
Hungary which seems not to be the case for the versioatrtbe Prado Museuf.
About the formal sources, tBsyphugasmainlyr el at ed t o fi gures of
Sistine Chap&however, a visual reference that appears to be of primary importance

for this sinner, is the ancient statue known aBdhdere Torsgreatly renowned

330As discussed FALOMIR 2007, pp. 2936.

331 LucretiedDiana and Actagdanus and AdoMsenus and Cypgtagrseus and Andromextably
copies after Titiands pai ntléelh)gFemishapantertiaywokaeada nci s c C
for the most important ducal houses of his day: Infantado and PasEarayir 2007, p. 32.

332Falomir suggested 1586date@ost qugfmLomIR 2007, p. 32).

333|n the inventorythe Tityus and the Sisyphus are not explicitly mentioned, and the Ixion and
Tantalus are the ones described as ruined and in poor condition. However, the actual state of the
Sisyphus and othesrdextual elements makerelogical to assume that the series was all in the same
state FALOMIR 2007, p. 30).

334]n particular a man carrying a heavy burden in the image of thelddcouhes 2004, pp.

140142.
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among the Renaissance affigfises).>** The arched position, the tense shoulders and
the extreme attention to the depiction of the muscles of the male body, are elements
common to both, the painting and the ancient marble.

On the other handn spite of likelynot being part of the original series, the
Titiyu¥® gives interesting and largely discussed insights about the confpgsition
27), also known tlough the engraving made by the Dutch artist Cornelis Cort (1530
1578) in 1566. The most famous antecedent for the iconography of Tityus was certainly
Mi chel angel ods dr awi ng f o(Figued 8 BExceptdonr ded C:
some echoes in the composititime isolation of the figure, the context suggested just
through the rocks and the dead stump, the diagonal position of théheasiyment
that connects the two drawings is the use of an eagle instead of a vulture as the
tormenter of Tityu¥® This substitution caused the confusion about the identity of the
condemned, often referred to as Prometheus already in contemporar$?sources

In this case too, Titirexperience with Greek and Roman antiquities, both first
hand and trough drawings and prints, was fundamental. The growaotdurigure
29), that had an immense fame and impact on the artists of tiiecEMury since its

discovery in 15(6°was grimarysource for the figure of the tortut@deat Sinnét

335 Apollonius of Athend®Belvedere tdrBE; 159 cm; marble; Vatican MuseMatican City See
CARRASCOFERRER2011, p. 76. For the reception of Betvedere Tordbe Renaissance, BeseER-
RUBINSTEIN 2010, pp. 16668.

336Titian; Tityusc. 1565; 253x217 cm; oil on canvas; Maseional del Prado; MadiilETHEY
196975, Ill, pp. 156L60;FALOMIR 2007, pp. 286.HUMFREY2007, pp. 233,2324LOMIR in MADRID
2014 pp. 2562;GENTILI 2014, pp. 24245,

337Michelangelo Buonarrotihe punishment of Ti$382; 19x33 cm; black chalk on paper; Royal
Collection Trust; Windsor Castle. Ge&aNN 201®, pp. 27275.

338MADRID 2014, pp. 16465. Another explanation is offered by Gentili (2012, pa4342vrites
that the two birds were interchangeable in tiguarsources, and that Titian started with a Prometheus
and changed it in a Tityus at the last moment to make it fit in the allegory.

339 Matteo Mancini suggests that the painting was originally conceived as a Prometheus when it
was part of the cycle in Bire, but that its subject was changed when it became part of Philip Il
collection (2011, pp.-BR).

340 AnonymousjLaocoon grouBC; 208 cm; marble; Vatican Museurasican CityFor a
summary, SE80BER-RUBINSTEIN 2010, pp. 15255.

341This aspect wasmmented by different scholars, for a general analySis;+E= AND 2008,
pp. 206212.
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As arguedby Michel Hochmann, the Venetian artist referred to the sculpture in
different artworks, since his early career: the 1516 woo&aunhtodergn@hrist in
the Averoldi Polypiitii522, the already mentio@dwning with thaires Abraham
in the cding of Santo Spirito, and even the parodistic print known aspéhe
Laocodf? In the sculpture, the right arm of the main figure was originally missing, as
recorded by the 1525 print by Marco Dente (active 18527). The outstretched
arm of theTitiyuscan be compared to the one made by Giovanni Montorsol (1507
1563) and commissioned by the Pope Clemente VII #83532

The appearance of tliantalupainted by Coxcie as temporary replacement for
the one that Titian still had to complete, isustdhown. What is certain is that Mary
of Hungary solicitated the delivery of the painting in a letter dated 28 Augtfst 1553
and that this is mentioned in the inventory of 1558, together with the version by
Coxcie. Th@ antaluBy Titian is also lost, bits semblance survives through the print
by Giulio Sanuto (active 154888), dated after 156&urg0).3* As the other two
GreatCondemnede fundamental formal source for the depiction of mythological
figure is another classical statue,Féilng GauFigures1)®** that bebnged to the
Cardinal Domenico Grimani (148823f* The hand on the ground that is
supporting the body, the tension on the shoulder and the face turned upward to grasp
the view of something desired, are all elementddbettaracterise thieantaludt is
not very likely that the print had been conceived as the perfect reproduction of the
painting by Titian. First of all, because Giulio Sanuto might not have seen the original,

but a replica or a drawing that stayed in the workshop, secondly, because th

342 AIKEMA 2001, pp. 227,HOCHMANN 2003, pp. 9103. For a more general discussion about
the impact of theaocodn the art of Veneto, s€avARETTO 198283, pp. 792.

343For a study on the restorations of the group df sleeopseeREBAUDO 2007.

344MANCINI 1998, p. 225.

345 Giulio Sanuto, after TitiaMantalyspost 1553; 44,9x35,3 cm; engraving; Rijksmuseum;
Amsterdam. Se&IDEMANN 2016, p. 186, with further bibliography.

346 Anonymousjalling Gaut. | BGlI AC; 74 cm; marble; National Archaeological Museum;
VeniceThe resemblance, now generally acceptefirsivascognized bBRENDEL 1955, p. 122. For
the differentepresentations this statue and its impact on the Italian artistBOSE®RT-RUBINSTEIN
2010, pp. 18485.

347 At his death Domenico Grimani left his collection, including this statue, teptitaidof
Venice, asking that it should have been displayd®Reed 978, pp. 21344.
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background with architectural elements appears to be out of place if compared to the
emptiness of the other paintings of the é§fdowever, the main male figure in a
contorted positiorwhichdrawsall the attention on its powerful and accurate agiatom

fits perfectly the composition and the language of the surviving sinners. At this point,
can we suppose that the Tantalus by Coxcie might have been also in harmony with the
other canvases of the cycle? Considering his pictorial production of th#i$540s,
seems very likely.

13.2.2 Coherence in thgrande salleof Binche: common sources, common results

TheDavid and Goliaibw at the Escoriétigurg?) provides a suitable example of
a painting that presents manyCowémitdhe feat
The two male figures, although fully clothed, are depicted with particular attention for
the anatomy. The space of the panel is mostly occupied by their two statuary bodies,
leaving the space just for some rocks, a couple of trees and a glimpseudlythe clo
sky. The composition suggests that the painting should have been hanged slightly
higher than the viewer because of the emphasis on the foreshortened figure of Goliath
and the overhead David, pressing the sword on the neck of the giant. The monumental
body of Goliathrepresented imaccourffioreshortened), incorporatbe embryonic
elements of &pe offigure that will become recurrent in the art of the paihter
Although seems natural to compareltheid and Goliatto Ti t i ands pai nti
same subject for Santo Spirito, Coxcie0s
too contrived to suppose a direct connection between the two. It is more logic to
consider that both painters, for different reasons, were referring to thel@kautral
visual models, and that the subject itself, religious and heroic, would benefit from this

language that hdwhdits maximum expression in the art of Michelangelo. We also

348 Se€lAGLIAFERRO ET AL 2009, p. 409.
349Michiel CoxcieDavid and Goliath 1540; 139x106 cm; oil on panel; Patrimonio Nacional del
Real Monasterio de San Loreded| Escorial, Madrid. SE®&ICKHEERE in LEUVEN 20132014, pp.
94.95.
35 PEeTERS 2012, pp. 281. The scholar identifies the useraafcourigures, male bodies
presented in the foreground, lying on their back, as a recurrent visual expedientalurihgithet 6 s ent i r
careerAnother recurrent element is the reference tioetheocas model for many male characters.
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need to remember that Coxcieds painting
Hungary when she died in 1558, together with all of the works byTitian

Nonetheless, it could be interesting to draw attention on another fundamental
work by Michiel Coxcie, that represents a coroplapendiafrvisual references to
the Roman art of thiéme, theTriptych with the Holy Ki(shi3) 3°? The altarpiece
was painted after his return from Italy,
Church of Our Lady, and it was fundamental for introducing motives, architectures
and models that were characterizing the language of the Italian Roman Ré&Raissance
On the foreground of the lefting a bearded man is on the floor partially sitting,
unbalanced, almost supporting his weight with his right hand. The left leg extended
upward, giving the impression that the man just fell. His right leg is out of frame, but
we cannot but think his footrssting on the ground so as to support his body in this
position. This figure clearly recallsRa#ling Gauigurs1), the same antique statue
usel by Titian as model for Alantalu@igureo).***That the visual source for this figure
is a classical model is confirmed by the nature of gtgchriin which numerous
references to antiquity, Raphael, Michelangelo and Leonardo da Vinci can be retraced,
sometimes literally quot&tin addition, Coxcie seems to have referred to the same
statue other times, the first of which was probably dugngtdy in Italy, in the
painting representing tRel a t ofiyses).* a v e

The art of Coxcie had its strength in a harmonious combination of classical
elements, motives from the most important contemporary masters of the Tuscan
Roman schoph s @y | & eaeefully mexged with the traditional Netherlandish

BN

background hat made him deserve the title of 0

351«Yten una tabla quadaegrande, y en ella rretratado, o pintado, quando David cortaba la cabeca
a Golias, hecha por maese Myguel, con sus molduras de por si, de maderd&blaDs &REMADES
2010, Ill, p. 2914.

352Michiel Coxcieiracle of the poisoned Iefalideg 6 the Triptych with the Holy Kinkbdd;
245x95,%m; oil on panel; Benediktinerstift, Stiftssammlungen; Kremsm8rsfeNCKHEERE in
LEUVEN 20132014, pp.79-86.

353 JONCKHEERE-SUYKERBUYK in LEUVEN 20132014, p. 29.

354 SeeJONCKHEERE in LEUVEN 20132014, p. 73.

355 OINIG 1995, pp. 11328.

356 Attributed to Michiel Coxci®lat®& Caye. 153639; oil on panel, 131x174 cm; Musée de la
Chartreuse; Douai. SE®ICKHEERE in LEUVEN 20132014, pp. 7379.
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for his ability of being an interpreter of targuagéhat he became the court painter
of Mary of Hungar, whose attention to classidalial idionwe mentioned already.

Michiel Coxcie had an important role in the decoration gfahde saifdinche,
painting the frescoes above the mantelpieces and the windbme of them
survived, but they were srtegral part of the decoration and the political allegory
expressed in the great hall of the palace. It is not coincidental that the two painters
were referring to the samedels and itis alsonot coincidental that their visual
language and, on a eartextent, their plastic pictorial style, are comparable if not even
compatible.

At least few words should be spent on the tapestries that were adorning the walls
of thegrande sallad especially dimeirartist, the aforementioned Pieter Coecke van
Adlst. This Flemish artist worked as court painter for Charles V and Mary of Hungary,
especially designing series of tapestries.iJhe@chivaévidencéhat can ascertain
his journeys, but generally the scholars agree on the possibility thatkellealter
Italy and Constantinopf&The change in his technique and the new references in his
designs suggest that treed visited Italy, especially Rome and Mantua, after 1533,
returning from Turkey. Anyway, his acquaintance with original works oélRapha
Giulio Romano and other Italian artists would have been guaranteed by the presence
of full-sized cartoons apetits patraent to tapestry weavers in Brussdlhe series
of theDeadly Simss initially designed around 1533, and reproduced at least five times,
including the set for Mary of Hung&ffEvery tapestry presents a procession of sins
and sinners going from left to right based off tluenphisy Petrarch (13aU374)°*

357 SeeHEDICKE 191512, pp. 41811;JONCKHEERE-SUYKERBUYK in LEUVEN 20132014, p.
33.
358NEW YORK 201415, pp. 1213;GODFRIND-BORN 2018, pp. 8941.
359 A petit patras a detailed drawing of the composition, that contains all of the elements of the
finished product, but in a smaller size. The drawing had subsequently to be copied onto a sheet of paper
or a piece of cloth that was the same size of the
360NEW YORK 201415, pp. 19397.
361 A series of poems by the Tuscan writer Francesco Petrarca, each of them describing a
procession of allegorical figures evoking the antique practice of the imperial triui@pRsasee
FERRER2011, p. 83.
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in a parodpf the Roman triumpti& The style merges models that remind of Giulio
Romanods Palazzo Te and the cr okrdied and
the Borgothe Stanze Vaticane, with fantastic creatures recording Medieval traditions
and some Flesh courtly elements. On a side note, it is interesting to remember that
Pieter Coecke van Aelst was also the designer of a series of prints deptetadf the

of the Giardrd theFall of the Gigntdich were engraved in 1840by the norther
Nethelandish artist Cornelis Bos (c. 25%56)° These prints are evidently based

on the fresco by Giulio Romano in Palazzo Te, and they are an example of the
assimilation of the lesson of Raphael through the art of one of his most talented pupils.
In the Revolt of the Giafitsnuch attention is given to figures carrying large stones on
their shoulders while climbing up the mountain, bent under the hugdrveigit

In particular, three of them in the lower part of the print, seem almost to be the same
figure seen from different angles. The second engryireg), that depicts the fall

of the rebels crushed by the justice of the*ugla collection of lying bodies, some

of them leaning on their backs and stretching their arms in the desperate attempt to
protect themselves from the rocks that are falling from the sky. Looking at these prints,
it seem®bvious to associate the figuwes r r yi ng t he Sisyphofgse wi t h
25) and the others lying on the ground with Titgus(Figure7) and theTantalus
Suggesting a direct relation would be forced and unlikely, especially considering that
Titian had access to the original work of Giulio Romano, the main visuateefere

also for Pieter Coecke van Aelst. These similarities reveal how a conscious use of the

same sources, both in the formal reference to classicism to fofjoeferencesf

362 This iconogaphy was often used in the political propaganda. The political message could be
vehiculated referring to triumphs of the Caesars during the Roman Empire, as in the case of the
renownedlriumphs of Cag¢sal495) painted by Mantegna for the Gonzadarituaor incarnating
the virtues and the right to reign of the ancient Emperors in the person of the ruler. This is the case of
the printGreat triumphal(@&?22) designed by Albrecht Durer for the Holy Roman Emperor Maximilian
|. SeeSLVER 1990, pp. 22331.

363NEW YORK 201415, pp. 9408.

364 Cornelis Bos after Pieter Coecke van ABEM;revolt of the Gidsu#o44; 31,9x41,6 cm;
engraving; Rijksprentenkabinet, Rijksmuseum; Amsterdam.

365 Cornelis Bos after Pieter Coecke van AB; fall of the G§&an54044; 31,8x41,8 cm;
engraving; Rijksprentenkabinet, Rijksmuseum; Amsterdam.
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the Habsburg and in the major iconographical model that was popular atehe ti
can lead to cohereand similaresults®®

To sum up, the OMi chelangel esque | ntert
expressions coined to describe a precise moment within the entire artistic production
of the Venetian painter. A moment in whigtian was experimenting with the
Centralltalian artandconfronting himself with Michelangeldis attitude wasot
only stimulated by his own stay in Rome, but also by the presence of Mannerist artists
in Mantua and in Venice.
However, at the light dhe previous discussion about the Roecedtric taste
devel oped in the Habsburgds court and ab
Centralltalian visual language, theeatroversiaéxpressionappeatinadequate to
describe the phenomenon, becdheg start from a different premise. They try to
collocate the art of the 1540s, culminating in the seriesGirtiemned a part of
the development of the art of Titienf eat i ng the narrative of
and discarding or diminishieigments that seem not to fit into this story.
Instead of discussing on whether these works are coherent with the art of Titian and
hi s o0t e rfpoe mo whatmiatters is whether or not they were coherent to
their context, their final destination. @firse, this sounds redundant to repeat, and
it was thoroughly analysed in the essay by Falomir in the 2014 eXhibition
nevertheless it is important to reaffirm thafitseand most coherent ide&Titian
that was received the Netherlanglart hadbeen shaped and influendadthe
expectations of the Habsbyrgsd it presented many aspects that are usually
considered inherently Certalian.

366 A similar case was described in the catalogue of the 2014 exhibition, in relation to the work of
Maarten van Heemskerck. The series of prints depicting the parab®oofditiBamaritan and in the
engraving entitledhe dangers of human anfeitgmased by Dirck Volkertsz Coornhert on van
Heemskerckds drawing), both dated 1549, appears
furiadé ( p . 176) .f Mhmei Tondéemewdestionabte nFirst of all, the date of 1549
seems to be too tight for the series of Binche to have become a reference model. Secondly, we have
seen other examples of works of arthessjedadi or t o
the formal sources. SdaDRID 2014, pp. 17687.

367PUTTFARKEN 2005, p. 86.

368 AgainMADRID 2014, pp. 15370.
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1.4The outcomes of the last travel (1550651)

Unl i ke the first Titi entbystheVangtianunrthe o f
imperial city between 1550 and 1551 were mostly wanted by prince Philip. After he
had convocated the painter in Milan, Philip expressed again the desire of meeting
Titian in Augsburg, as recorded in a letter that the Princemdatg 1550 to Juan
Hurtado de MendoZ& Apart fromthe personal interest showed by Philip for the art
of Titian, embodied by the commission ofpthesi¢his shift from father to son was
also meaningful in relation to Charles V politics of successtbrthe Pragmatic
Sanction of 1549, the Emperor reorganized the Seventeen Provinces, unifying them
under one Habsburg ruler. This political decision was taken in order to keep the Low
Countries united and to ensure the hereditary rights to his gorORInitig the 1550
Diet of Augsburg, together with the discussions about the Lutherans, the main debate
concer ned Ch arappmisting?hilis as the sudcessowoohFerdifand as
King of Romans instead bfh e Is@ntMeaxemili@nsThis wouldve made Philip

hisdirect successor as Holy Roman Emperor. This tense political situation inside the

15

Habsburgds family was solved also thanks

supported the claims of her brother Chafles

This was the context in igh Titian was summoned to work, between November
1550 and August 1581Even though it was Prince Philip who expressed the desire
of having the Venetian painter in Augsburg, the major commissions came from the

Emperor himself and from his sister Marjdohgary. In fact, Charles V developed

369Philip not only asks to Juan Hurtado de Mendoza to invite the painter to Augsburg, but he also
commands him to remember the painter to bring a painting that he was supposed to have started,
probably a portraikLo que agora se offriesce que dezirogémbgaria mucho de que Ticiano viniesse

a Augusta [é]. Yo o0os ruego mucho que se | o digais

vos | o sab® s bien hazer y ®I encomeMd®@iis que
1998, pp203204.

370For a summary, sEaMEN 1997, pp. 4@7;MouT 2012, pp. 26315;PARKER 2014, pp. 108
116

S7TIMANCINI 1998, p. 36. The scholar suggests these dates in contrast to the traditional notion that
Titian came back from Augsburg in May 1BEITHEY 1968-75, IIl, p. 127. The receRuppI 2012
doesndt take a stand on the matter.
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his interest in Titiands religious works
a portrait, the soallecHolyTrinity*"?and two other devotional paintings representing
the MateDoloros#’

14. 1 Combining Oheroi cO0 Halydrindyvanescent

TheHoly Trinithad been mentioned for the first time in June 1553, in a letter that
Francisco de Vargas wrote to Charlésga7). The ambassador calls it «quadro de
la Trinidad», and describes it as «obra degna dél», reassuring the Emperor that the
painting would be finished within Septemd@he painting was instead shipped in
October 1554, together with others destined to Philip and Antone Perrenot de
Granvelle. Vargas, again, expresses his admiration HmiythErinitywriting: «El
cuadro principal pienso que es uffa de | a
Whereaghere are documents about its execution ad shipping, few information is
known about the commission. However, due to the nature not only devotional but
also political and dynastic of the work, the circumstances and the motivations behind
the commission aeven more significant to understand its mgaamd its formal
choices

The only document comes from the pen of Titian himself, in the letter of 1567
thathe wrote to the Cardinal Alessandro Farnese about the print adftelythanity
he was about to @ him.There Titian reveals that Charles V commissioned the
devotional painting sixteen years earlier (1551), and that he was planning to take it with
him to the monastery where he was going to.¥étireve combine this information
with the tensionsefated to succession matters, it is easy to imagine how important
this spectacular canvas was for the Emperor. The complexity of the religious

iconography, thoroughly investigated by Erwin Panofsky in his pivotal analysis of the

372 Titian; Holy Trinity 15531554; 346x240 cm, oil on canvas; Museo del Prado; Madrid. See
WETHEY 1969, pp. 16567;BIERWIRTH 2002;FINALDI 2005, pp. 11%25;MUNARI 2019.

373Thetwo paintings, thielateDolorosaith clasped handsheMateDolorosaith her hands apart
are now at the Prado, and they will be discussed later.

374MANCINI 1998, p. 223.

375MANCINI 1998, p. 233.

376pPypPpP12012, pp. 28386.
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painting”’’ and then further developed by scholars like Fernando Checa Gtémades
Augusto Gentifi'*Michael Bierwirfli’and the recent monographic study by Isabella
Munari*® implies the participation of some theologists or humanists of the court to

be elaborated.

In fact, the main literary source forltt@y Trinityas the booke civitate Ditten

by the Church Father Saint Augustine of Hippo-43B4. In this text is described

how the blessed souls will experience a double resurrection: the first one at the
moment of the death, when they will have a supreme vision of the Trinity, and the
second one during the Last Judgement. In the canvas we can find many elements that
are directly related to Saint Augtsasti neo:
of Charles V and other members of his family, all kneeling, wrapped in humble white
shrouds in front of the holy vision. On the right, we can recognize the profile of the
Emperor, reverently looking at the blinding golden light that radiates framithe T

At his side, accompanied by an angel, the Empress Isabella of Portugal, the only
depicted family member who was already deceased when the painting was
commissioned. Her son Philip follows her, portrayed indbegter profil€while

on a lowetevel we find Mary of Hungary, her hair covered by the usual veil. Next to
her, other two female figures that are more difficult to idehti§yare usually

thought to be the portraits of Joanna of Austria {1538), daughter of Charles and
Isabella, red Eleanor of Austria, the other sister of the Empanor Queen of

France€®lt is interesting to mention the presence of the portrait of Francisco Vargas,

37TPANOFSKY 1969, pp. 641.

378 CHECA CREMADES 1994, pp. 667;CHECA CREMADES2007, pp. 13562;CHECA CREMADES
2013, pp. 30326.

S7T9GENTILI 2012, pp. 27278.

S80BIERWIRTH 2002.

381MUNARI 2019.

382|sabella Munari argues that the portrait of the Prince was origimzgiyexb in profile, like it
has been recorded by the print by Cornelis Cort of 1566, and that it was subsequently overpainted when
Philip owned the canvas. This change might have been decided to give more importance to his image,
differentiating himselfdm the other family members. S&a&vARI 2019, p. 65.

383GENTILI 2012, p. 2018JUNARI 2019, p. 66.
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the ambassador in Venice, who asked the artist to be included in thefyaimiing

the profile ofTitian himselfunmistakablyecognizable. Another element is the clear
distinction between the lower section, with a landscape populated by small figures, that
represents the Earthly City, and the community of the blessed, embodied by figures
from the Old Testameamd theNewTestamerthe souls of the Emperor and his
family®®°

This is not the place to discuss the different interpretations of this problematic
work and the several implications that they have on the idea of Titian as the interpreter
of the countereformation religious art. Thi®ly Trinityepresents the most complex
painting required from Titian by Charles V, both iconographically and visually, and
again the artist had to face the challenges of the Habsburg commissions.

Here, too, the mmumentality of the figures in the foreground strikes the viewer,
bearing to mind the heroic nudes of Michelangelo. This aspect, combined to the theme
of the painting, aAdoration of the Holy Thoitylso dudgem&himightsuggest that
the paintingeas concei ved as anlastaudgenédineteist o Mi c h
no doubt that when dealing with this vertical composition based on figures disposed

on many levels, going from a terrestrial to a celestial vision, Titian had in mind the

384As documented by the letter wrote by Titian to Charles V in September 1554, in which the artist
seems to refuse to take responsibility for the decision to include Vargas in the devotional painting,
adding that every painter could cover his face, if therBndisliked itYIANCINI 1998, pp. 2293.

385The same visual expedient was used by Albrecht Durerandgésier Altarpigdel1l) now at
the Kunsthistorisches MuseunVagnna The iconography of the painting for the merchant Matthaus
Landauer had been also connected to theDeextivitate Digy Erwin Panofsky, who used the
comparison between théoly Trinityand theLandauer Altarpiece anal yse the meaning
canas. SeBANOFSKY 1969, pp. 667.

386Not theLast Judgementas it was referred tMuUNARIRO1I9, e Emper o
255), but the personal judgment of Charles V, already depicted among the blessed in the hope of
salvation.

387This desire aheasuring himself with Michelangelo on a similar subject would be also the result
of the polemic related to Titi ¥ie@s50).cSe8H=csi on fr om
CREMADES 2013, p. 305The idea of antagonism or a polemical respoms# tonvincing. The
reference to Michelangelo for the theme was likely unescapable, being thasSidtidgemant
benchmark for the representation of this subjé@n was working for the most powerful Emperor
of the continent, and we might wantibwnsize the interpretation of his choices as strategies to prove
himself in opposition to Centighlian art end art theory.
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inescapablexample of the Sistine Chapel or, on a wider extent, the thentasf the
Judgemaeadobwever, in his analysis of Hay TrinityPanofsky compares the painting
t o Al br e déndaueDAltargéreiress, which also shares compositional
elements and depicts concepts expresBedcinitate I8 Through this comparison,
it 1 s possi bHoly Trnito artradioa bof ¢he represantatiorbos the
community of blessed adoring the Trinity, or the Holy Lamb. The scholar refers to the
central panel of th@henAltarpiecer to other interpretations of the theme of the
Paradidey Stephan Lochner and Rogier van deméfeor the Kassel Altarpibge
Jacob Cornelisz. van Qostsatfe®@n t he ot her hand, Titiano
not to be searched that far, according to the study of Michael Bigtatthwing
hisline of reasonin’itian could use as modehpiaigs that belonged to the Venetian
tradition of the representation of Paradise, among which the most important and
commonly known was the fresco by Guariento Guarientr1B30)in thé*alazzo
Ducaleof Venicé”*Movingont o a mor e phil ol ogical study
most of the literature focused on the impressive figures in the foreground that appear,
as we mentioned already, as the most heroic and Michelangelesque.

Starting from the lower left corner, seemfthe back while is leaning on an eagle,
we can identify the prophet Ezekiel. In this figure Panofsky recognised a similarity with
the man at t he ext BattheefCasdmguizd.***Thesechhidc he |l an
male figure is Moses, as the tablets of the laws and the rays of light in the shape of
horns indicate. Moses, whose position recalls thatrItimg Gagi*not by chance

reminds us of th€antalyst the point that it could be just aatight point of view of

388Albrecht DurerLandauer Altarpiédd 1; 135x123 cm; oil on panel; Kunsthistorisches Museum;
ViennaSeePANOFSKY 1965 p. 15-131

389 PANOFSKY 1969, p. 70.

390BIERWIRTH 2002; the aspect of the relation to the Venetian tradition is summavizedrn
2019, pp. 9497.

391BIERWIRTH 2002, p. 96.

392 The Battle of Casoivess project for a fresco in Palazzo Vecchio in Florenceahaever
executed. However, the lost preparatory drawingg)lb86ame wethown along with the increasing
fame of Michelangelo, and many copies and prints after it sulrigtatele da Sangallo after
MichelangeldBattle of Cascihd42;78,7x19 cm; oil on panel; Holkham Hall; NorfdlaNOFsKY
1969, p. 65.

393Similarity recognised B§NOFSKY 1969, p. 65.
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the same figure. It follows Noah, carrying the Ark above his head, and a female figure
dressed in iridescent green. The woman has been identified as the personification of
the Catholic Church or Mary Magdalen, but it seems morddike the Eritrean
SibyF** Joannides sees this figure as a clear figural reference to the woman raising her
hands i n despair FrdinthelBengte Stanze Vaticayure Ra p h a el
40).**> Panofsky, on the contrary, believes that Titian modelled her on a figure of the
Last Judgemémbsely inspired by tiNdiobids Grogi The figure on the far right,
probably the one painted in the most sculptural style, clearly referkaoctign
especially in the intense expression and the position of tighead®’ The sitting
position accompanied with the torsion of the body and the outstanding physicality of
David, are all conceptually very close toc¢c
but we canot find a drect quote from one or more of them.

Bierwirth notes a change of stylat we could also say of sourctsat goes
accordingly to the subjects represeftddh e mor e oheroicd6 figur
Testament, Michelangelesque and classical, paintadstruithg sense of plasticity,
are accompanied by the group of portraits, less corporeal and more traditional, showed
predominantly in profile like Roman emperors on coins. At the top, eroded by the holy
light that is almost dissolving the translucent fidtlie Father the Son and the Holy
Ghost appears in their mystical intangibility.

TheHoly Trinitisaunicunm the production for the Habsburgs until that moment
It isadevotional painting that incorporates effigies of the patbhis familyanda
iconographically and stylistically complex artwork that blends different visual
languages and reveals an uneven quality of execution. Nonetheless, once again, Roman
and classical art remains the main sources of the Venetian master when he had to deal

with figuresfrom the Old Testament, like he had done with the ceiling canvases for

394For the different interpretations, $&eNARI 2019, p. 58.

395 Raphaelfire in the Bard®1417; 500x670 cm; fresco; Vatican Musewascan City
JOANNIDES 1990, pp. 385;J0ANNIDES 2004, p. 138.

396 PANOFSKY 1969, p. 65.

397That Titian used classistdtuess models for the figures in the foreground, and especially for
the David, was regnised since the description by Carlo Ridolfi in 164Ri08er! (1648)18357, |,
p. 241.

398BIERWIRTH 2002, p. 119.
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Santo Spirito, and especially in a court environment in which the imperial political

message was delivered through a rhétaticeferred to classical antiquity

14.2 Images of devotion: pairing theEcce Homoand the Dolorosa

Charles Vappears to hawappreciated thEcce Hontlat Titian gave him as a
present at the time of his first stay in Augseutge), as attested by his desire to have
the rightMateDoloros@ pair it with. In contrast to the indifference and the silence
that he reserved to tMenu$e received in the same circumstance, the interest of the
Emperor in this subject is evident in a certain number of letters.

The first of the Virgins can be identified withMageDolorosaith clasped hands
now at the Prado Musepyurd1).3**The painting is on panel, not a common support
in Titiands production, probably to creat
one of theEcce Homaainted on stone. In thealument that probably refers to this
work, Francisco de Vargas writes: «El otro Quadro dize ques una table de Nuestra
Sefiora igual dBlcce homagque Vuestra Ma&Ytescleantthatthe ene [ ¢
MateDolorosaas supposed to be seen in in couptethheEcce Hores can be also
deducted by a further comment, about the size of the panel, which appgeared to
beenincorrect. The diptych of &tce Homa@aired with a Mater Dolorosa, the Virgin
crying for the suffering son, was a traditional Fletyyisthogy of painting, very
popular since the XK century’ In the Netherlands, the artist Dieric Bouts (1415

399 Titian;MateDolorosaith clasped haltes4; 68x61 cm; oil on panel; Museo Nacional del Prado;
Madrid.On thisMater Doloramad the other one dated 1555 at the Pradéyseey 196975, |, .
115116 CHECA CREMADES 1994, pp. 24950;MADRID 19981999, pp. 44445;MADRID 2003, pp.
385386;HoPE 2003, pp. 13638;NIETO ALCAIDE 2005, pp. 10313;CHECA CREMADES 2013, pp.
314, ff;NICHOLS 2013, pp. 128131 GENTILI 2014, pp. 27880;HARTH 2021a, pp. 11112.

400MANCINI 1998, p. 223.

401The diptychs of the Man of Sorrowdwmite MateDolorosadeveloped from the iconography
of the Christ of Piety as an evolution of the Byzantine. itoffgct, icons were often considered
oOoprototypesd of the real |l i keness of Christ and
authority of these models. Some scholars argue that this typpostas! through Venice to the Low
Countries. An important step in this transformation was the combination of the Virgin and Christ in
the varioud.amentatidsy Giovanni Bellini (143516, spread across Europe through prints. See
NICHOLS 2013, pp. 6664;BORCHERT2017, pp. 289.
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1475) is considered to have popularized this typology, which combined earlier
prototypes with the concept of Flemish portf&itsn explicatoryexample of this
typology is the diptych now at the Groeningemuseum of Bruges, painted in the last
quarter of X\¥h century by an anonymous mateiird2).*%®

Compared to FI emi sThi tainadn Bse | Mii megurédhs aepxpaemep
Her hands are spasmodically entwined, her profile recalls a classical statue in its
canonical construoti, and the folds of her robe, painted in predapislazylare
particularly sculpturdpart fromthedetails of teary eyasd the cyanotic lipahich
appear in the art of Titian for the first time, this Virgin doesvoke the extreme
piety of he Flemish devotional paintinggs.her studyHar t h descri bes T
approach in thisvlater Dolorosas onat ur al i stic6 and oOrem
Gi o r g'*This wag of paintingasjn her opinionamonghe reasosithat made
Charles V commissidhe devotional Man and Our Lady of Sorfaam Titian
instead that from a Netherlandish arfise production of the secoihter Dolorosa
and its stronger Flemish appearance, mi ¢
Charles V&s commi ssi on EcceaHom@smaprésenf,and ces t |
not an early examplethbé VaeeEmMpedpr dst f ol
as we are arguing, was for the Flemish pietistic aesthetic and for the peculiarity of the
stone support.

The firstDolorosaas sent in 153%but the Emperoimmediatelgommissioned
another painting from Titian, this time on marble and aftedal(adrawing that
he had purposely sent him. This painting had been identified Withténédolorosa
with her hands agtattte Prado Museufmgurd?).*Vargas records théschange a
letter dated March 1555:

402 For the reception and use of byzantine icons in FlemiskektNSWORTH in NEW YORK
2004, pp. 54855;HENDRIKS 2016, pp. 242;BORCHERT2017, p. 38.

403 Anonymous master of Bruss@&ptych of the Man of Sorrows and thel®dMaszt47599;
44x61 cm; oil on panel; Groeningemuseum; Bruges.

404SeeHARTH 2028, pp. 10a101.

405The paintings were sent in October of that year, and they arrived in Brdaselary 1555.
MANCINI 1998, p. 232, 235.

406 Titian; MateiDolorosaith her hands ad&%5; 68x53 cm; oil on marble; Museo Nacional del
Prado; MadridSee footnote 39
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cl[ é] entender 8 |l uego en el hazer el Quadr ¢
Vuestra Magestas dessea [ ¢€é]. Tiene por dif
toda diligencia possible ynej se hallaré sera en table. Spero que con la voluntad

que tiene de server a Vuestra Magestad y con el desegno que se embi6 hara el quadro

gue satisfaga a Vuestra Magegtad.»

Charles V wanted Mater Dolorogzt could match hiEcce Honadso in its
material values, so he asked for a slab of stone as support, even though Titian was
having troubles in finding the right 6%iéMoreover, the Emperor sent to Titian, the
great Venetian master, a drawing to use as model for his {faasingcorded in a
letter dated 31 May 1588t is unknown after which painting this drawing has been
done, but the model was likely FletttisSFhe threequarter face, slightly inclined, the
shape of the veil that is completely covering the hair, dredrpdthetic eyes and the
illusionistic teardrops, are all elements that are very common in the Flemish appearance
of a Mater Dolorosa. Comparing the two paintings, it is easy to argue that the second
one, painted on marble, was more fitting in the Flémadstion, both compositionally

and in the less sculptural treatment of the human body. Also, the words of Vargas are

407MANCINI 1998, p. 236,

408 A more semantic explanation for the use of stone a sémpihre painting of thBolorosa
the possible relation to the text by Pietro Aretino namehita di Crigficb35) in which he describes
the shock of the Virgin before the dead body of her son as if it transformed her in a statue of marble.
MANCINI 2009, p. 34@ENTILI 2012, p. 278.

409This was not the first time, if we consider that Charles V had sentibhistife Isabella in
order to give a model of her likeness to Titian back in 1545. In that case, however, the dispatch of a
model was necessary because the Empress died years earlier and the portrait had to be identifiable. Here
the Emperor shows agéiis lack of interest in the artistic creativity of his works of art, and his attention
mostly on their functions, especially on political and devotional meaning. As Charles Hope put it: «the
Flemish original presumably aroused his piety, so he saw inotitigguous in asking his favourite
painter to reproduce itdpPE 2003, p. 138. About the control of the control of Charles V over the
artistic process of Titian, ¥dancINl 2009, pp. 34342.

410«Presto se enviara a Ticiano el Patron de la imagentde NuesS e TMarcan 1P98,]pe ;
239.

411Charles Hope argues that the drawing might have been after a work by Rogier van der Weyden
or one of his followers (2003, p. 138), while Miguel Falomir suggests some work by Quinten (1466
1530) or Jan Massys (£38%93) because Charles V owned some of their paiMismEi 2003, p.
385).
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so much stressing the concept of Titian following the instructions of the Emperor,
specifically using t hseate xspfrye sHsiiso nMag ae sptayio
imagine it was not just the wrong size that caused the commission of the second
Doloros&

As mentioned above, these Hasgth devotional paintings represent a specific
group in Titiands p rilp dui adt exclusivelyyétipep r e ci a't
Habsburgs and the Spanish court. The isolation of the figure against a neutral
background elaboratt he modeRennoafi semmee icao*f religi
generating sentiments of piety and allowing the meditationdoa €hd s “uf f er i n

The emphasis on these elements of strong emotionality was generally linked to
Flemish devotional art, and it was strongly criticized by the Portuguese artist and
intellectual Francisco Helanda(15171585). In his treatise, nanilntura antigua
(1548), he uses Michelangelo to give voice to his ideas about the art in Flanders,
asserting that this painting is brilliant in its colours but just aimed to move to
compassion, suitable for clerics and women, the very young and the*Veékg old
argued by Nichols,seems not so plausible that Titian knew this text and decided to
take a position against a supposed opinion by Michelangelo through these pietistic
works.However, the scholar stresses the idea of a «revival of a Flemistt tyae t
the very antithesis of the complex sophistications etlalssicahanienaainting in
mid-sixteentkcentury Florence or Rorf#é»This interpretation risks &nd up in a
attempt to fit al |l t he choicessofah t he m
ideological declaration against Cehlatgn art, whilsas we have seemeEcce Homo

was in Titiands repertoire since the | os:s

412Mancini argues that the tBolorodaad complementary roles in the procegwitdtio Christi
andthe search for redemption that Charles V wanted to pursue whatirdekto YusteMANCINI
2009, p. 343). This thesis doetcontrastvith the idea that the Emperor asked for the second painting
because he desired a painting that could fit better his pietistic tadtbydhl@pgsh models.
413NICHOLS 2013, p.130.
4140n these devotional practiteshe Netherlands and especially related to the figure of Charles
V, SeeéSCHULER 1992 pp. 528 BAKER-BATES 2013, pp. 42445
415SMADRID 2003, p. 38HjICHOLS 2013, p. 1300ndeHolandas t r ansl ati on of 1t al
seeCALVILLO 2015, pp. 17597;CALvILLO 2018, pp. 11245.
416NICHOLS 2013, p. 130.
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paintingof the Dolorosagere clearly following precise instructions of the Emperor.
These choices were therefore contextual to the commibsieladorating Charles

V6 s mubitdresursly transformdtkeim bothbychanging the forméteof close

ups fromhaltbust tobustlength andbytreating the human figure in a more idealistic
than naturalistic manndrut he always had to compromise with the desires of the
patronThe result was a successful composition that was copied and reinvented not
just in Flanders and Spain, but also in Venice.

The Mater Doloroséh her hands apag the last work of art that the Emperor
commissioned from the artist. And yet, trentories can give us some other insights
into Titiands religious production for CI

In his book on Titian and the Renaissance courts, Fernando Checa summarizes
the contradictions of the inventories in listing andahgaiot only th&cce Horaad
the varioudDolorosabut also other devotional paintifig$n the 1556 inventory
drafted in Brussels before the paintings left to,8paim can find th&cce Horoa
slate paired withMater Doloraszapanel by Titiamvhich are the Chriahdthe Virgin
with clasped hands at the Prado; another image of Christ on panel, paildtesith a
Dolorosan stone, both attributed to Titian, which can be an unknown painting
portraying the Saviour and the Virgin with her hapald at the Prad@ Mater
Dolorosan panel, also unknown and attributed to Titian; and finally a Virgin carrying
Christ in her harms on canvas, attributed to Titian, that could represent a Madonna
with the Child or a Pieta. Of this group EEeéiomand aMater Dolorosa panel
and aVirgin carrying Choistcanvas wergt mentioned in the correspondeacel
have not yebeenidentifiedamongT i t i ands wor ks. Toget her
Christ carrying theamgsanel, painted by Micl@axcie and generally identified as the
painting at the Pradpigurd4).*'

417CHECA CREMADES 2013, pp. 32322.

418CHECA CREMADES 2010, I, p. 266.

419 Michiel CoxcieChrist carrying the; @o&855; 81x50 cm; oil on panel; Museo Nacional del
Prado; Madrid. It is not sure that the painting now at the Prado is the one mentioned in the inventory.
The size of this panel, in fact, is ten centirtedteethan theMateDolorosaith her hangsid painting
which it was supposedly paired with BReesERT 1993, p. 32 MADRID 19981999, p. 35Q,EUVEN
20132014, p. 117.
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Things gets more complicated inghstmorté@mentory dated 1558 Herethe
Ecce Honom slate by Titian is paired witMater Doloroga panel by Coxcie; the
PradoMater Dolorasastone by Titian is paired with the aforementiGhedt carrying
the croby Coxcie; thdater Dolorow@h clasped hdnyd§itian is meirdned alone;
and then there is again Wiegin carrying Choistcanvas. It is curious to notice that
the 1556 Ti ti a-méver manticked cidvoe Hdnb-rdisappears,
substituted by Cox cbobssy the &enetibn,becamresiant he u
unknownDoloroday Coxcie.

It is possible to situate the origin of these pairings between paintings by Titian and
Coxcie duri ng Ch amdnasterydf Juste. Thastattitude imielmeé t o t
with the one that the Emperor has always showed towards art in general and the art of
Titian in particular. As he had sent a drawing after a Flemish model to the artist in
order to get exactly the devotionalgenthat he needed, he could also assemble the
diptychs according to their function for his personal use and satv&wmmecting
together aMater Dolorogaa Christ carrying the coodd not alter the message of
extreme sufferance of the Savioar,the meditation that the contemplation of this
sufferance must have raised in the viewer.

That being said, it i's necessary to spg
Charles V decided to bri ng Evtenthodghdis e and
MateDolorosahich was paired with tlieece Honom slate is lost, we might grasp
some stylistic and compositional aspects fro@htti&t carrying theforasthe Prado.

The figure othe Savioyrisolated on a neutral dark background, is very likeljedode

on the example of the same subject repeatedly painted by Sebastiano del Piombo
(14851547). The earliest composition, now at the Prado Museum, belonged to the
Spanish ambassador in Rome Jeronimo Vich y Valterral$3839and it was
probably executearound 1516. In this canvas Sebastiano reee€anist in the
foreground, massively filling the space, followed by two bulky f@uithe right

side, framed within the cross and the arm of Christ, we can see a landscape with a

group of people leang Jerusalem, immersed in the flaming light of the sunset.

420CHECA CREMADES 2010, I, p. 299.
421 About the personal devotion of the Emperor and its expression through this artists¢ choic
seeMANCINI 2009, pp. 31346.
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However, the other variations of this theme completely isolate the figure of Christ,
suggesting that it was particularly appreciated. Especially the work now at the
Hermitage, dated 1587seemsdad be the comparable to the atmosphere and the

strong pietistic tone of the one made by Cdreiess). It is not accidental the

Flemish painter éked at this invention by Sebastiano that recadlsecific
monumentalitythat wasassociated to the figures of Michelang&owe have

discussed before, the Habsburgs manifested on many occasions a preference for
Centralltalian art that alsditian had to pleas&he plasticity and monumentality of

his Ecce Hondepended on the same visual models used by Coxcie, who dealt both

with therequeste f t he court and to Titiands examy

Therefore, even though these pairingsiclriaresent some formal and stylistic
incongruences, their correlationndibe limited to their devotional meassargued
by Matteo Mancini and Fernando Checa Crerfféldléssoundsliscordant to picture
togethemTitiananda Coxcie/ork, it is nothat disconcerting to steese spewifirks
inpair, as it was | ikely sui Cenbemmeezkittdeacht o han
other on the walls of Binch€his idea doerot invalidate the concept that very
different and dissonant Flemisll &fenetian art could live side by side in collections
or public spaces, like the paintings by Hieronymus Bosch in the Palazzo Ducale in
Venice’** However it is important to stress this aspect: the two paifitecslyor
indirectlydialogued in a neeflsatisfy the expectations of their patrons.

In hisRoadto Calyv&fy ne of Coxcieb6s earliest work
the Emperor from Brussels to Yuste, the painter combines many different sources
(Figurete). The figure ofChristis a direct quote of the same character in the print
engraved by the German artist Martin Schongauer (143%5)) representing the

422 Sebastiano del Piomigghrist carrying the €ro$837; 104,5x74,5 cm; oil on slate; Hermitage
Museum; Saint Petersbu8geHIRST1981, pp. 13335.
28l n the scholarsd opinion, Charles Mftheal ued t he
more thanheirartisticand aestheticalue SeeManciNni 2007, pp. 17#072;CHECA CREMADES2010,
I, p. 68.
424SeeVENICE 2017.
425Michid CoxcieRoad to Catya. 1530s207x143 cm; oil on panel; Patrimonio Nacional, Real
Monasterio de El Escorial; Madrid.
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same wgbject in a larger compositi@mure?).*° In the upperight corner we see a
group of three figuressaint John, the Virgin and Mary Magdatéat recalls very
clearly a lodtamentatidny Hugo van der Goes (c. 144182) known through many
copies. To have an idea of how it would have appeared, we can consider the painting
now at the Museum voor Schone Kunstenhen®&Figura9).**’ Looking closer at the
sorrowf ul Vi r gi (rigurdégnit iSQpossibla te i@otce thad it shdres n g
some si mil ar iMater Boloresa with hef ihandmapad)s The
inclination of the face, the shape of the veil, and even the cleft chin, appear very much
alike. Nonetheless, a direct relation between the two paintings is out of the question.
We migh suggest that the similarities depend on that was Coxcie who had sent the
drawings Titian had used for WEter Doloros@r, instead of looking for a
unidirectional relationship between these painters, we can argue that these similarities
arethe resulof the elaboration of the same range of models, that are the Flemish
representations of the Mater Dolorosa in pair witicae HomoHence Ti t i and s
Dolorodaigura3d) wouldresemble in his composition and features the sorrowful Virgin
by Coxcidecause it wabmsed oifrlemish models but painted through the lens of an
early interest in the Centitallian mannein light of this, it is safe to suggest that the
lost Mater Dolordsg Coxcie could not appear that dissonant if paired wilttee
Homdy the Venetian artiSt.

It is relevant to remember that Coxcie had also painted another diptych with the
same dijects, which was listed in the 1556 inventory of Mary of Héfi@amthis
occasion, the artist decidem more likely was askédb depict arEcce Homaad a
Mater Dolorosan st on e, matching the materi al pr

426 Martin Schongaueghrist carrying the; ct43880; 28,9x42,9 cm; engraving; Metropolitan
Museum of Art; New York. SBEORSCHORENSTEIN 1997, p. 1MiLAN 2018, p. 320.

427 Anonymous after Hugo van der Gokeamentatipe. 1500; 43,6x53,5 cm; oil on canvas;
Museum voor Schone Kunsi@nSK) Ghent

428 And it seems not hazardous to suggest that Coxcie might have been the artist whose drawing
was sent to Titian as the model for his sebtatdr Dolorosa

429«Yten dos tablas quadradas, grandes, de piedras, en la una de ellas un Ece Homo y, en la otra,
Nuestra Sefiora, con sus molduras doradas e sus cobertores de madera, hechas por maese Myguel»;
CHECA CREMADES 2010, I, p. 2915. This passage was broughe t@attdntion byHARTH 2023, p.
85.
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Charles/.** The inventorial record does not give extra information on these works,
and it is unclear whether or not they were copies after the Man and the Our Lady of
Sorrow on slate and marble made for the Empéoarever, this information reveals
and ulteriolevel ofacquai nt ance ,wven ihit was limited todhe wor k
technical aspects.

To conclude, the religious Halfigth paintings that Titian made for the Emperor
are, of course, his own creations,vireitheed to take into accotineir dialogida
relation not only to the Flemisfodels but also tahe interest fo€entralltalian art
expressed by the Habsburgds court. 't is
the devotional paintings of thece Horaad theMater Dolorad#ould be lcated, and
for this reason their pairing with Coxcie is toobe consideregdurprising or

contradictoryn an aesthetic level.

14.3 The last mythological and religious works for Mary of Hungary

On August 1553, Mary of Hungary still had to receivieatiteushat Titian had
promised her for thgrande saifeBinche. In the letter addressed to the ambassador
in Venice Francisco de Vargas, she suggests him to solicit the delivEgnaktinaed
and the portraits of the seven children of the King wfaRe, her brother Ferdinand
[, Two months | ater, Vargas answers tha
children and a painting depicting a Mary Magdalen would be soon delivered, and that
the Tantalusvas not yet finishééf The mythological painting must have reached
Brussels beferl556, because it is listed withxmby the same author and another
Tantaluby Coxcie in the inventory of the paintings that Mary of Hungary brought to
Spairf?

430 On the thesis that Coxcie had learned this technique during his Roman sojourn in connection
to the work of Sebastiano del PiomboHseerH 2028, pp. 8495.

43IMANCINI 1998, p. 225.

432MANCINI 1998, p. 226.

433«Yten otro liencos pintados de mano de Tigian con un Ygion pintado y el otro Tantalo, viejas y
gastadas [ é] Yt en ot Taotalolde enano de nmeéstret Mydu@hsce n e | un
CREMADES2010, lll, p. 2914
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In that inventory, among other paintings by Tienfindthe canvas described

as folbws:

«un lienco grande y en el pintada la diosa Benus, e Cupido detras della, quando Siches
se presentava ante Benus, con sus molduras enrrededor doradas, hecho por

Ticianox$34

This painting it is said tepictPsyche presented to Venus, while Cupidsstand
behind the godde$8This painting isowlost, but it might be interesting to present
here a hypothesis about its appearance and its possible models.

The description of Cupid standing behind his mother while another woman is
approaching thenperfectlymatchesa welknown composition by Titian, the-so
calledvenus blindfolding Gupidat Galleria Borghese in Rqpugrs0).***Apart from
this sinlarity, other elements exclude that painting might have had a connection
to Mary of Hisnaeaenceréais that ihe vkoman on the left, with a
precious tiara and fully dressed, can be identified with*¥/dmesscholar Augusto
Gentili describes the painting more like a beapésiiche different hands and
conceptbased on theompositiorknown as th€onjugal allegbthe Louvre, dated
153640*8This invention seems to have had a certain fortaaadat can be related
to a large group of artworks. They share a squared or developed in horizontal format,

and a series of characters cut more or less at the height of théif Anemsy a

434CHECA CREMADES 2010, lll, p. 2914.

435SeeWETHEY 196975, Ill, p. 242.

436 Titian; Venus blindfolding Cupiti565; 116x184 cm; oil on canvas; Galleria Borghese; Rome.
SeePANOFSKY 1969, pp. 12937;WETHEY 196975, I, pp. 131132;HERRMANN-FIORE 1995, pp.
389409;MADRID 2003, pp. 26265;VENICE-VIENNA 20072008, pp. 20310.

437 Augusto Gentili suggests a revision of the interpretation of the painting, identifying the figure
on the | eft as a O0spousedé6 blindfolding Eros and :
other two women are the goddesses Venus and Diando thimeto the spouse their examples of
sensuality and chastiBENTILI 2012, pp. 25356.

438SedNVETHEY 196975, IlI, pp. 127129;GRABSKI 1980, pp. 481.

¥9The two oOpolesd for these kiComugal allfgryiseo mposi t i
Louvre and th&enus blindfolding CatpgBilleria Borghese. The analysis of this graysimFERRO
ET AL. (2009, pp. 994) concludes that they cannot be part of a coherent and homogeneous sequence,
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series of elements often of obscure meaning, what recugspiesbnce of two

women: one sitting on the left side and one arriving from the right sitleaTthé e r 6 s
figure appears lower than the other, like she is knedtmg of the firstA serieof

men, putti, servants and fauns are gravitating aroutwlotivegomen, in different

appearance and attitudes, like different are the objects carried by the sitting woman, or

the gesture that she is performing.

When Wethey catalogued the | ost painting
referred to a variation dnis theme now in the Alte Pinakothek of Muf(rghrs1),**°

but this suggestion is not explaitiedin this canvas elements from both the
aforemenbned paintings are merged. We can see the same Cupid of the Borghese
version leaning on the shoulder of the woman on the left. The latter belongs to the
typology of the Louvre picture, but she is holding an object that looks like a veiled urn,

or statueln her study on the group of paintings, Kristina Herrréone remembers

that theVenus blindfolding Cligiblalready been related to the theme of Cupid and

Psyche by the literatidf&but it was refused by Panofsky because Cupid is presented

as a child and not as an adul t*Thas i n mc
postulate is not always true, as in the series of prints published by Antonio Salamanca

on the design of Michi€oxcie¢**HerrmannFiore takes as a starting point the version

of the theme preserved in the Kunsthistorisches Musewfienng* usually

attributed to Alessandro Varotari known as Padovaninel@48g to argue that the

female figure on the rightwalys present in these compositions, can be identified with

but it is an example of the recombination of single mferfrem an appreciated composition,
rearrangeth new forms and meanings.

440\Workshop of TitianConjugal allegoryenus Bacchus and C8s€4560; 115x132 cm; oil on
canvas; Alte Pinakothek; MunMIETHEY 196975, p. 128.

441\WETHEY 19691975, I, p. 128.

442\ENTURI 12534 Ill, p. 525;TIETZE 1936, p. 241.

443PANOFSKY 1969 pp. 129136

444\Vasari mentions Coxcie as the author of the drawings for this series of prints 1568 edition of
the Vite, in the life of Marcantonio Raimondi (1568, I, p. 309). These 33 prints represent the story of
Cupid and Psyche as narrated itSthiden asg Apuléo, partly engraved by the Master of the Die and
partly by Agostino Veneziano. Most scholars agree with Vasari in giving to Coxcie the paternity of the
designs, which appear very RaphaelesquerIBREN in LEUVEN 20132014, pp. 159162.

445\WETHEY 196975, 1ll, p. 129RUGGERI 1993, p. 84.
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Psyché*® Setting aside the interpretation that the scholar gives of the whole
composition, not so relevant in this discussion and too specific to be generalised to

the entire group of paintingsis interesting to pinpoint that she relates the objects

carried by Venus, urns or vessels, to a precise episode of the story.

Psyche had to prove herself worthy by overcoming some trials. One of them consisted

in bringing to Venus the water of the risix, water that could have been carried in

a vessel or symbolised by a funerary urn. But this is not the only object required by
Venus. The goddess of love asked Psyche to descent to the Underworld for getting

the beauty elixir from Proserpina. The mastolus Renaissancartwork that

represented the moment in which Psyche stands before Venus delivering the beauty

el i xir, fresso thed gghicacé Cupid and Psyche of Villa Farngsina

52.%" Here we can see Psyche kneeling in front of the goddess, the left hand on her
heart in a gesture of repentance and submission, and the right carrying a vessel, proof

of her success. It is evidenttitias fresaoesnot represent arecisemodel forthe
aforementioned compositiomsit it is likely an antecedent for the theme, especially if

we compare the eloguent gesture of Psycl
paintings, who is often touchihgr chest. A rather stimulating comparison can be
proposed between Titiands gr oiemaankespeci a
afresday Giulio Romano at Palazzo Te. This lufféttzated in the Room of Cupid

and Psyche, represents the episoddich Psyche is begging Proserpina to give her

the beauty elix{Figur&3). Apart fromthe presence of demonic figures around them,

the general composition of the two women, one sitting ed the other kneeling, can be
easily compared t o "&nevideatsidilarity béiweenrGiulioh o u g h
Romanods i nventi on and Titiands group (
arrangement, the presence of the vessel and even the ajar lips of the woman on the

right, their connection is not sure. It is beyond dbabfTitian knew the decoration

446HERRMANN-FIORE 1995, pp. 41418.

447Raphael Sanzigenus and Psych&518; fresco; Villa Farnesina; Romes&erER 2001,
pp. 149166;VAROLI-PIAzzA 2002, with further bibliography.

448 Giulio RomanoPsy&hreceives the beauty elixir from; Ris2@rfiesco; Palazzo Wantua
On this pictorial cycle, sBazzoTTI-CIVITARESE-VENTURINI 2018.

108



of Palazzo Te sindee worked for the duke dflantuaFederico Il Gonzad&’
However, both of them could have used as visual reference an attic funerary stele, also
representing figures in a similar spatial compositionpgfterfile. Examples of these
reliefs were kept in the collection of antiquities of the Gonzaga and in the famous
Grimani collectioff®
However,imupport t he r el afrescaveashduld un@erlinelsome Ro ma i
facts. Firstly, that there isiailarity of subjects between thebecause they both
represent an episode of the story of Psyche involving the delivery of a vessel to a
goddessSecondly, that Titian painted the Bsyche presented tofdeMesy of
Hungary, who had manifested befweinterest in the theme of thall of the giants
and that was promoting the use of a Celtalan language in her court.

The Venetian painter had already proved his ability in satisfying his Habsburg
patrons while adapting his style and findingphsopriate models. We can conclude
that he chose a malleable composition that referred stylistically and compositionally to
a classical model and subject, mediated or not by Giulio Romano, and he used it to
please one of his most important patrons anatienal level. A document that can
support that the original aspect of the painting might have been similar to the typology
discussed above, is a canvas mentioned in the inventory of the Palace of the Alcazar.
This is described as «otra pintura de lsaDiiwres que le ofrezen diferentes frutas, y
Venus tapando los ojos a Cupibas it has been argued, the description fits to a
combinatiorbetween th€onjugal Alleganyg theVenus blindfolding Ciypidshould
correspond with the mythological paigtihat Mary of Hungary brought to Spain in
1556%? The different identification of the subject is due to the ambiguity of the

449For Federico Il Gonzaga as patron of TitianBsEaRT 1998 CHECA CREMADES 2013, pp.
114136.

450 SeeHERRMANN-FIORE 1995, p. 415.

451BOTTINEAU 1958, p. 3245HECA CREMADES 1994, p. 316.

452 After the redaction of this paragraph which hypothesised the possible reconstruction of the
models and the appearance oftbrus and Psyohdary of Hungary, MiguEalomir published an
essay devoted to the same topic. It is interesting to notice that the scholar draws very similar conclusions
on the appearance of the paintimgdefor Mary of Hungary, even though he followed a different line

of reasoning/Ve agree otihe scene represented, namely the moment in which Psyche presents herself
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composition, that was also printed by the Dutch artist Jacob Mathat6@5 #4ith

the inscription: «Sine Cerere et Bacclet Wignuss$?

Falomir has recently discussed the possible reasons behind the choice of this subject

by Mary of Hungary! A sign of hefascinatiorio the myth of Psyche might be the

presence of twelve tapestries depicting this subject in her indotexyver, her

court painter Michiel Coxcie had designed a series efvtbifyints illustrating this

story during his Roman sojourn, and this mighe Isparked her intereShother

element toconsideris the spiritual meaning of the myth, reinterpreted in a Neo

platonic and moralising light in the XVIth centArgonnection betweeamidowed

women of the Habsburgs dynasty and this myth with a ntbcaliseotation is the

epithet of OPortuguese Psyche® given to |
Concerning the religious paintings, in the inventory is lidtéichae tangeyehe

hand of Titiaif®® This canvas is remembered, once again, in thivedur

correspondence, starting from a letter dated 30 June 1553. There Francisco de Vargas,

apart fromreassuring the Emperor about the state of progress dbdrinity

mentions «un quadro que tiene al cabo para la Serenisima Reina Maria dmla Aparic

en el huerto a la Magdalefia®itian had probably some trouble in finishing this

painting in time, because, more than one year later, he wrote to Jean Benavides that he

was going to send very soon a ODiewozione

to Venus with the water of the riveasonedfthgx and we
mainsourcef or Titi andBecwmampospboionhs of interest that
the following: he traces more accurate descriptions of the canvas in some XVIIth century inventories;
and he identifies a replica of the painting in the depictRighdfL617) by Peter BaRubens and da
Brueghel the Elder, now at the Prado Féeemir 2020, pp. 9108.
453 This expression comes from thanucha comedy by the ancient Roman writer Publius
Terentius Afer (Terence). The problem of the interpretation of this print imrelatie group of
painting by Titian is discussedRoME 1995, pp. 43836.

454 SeeFALOMIR 2020, pp. 10608.
5% GONZALO SANCHEZ-MOLERO 2009, pp. 1648684

456«Yten un lienco grande y en el pintado a Cristo, nuestro rredentor, y a la Madalena quando dixo
nole my tangere, hecho por Tigcia@seECA CREMADES2010, I, p. 2914.

45TMANCINI 1998, p. 22Falomir suggests that Mary of Hungary might have commissisned th
painting during Titi an &l551.SeEs . oMRR028, ppa3800i n Augsbur g,
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delay*®What remains of tHdoli me tangsrgust the fragment representing the head
of Christ(Figur&4), cut around 1566 by order Rilip 1l, before it was sent to the
Escorial in 157%° The original appearance of the canvas is preserved in a copy by
Alonso Sanchez Coello, now at the Monasterio del E¢aguiab).*° It is hard to
say how much the copy is faithful to the
painting to the othé¥oli me tanglenewn by Titian, the one painted in his early career
and now at the Nation@lallery of Londof** However, if we compare the Spanish
copy to Titiands most i mportant religiou:
family, theHoly Trinityit is possible to find many common elemg@miss?). One
example is the monumentality of the human figures that are dominating the space and
subtracting importance to the backgrdtiithe Christ in the painting for Mary of
Hungary appears more massive than sinuous, and the steady figure of Mary Magdalen
reminds the one of the Eritrean Sibyl fromHbbky TrinityChrist, especially, recalls a
classical statue with his solemn austarigywork by Michelangelo such as the figure
of resurrected Jesus for the church of Santa Maria Sopra Mirdthvaugh the
quality of the painting cannot be fgllgspedthe fragment preserves bright colours
and attention to the effects of the light that we observedHiophdrinity
Mary of Hungargeems thave owned another religious painting by TitiBaina

Margareth at curi ousl y does Thédocumgnihatattestste t h e

458 PyppI 2012, pp. 23211, Fal omi r suggests that the o0divozion
might havensteadbeenthe depiction oBaint Margateat we will discuss later. $8eomir 2020,
pp. 101102.
459 Titian; Head of Christ fragment of a Noli md ¥34e@8x62 m; oil on canvas; Museo del
Prado; MadridVeTHEY 196975, |, pp. 11920;CHECA CREMADES 1994, p. 24HUMFREY 2007, p.
261.
460 Alonso Sanchez Coello after Titidlmli me tangece 1566; 231x224 cm; oil on canvas;
Monasterio del Escorial; El EscoWdADRID 1990, p. 156.
461Titian;Noli me tangerel514; 110,5x91,9 cm; oil on canvas; National Gallery; Mdadery
196975, |, p. 119HUMFREY 2007, p. 74
462Marsel Grosso considers tiieli me tangarel theResurrected Christ appeavsrpritiess4,
Chiesa dell 8dAssunzi one antudteo eBaenplds af the mongriemad Mar i a,
compositions and expressive language that has its epitonkolg Thanitfor Charles V. S€&&R0SS0O
2015, pp. 685.
463SegGROSSO2015, p. 65

111



existence and the ownership of this painting is the print by Luca Bertelli (active 1564
1589). The inscription on the engraving reads: «Titiani Vecelei aequitis Cae Reginae
Mariae Imp. Caroli V. Sororis Opus», identifViary of Hungary as the beneficiary
of the painting. We know that Titian had sent an&aiet Margatet Philip I, as
recorded in the letters exchanged in 1552 between the artist, Prince Philip and the
ambassador Francisco de Vatydshis latter pating is usually identified with the
one now at the Monasterio del Escdriglrse),**>while the one for Mary of Hungary
is recognised fBaint Maagett the Prad¢Figure?).®°

The main issue for identifying in the Prado paintingaime Margafet Mary of
Hungary is a stylistic incongiste with the other paintings of the same years and
especially addressed to this pdffoks mentioned above, the artworks that Titian
had been painted for the Habsburgs in the 1540s and early 1550s were showing a
peculiar attention to the Centitalian language, and the plastic rendering of the
human bodies related to a conspicuous usalpfigal models was a common feature
of this production. The Prado version appears on the limit, if compared to a painting
like theHoly Trinitythe figure of Margaret, more finished and corporeal, recalls the
one of the Eritrean Sybil even in the antligreen vest, but the rest of the
composition, from the blurred rocks to the shivering city on fire, are very far from
what ithad beesent to the Habsburgs those same years.

Apart from the stylistic matterswe analyse the visual models that Teaied
to interpret for this composition, we notice that they follow the pattern recognised so

far. In all of the versions it is easy to recognise a reference to-kinewreltanvas

464Titian lists a «ritratto di Santa Margarita» in his letter dated 11 October 1552, that was dispatched
in December of the same yd&sNCINI 1998, pp. 21216.

465 Titian; Saint Margardb652; 210x170 cwi] on canvadylonasterio del Escorial; EI Esabr
WETHEY 196975, |, p. 141;JUNQUERA 1951, pp. 672; CHECA CREMADES 1994, pp. 24349
HUMFREY 2007, p. 253.

466 Titian; Saint Marggréb5660; 211x182 cm; oil on canvas; Museo Nacional del Prado; Madrid.
Among the scholars that agree on thiisee 1980, p. 12FEDROCC0200L, pp. 246247;MADRID
2003, pp. 25859 HUMFREY 2007, p. 3555ee als¥ENICE-VIENNA 20072008, pp. 25053.

467 Other scholars dated the painting later due to stylistic reasons, amongsrtenil 969
75, 1, pp. 14142;CHECA CREMADES 2013, pp. 46865. The technical analysis performed during the
restoratiorof the Prado painting collocates the executioreifate 1560$GLESIASDIAZ 1999, pp.

67-72.
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depicting the same subject by Raphael, that at the time was in dmé catlection
in VeniceFigursg) *®But,if we comparRap hael 6s composition to
that the saint in a simple chiton standimgng the coils of the serpentine dragon, in
front of a rocky background that shows just a little portion of the sky in the corner, is
closer to the version of the Escorial. The Prado camviee other sidgives more
space to the composition, openorg the background that shows the lagoon of
Venice, and the figure of the saint acquires an iridescent green vest and long loose hair.
In the end, the print that should have been made aftBaitmeMargafet the
sister of t he Enneidertoany ofitlee aferententionedwersions. y ¢ o
Augusto Gentili suggests another hypothesis, namely that the print was not related to
one of the two paintings, but that records an intermediate $&rsion
It is likely that the painting for Mary of Hungary ld/diave followed the same
trend as the other religious and mythological paitiiagshe had received in the
years from Titian. Hence we should exclude that the Prado version was the one made
for the Governor of the Low Countries, as it was commonlkydabgithe literature.

144Philip 11 6s commi ssions and their re

Titian

The Felicissimo viags meant to educate Prince Philip as heir of the Emperor,
introducing him to the vast territories over which his father reigr@teApurpose
was to strengthen his position in the Low Countries with a view to ensuring his
succession as ruler of the Netherlands. Between 1548 and 1551, during his European
travel, Philip sojourned twice in the Netherlands, at the court of his ayrdf Ma
Hungary, and attended to the Diets of Augsburg, where he met Titian. After these
years of travelling, the Prince returned to Spain, and in 1554 moved to England to
marry the Queen Mary Tudor, becoming King of England and Ireland for the time of
their marriage. In August 1555, Philip was convocated in Brussels where, on 25

October of the same year, Charles V abdicated and transferred to the son his titles and

468 Raphak Saint Margaret and the didi®) 1915323 cm; oil on panel; Kunsthistorisches
MuseumyYienna

49He suggests that the print could have been m
between the Escorial and the Prado GaejriLI 2012, pp. 29292.
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territories in the Low Countries. The following year, on 16 January 1556, Philip finally
obtaned from his father also the title of King of Spain.

Before the year 1559, when he moved permanently back to Spain, Philip Il spent
his time between Brussels, where the court w&ngktnd for his conjugal duties
before the death of Mary Tudor in 17 Bioner 1558; and the priory of Groenendael,

a monastery not far from Brussels, where he often retired to grieve for the death of his
father, his wife and his adfitAt the same time, he had to face the threat of French
armies in the Spanish Naples angeaborder between France and the Low Countries.
The Spanish victories in the battle of Saint Quintin in 1557, and in the battle of
Gravelines in 1558, would lead to the Peace of @sedwrésis. These two treaties
signed by the four monarchs that weregulver Europe, ended the Habsbéadpis

conflict, establishing new international balances.

During these turbulent years, it is complicated to establish which paintings arrived
in Brussels, and especially to evaluate tkessibilitand theiinteres for thelocal
artists.

In the letter dated 12 December 185Philip confirms hédnad received the
paintings that de Vargas had sent? with

and theSaint Margaret but not t he oOTRiawghadmaticipadtd® Per si a

Whereas t seems | ikely that the ORegina
collections, th&aint Margamativedinsteacdat t he Escori al . The
more complex story. The scholars have divided in those veve et it was an

actual landscape, or a painting set in the open air with little or marginal presence of

t

human figure§*and t hose who i denti f-galledPardo O p ae s

Venusiow at the Louvr&® The first time that thBardo Venusssurely mentioned

in a document, as «La nuda con il paese con il satinothedist of paintings that

470PARKER 2014, pp. 12738.

47IMANCINI 1998, p. 217.

472Se@WETHEY 196975, IlI, p. 233.

473The paintigs were mentioned by Titian in his letter dated 11 October 1382NSre 1998,
pp. 214215;PupPpPi2012, pp. 19899.

474GENTILI 1980, pp. 9307;J0ANNIDES 2011, p. 71.

475The first to suggest this identification was Charles Hope (19886pp. $dalsoWETHEY
196975, I, pp. 161162;CHECA CREMADES 1994, p. 26 HABERT 2005, pp. 672
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had been sent to the King, retrospectively compiled by Titian 530t sure
thatthePardoVenaso i nci des wi t h t &sénthe EaSedftBRaiptaesagagi
Margargeit would have been very likely sent to Spain.

The inventory of 1554lists the assets owned by Prince Philip in Spain before he
embarked on his journey to England. In this document we can find 23 paintings,
among whah 17 portraits, two religious paintings, three mythological subjects and
three oprofaned subjects. Most of these
known just through copies. We can find three portraits of Philip, includiiglithe
[l with an amarthat might be identified with the one at the P(eido44), and the
lost Sekportrait of Titian holding a small imagé’®T Rhitgigious paintings, only a
couple in the entire amount, areeane Homath three figtifasd theSaint Margaret
mentioned in the letter of 1552 thahaeediscussed above. The mythologic canvases
include the/enus at the mirraw lost, th®anagthe first of thgpoesthat was sent
to Philip, and thé&irl in a fyrprobably the painting now at the Kunsthistorisches
Museum oliennaThis documentisgir i mary i mportance i n th
patronage before he gets completely out of the shade of his father and his aunt, and it
provides information about his interest i
or nonexistent life in the Nethenlds. Even thBanaga painting that had an immense
fortune as part of the tradition of the reclined naked women, and the first ef the so
calledpoester Philip 11,’*® had most likely been dispatched directly to Valladolid or
Madrid in summer 1553.

476 PypPpP12012, pp. 33837.

4aTTitiands entries in the CHEOACREMADES20Y3, pp.r1387 | i st ed
341.

478\WETHEY 196975, Il, p. 205.

479Checa mentions &iccehomd t he Escori al that could be attr

though it was usually given to Jacopo TintorettoCS8eea CREMADES 1994, p. 260CHECA
CREMADES2013, pp. 34841.
480The literature garding th@oesie immensely vast. This subject is of key importance not only
in the study of Titianb6s career, but in the hist
artist and patron, the artistic freedom and awareness of thegrairitee interpretation of classical
and contemporary literary sources, are consistently present in the related literature. The recent exhibition
in London gives interesting insights on the complex matter, and provides an extensive bibliography
(LoNDON 220, p. 208).
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Tradiionally identified with the painting now at the P(ages9),*!it has been
recently argued that the painting that was originally sent toFPilipoeight have
beenthe one now in the Wellington Collect{igure60).®> Among the various
reasons that the scholars presented to support this thesis, we find the stylistic
incompatibility with the otheoesiaat have been painted and sent in the samg years
the Venus and Adonand with other contemporary paintiti§dn fact, the
Wel lingtonds more polished and scul ptur a
more with Titiands production for Charl e
discussed so fdn fact, for the Wellington painting are valid the same observations
forwarded in the analysis of the Fares®ethe use of classical and Ceditadibn
models, with particular attention on Michelangelo and Francesco Primaticcio, and a
peculiar attentioto sensuality and female beauty.

This is not the place to discuss the onggiregeliebating which one between
the Wellington and the Prado version was the original one sent in 1553. However, it is
worth mentioning the problem because, as for theot#ise Tityusevidenced by
Falomir, the loose and pictorial style of the 1550s paintings for the Habsburg is used
in a precise narrative. This narrative depicts Titian as the champion of the Venetian
colorealways ahead of his times, experimenting amearly stage and sort of
ochall engingd6 his patrons. Phil i p, al so
who starts from a more conservative position and then finally accepts the genius of
the master. Once these later paintings are returnegirtoahtexts, this narrative
reveals its weakness.

The second of theoesitheVenus and Adofrigure1), was designed as a pendant

for theDanagand it was sent between 15 October and 6 December 1554 to London,

81 Titian;Danagel553 or 15665; 129,8x181,2 cm; oil on canvas; Museo Nacional del Prado: Madrid.
482Titian; Danaegl551523; 114,6x192,5 cm; oil on canvas; Wellington Collection, Apsley House;

London. See the recdftLOMIR-JOANNIDES 2036, pp. 415419;WIVEL in LONDON 2020, pp. 16, 99

120.

83 t i s interesting that Char |l e &atibhoffre®radomai n con
Danaas t he original sent t o Tihybsilsbatthe RradblOPE2618,, i s t he
pp. 672677). In fact, th&ityusvas proven by Falomir to be a copy from the 158QsMIR 2007,
pp. 2936). This would makke stylistic similarities claimed by Hope support the later Watiag.
in LONDON 202Q pp. 114115.
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where the Prince was staying for his marital dtitiéss version, usually identified

with the one now at the Prgtitoriginates from a comptish developed in 1520s,

l i kely for Al fonso d®&shan&andproppsedamamo us p a
in 154749 for Ottavio Farnese (152886) or his brother, the Cardinal Alessdfdro

So, the first twpoesithat were conceived to be seepttogr as recorded by the well

known letter of 155%° would both rework the sensual paintings made some years

earlier for the Farnese. The models recalledWethes and AddioisPhilip II, then,

had been elaborated in two circumstances in whichMasgrarticularly driven to an

accurate use of classical inspiratf®hsthe first case, in relation to the execution of

the mythological series of Bacchanélor Al f onso d&Est e, i n tF
attempt to conquer the Roman patrons dunitbaround his 1545 stay in Rome. It is

not an accident that this model had been chosen fmbsiar the future Emperor.

Apartfromt he s ub | e cMetanhorpbotesd@mmod thesne of all theesie

also the reference to classical antiguat/an element of continuity with the other

paintings destined to the Habsburgs in the same years.

484SedVIANCINI 1998, pp. 232, 234.

485Tjtian;Venus and Adoris5354; 186x207; oil on canvas; Museo Nacional del Prado; Madrid.
SeeWETHEY 196975, Ill, pp. 188190; REARICK 1996, pp. 244; ROSAND 2005, pp. 20325;
FALOMIR-JOANNIDES-MORA 2014, pp. 2B1;DALLA COSTA2019WIVEL in LONDON 2020, pp. 123
131.

486 About the 1520s version, ese~ALOMIR-JOANNIDES-MORA 2014, pp. 381; TURNER
JOANNIDES 2016, pp. 486;DALLA COSTA2019, pp. 584;WIVEL in LONDON 2020, pp. 12130.

487 Alessandro Farnese was the famous addressee of the aforemPatiagdidat was the
antecedent of the first of tip@esier Prince Philip. The information was recorded by Carlo Ridolfi
(15941658) in his 1648 bohke ma r a v, and it is sngthenddlbydtlze presence of a matching
canvas in the XMih-century inventories of the Farnese familyTHEY 196975, I, pp. 241242;

DALLA CoSTA 2019, pp. 574, with further bibliography.

488«E perché la Danae che io mandai gia a Vostra Maed&ystuita la parte dinanzi, ho voluto
in qgquestdaltra poesia variare e farle mostrare | ¢
da stare, piu grazioso alla vistamp1 2012, pp. 21314.

489 The mainmodelfor the composition of the figes might be the candelabrum base from the
Grimani collection, representing a very similar emBrEeDEL 1955, p. 122), and thecalledBed
of Polyclit(ROSAND 1975, pp. 24245).
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The third of thepoesithePerseus and Andrdffiesidne only one thanight have
beenshipped to Gent, among the paintings received by Philip Il qutemS8er
15561

The King of Spain wanted the canvases to arrive in Brussels before his departure
for England, as he recommended to Francisco de Vargas in a letter dated 10 August
1556"?and he seemed to have been satisfied?driseus and Androfredea?), as
the previoupoesi®as supposed to have a pair. In this case it ietba and JA%on
as written by Titian in the letter that @nmced their release to PHiffiPerseus and
Andromegdanlike the previoymesieas not based on aferastent model, and Titian
had to deal with the subject from scratch. Well, not exactly from scratch, if we consider
that the 1501 edition of Giovam d i B @©vidioi Mgtantorphogessulgare
accompanied by woodcuts that illustrated the different episodes, included the one of
Perseus and AndromedHtian considerably 4daborated the printed example,
obtaining a new and peculiar efféaloks not surprise that the composition of this
painting underwent many changes and adjustments, as highlighted by the technical
analysis on the cany&©n a sombre background of marine landscape, in which the
damaged colours tend now to a monochrormettict, the naked body of the chained
Andromeda stands out in the brightness
contrappasoalls some sculptures by the Florentine Benvenuto CellifiZ500n

particular a bronze bedief depicting the 5@ subject and the statue of@aymede

490 Tijtian; Perseus and Androrb®8466; 183,3x199,3 cm; oil on @s)VThe Wallace Collection;
London. WETHEY 196975, 1ll, PP. 169172; HOSONO 2004, pp. 3822;0sT 2006, pp. 12946;
PACKER in LONDON 2020, pp. 13345.
491 The letter is published MANCINI 1998, pp. 24243.The following year Lodovico Dolce
recorded th@erseus and Andrcemeatzg the mythologies that Titian had painted for Philip, confirming
this hypothesis. SResKILL 1968, pp. 19293.
492MANCINI 1998, p. 242.
98T he painting was probably never realised becat
of representation anymore. About this change of subjddaisemii 2009, pp. 28392.
4c Tosto | e mander, | a poesi a vistadivBteadasgaeste,e Andr or
cos?® Medea ePuprR2Pmp 2R3K] €. See
495SeeGUTHMULLER 1981.
496 For instance, the figure of Andromeda went through many small changes, especially in the pose
of the arms, initiallgboveher head. SEBUNKERTON ET AL. in LONDON 2020, pp. 671.
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(Figured),**"but also classical statues had been proposed as*&Airttes same time,
the flying Perseus chal |l engMracleoflSteMariky r ot e «
freeing the slpaeted for the Scuola Grande of San Marco in(gig484).**° The
poor condition of the canvas makes difficult to analyse the technical values of the
painting, but the brushstrokes appears to be bolder and freer if compared to the first
two poesi® This canvas issurelfyair ni ng point in Titiands
King of Spain, and it seems to coincide with the moment when Philip is no longer
subjected to the authority of his father and the cumbersome presence of his aunt as
the ruler of the court of Brussels
In the same letter forwarding tRerseus and Andromiid@ mentions «a most
devout work, which | have held on to for ten years alféa@iis painting was
suggested by Charles Hope to be recognized @rubigixionow at El Escoriaf?
but this thesis was not generally accepted due to stylistic inconsistency.
This does not claim to be an exhaustive and final list of the paintingbypwned
Philip Il during his years in the Netherlands. But it is important to underline that even
the most renowned paintings, the ones such psdktbat will have a loAgsting
impact on European history of art, did not physically arrive to the cBausséls,
unli ke Mary of Hungaryds and Charles V&s
In 1559 Philip 1l appointed Margaret of Parma (15226), natural daughter of
Charles V and wife of the Duke of Parma Ottavio Farnese, as Governor of the Low
Countries, antereturned to Is beloved Spain, where his ceamt his collection

were waiting for him.

497 Benvenuto CellinGanymedib40; 106 cm; marble; Museo NazionaleadlgelB®; Florence.
SeePACKER in LONDON 2020, pp. 13240.

498SeeWETHEY 196975, IlI, p. 169.

499 Jacopo TintorettdWliracle ofthe slavel 548 ; 416x544 c¢cm; oil on canva
Venice SeePACKER in LONDON 2020, p. 140.

500SeeDUNKERTON ET AL. in LONDON 2020, p. 71.

501] ONDON 2020, p. 195. See dfsorrP12012, pp. 21314.

502] ONDON 19831984, pp. 22228.
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1.5What remains of Titian

From the first meeting with the Emperor, Titian, slowly at first but then
exponentially, conquered the commissions of the Habsburgs. This was the most
powerful dynasty in Europe, and the Venetian artiafdnewary roles court painter
for many years. At first mostly relegated to the production of portraits, an activity that
he would extensively carry on fselfashi s Ha
a painter of devotional images and heroic and erotic mythologies, consolidating his
fame at an international level. We focused on the court of Brussels as an artistic centre,
where Charles V, Mary of Hungary, Antoine Perrenot de Granvelle amgnthe y
Prince Philip selected and directed Tit.i
shaping its immediate and kbegn reception in the Netherlands. But, as a matter of
fact, what remains of Titiands artwor ks |

The postmortem inentoryof Mary of Hungary records the assets that she had
broughtto Spainin15858The 1 i st includes an i mportant
such agwenty portraits ¢ixteenplus four of the daughters of Ferdinand 1), one
religious painting, namely teli me tangexed three mythologies: fhentalyshe
Ixionand thePsyche presented to Vee@syphus not mentioned in this inventory,
but Harold Wethey found otltat Joanna of Austria (15B%73), daughter of Charles
Vv, inherited many of her auntds items, a
Ixion aPromethdligyuy aTantaluand aSisyphushich evidently were previously in
Mary of Hussigid*We darsassuresthatall of the documented paintings
that Titian made for the Governor of the Low Countries arrived in Spain once she
left >0

Except for theAnnunciatidhat Titian did send to Isabella of Portugal back in
1537, the other artworksmmissioned from Titian by Charles V followed him first

to Brussels and then to Spain, where most of them had the honour of following the

503 CHECA CREMADES 2010, Ill, pp. 2842960.
S04WETHEY 196975, 1lI, p. 158.
505 Apart from the aforemention&aint Margadesicumented by the print of Luca Bertelli, that is

not listed in the inventories
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former Emperor during his final retire at the Monastery of ¥u$tee portraits
chosen by Charles V were the dopbkrait of himself and his wife, tGharles V
with an armr@nd the portrait dsabella of Portulghbf the devotional paintingthe
Ecce HospoheDolorosatheHoly Trinity left Brussels with the maro used to be
the Emperor.

It is difficult to exactly reconstruct what was left behind, because the documented
paintings, many of them now lost, in 1556 followed their owners to Spain. Philip I,
Charles V6s successor, did the same, and
thatmadeTii an the Emperords Apelles wWere avai

Titian, like many other great masters of his age, was not just an artist who painted
and delivered his works to patrons. He took part in a rhetorical and social discourse,
somewhat ceged externally and discussed on a more intellectual level, and somewhat
carefully driven by himself. It is a known fact that he was extremely aware of his image
as an artist and as a man of his time. We need only to recall that to nurture his public
image he confided in the advice of brilliant Pietro Aretino, who likely even loaned his

pen and rhetorical prowess to promote Titian among the pihcesk e wi s e, Ti t i

S06For the retirement of Charles V to Yuste@eecia S.1995. It is famous the passage in which
father José de Siglienza, mfahe monastery, librarian and historian, describes the death of Charles
V, recording that, on his deathbed, the former Emperor wanted to look at the portrait of Isabella by
Titian, a panel representing &gony on the gaadeln in the end, thdoly Tinity also by Titian. See
SGUENZzA (1605R000, I, pp.17172.
507The only doubt regards the series ofQbrdemndd fact, in the 1556 inventory of Mary of
Hungary, it is mentioned thiantalysogether with the one by Coxcie, andxiog but not theTityus
and theSisyphushe same is repeated in the 1558 inventory in Cigales. In another inventory dated 1558
are listed’romethe8syphasd two versions dfantalust is difficult to ascertain which paintings were
referred to in the two inventories, because of the confusion in the sources about the identity of the
Condemndédseries of five paintings islly mentioned by the poet Juan de Mal Lara {5524, who
saw them hanging on the walls of the Alcazar of Madrid. He records the pr&sentetioé8syphus
TityuslxionandTantaludVe do not exactly know when did these paintings arrieeyiftwe r e al | Ti t i
and if they all came from Binche. Therefore, it is possible that two udoralemrsmehow stayed
in Brussels for some years, but it seems very unlikéfiangme 2011, pp. #36.
508 Pjetro Aretino surely was a fundamental elemen n T i-promational strategy, |aé
pinpointed byGREGORI 1978, pp. 27306;FREEDMAN 1995;MANCINI 2009, pp. 57120. Another
intellectual that actively wrote in dobofeasnce of Ti
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desire to supervise and control the transposition of his paintings into prints, led him
to appeal to the Venetian Senate for an exclusive printing privilege over his own
inventions®Thi s awareness and Titiands active
own omythdé was t hor ougleboptegiredializigmevetal i n t h
study on the organization of his workshops, his marketing strategies and his impact on
Europearart®*°In the chapter devoted to the lattertopi o f f i ci na ti zi ane
fraimitatio edaemulatio, we read that are not the Michelangelesque and herculean
sinners for Binche to determine the image of Titian, but the portraits and the dramatic
and erotic themes, and that it is from these subjects that develops the phenomenon of
the «tizianizzazione di Tiziafd>However, as ihas been discussed so far, the
paintings that made it to the court of Brussels and to Flanders, were neither dramatic
nor erotic themes, but the Michelangelesgyave should better say, Certadian
based ora | | Onaodetsand leroic- subjects, the devotional Halfsts with a
pietistic tone and, obviously, the portraits.

The selection omadietamhodi apltayyeddtbywats!
Brussels, does not exactly match with the idea of the Venetian painter carried on by
the |iterature since Vas arcolorimuppoedioyne of t

the intellectuals of his time. Moreotee, prestige earned in that court by Titian, due

Lodovico Dolcg€1508/101568), who also edited some of the letters by the Venetian in thetberek
di diverpublished in 1554 and 1555, as discusseRRm¥ 02011, pp. 456;MANCINI 2018, pp. 29
52. Dolce probably cooperated with the artist, as the literdtesAlrééino and Giovanni Mario
Verdizzotti (1537/4604/7), to edit the correspondence to his most important patroRsDSer

in VENICE-WASHINGTON 199061991 pp. 4352;PuPPi2012, pp. 34849;DALLA COSTAIN LONDON
2020, p. 193.

508 The famoussupplica f 1566 documents Titiands concerns
advertising of his artworks as a consequence of circulations of poorly engraved prints. His awareness of
the importance of the S&daNCINI 2009, pp. 12158; TAGLIAFERRO ET AL 2009 pp. 38909;

LUDEMANN 2016, pp. 16917.

510Tagliaferro et al. 2009.

511This phenomenon is described as «una serie di operazioni condotte a piu livelli, che in un modo
0 nell daltro mirano a present ar e cdntbamdohealcutie! cador
aspetti e tralasciandone altri, per rispondere al dettato dei nuovi gusti e dei nuovi bisogni critici, sempre
in rapporto dialettico con un mercato artistico nazionale e internazionale in rapida espansione;

TAGLIAFERRO ET AL 2009, p. 87.
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to his relationship with the Emperor and his sister and magnified through unlikely
anecdotes, was closely linked to the artworks of imperial patronage, which had an
unusually short life in Flanders. Ss,thipr ocess of oti zi ani zzazi
even more diversified because d teface, in the Netherlands, a substantial
difference from what waat historianby analysing retroactivehe career of Titian,

would expect to find.

To ask what renres of Titian, once that most of his art is out of the picture,
means to deal with our expectations on how the art the painter was popularized, which
characteristics were inextricably associated with his art in relation to its availability and
different caitexts and necessities.

To discuss the factual reception of his inventions andpdrbmae will start
from the Flemish artists that could experiencehfnsdl the art of Titian, mostly the
ones related to the court. Michel Coxcie, Pieter CoeclkelsanJan Cornelisz.
VermeyemndAntonis Mor, were painters that in certain circumsteneoss or were
asked todialoge with his themes and compositiofi$irough theirselectn of
speci fic aspect s otlieycdniritutdaontd sreatwm of kis a n d
0 i dietheSoutherrNetherlands of the late XtYicentury.
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2. Michiel Coxcie the oO0OPictor Reg

It is well known that Charles V, in his final retirement, brought to the monastery
of Yuste most of the paintings that Titian had made bisgdpatronage. Father José
de Siguenza recorded the final moments of the man that once was the Besperor
recalls him observing the portrait of his beloved wife and then meditatinlaly the
Trinityby the Venetian master. This anecdote reinforces the special relationship
bet ween Charles V and Titian, nbytbeh pr omo
advocates of Venetian painting. Conversely, the presence of an important number of
religious paiirigs by Coxcie in the selection of Charles V was usually omitted.

The aforementionedoad to the Calvaoyv at the Escorjakas hanging in the
monastery below@rucifixiohy the same painter, now lost. Additionally, the pairing
between Titian and Coxe Mater Doloresand Ecce Hosyaliscussed in the first
chapter, is supposed to have happened during the time in Yuste. ThisGuis the
carrying the avbtise Prado and a ldgiater Dolordsethe list of devotional paintings
by Coxcie on whicCharles V decided to meditate in his final years.

From theTantalusommissioned by Mary of Hungary to replace the one not yet
finished by Titian, hanging together with the o@mrdemned the devotional
pairings of the suffering Mother and Son, Titian and Coxcie shared both the preference
of the Habsburgs and the ploal relation of their paintings. Despite their involvement
in same or similar projects and their titles of court painters, carried on through different
rulers’* the artistic dialogue between Coxcie and Tisi@topic that have been
overlooked by litature®*

To start, it is important to stress that Coxcie was favoured by the Habsburgs with
many different roles and positions. As copyist, he reproduced for Mary of Hungary
theDescent from thebgrBsxyier van der Weyd&The copy was placed in tirch

512From 1540 Coxcie started working for the Emperor, haasast painter of May of Hungary
from about 1543and member of her household from 1548 to XFtrwardshe entered the service
of Philip Il and he wa sEmrglconRiKezoeBaeseAd pEaVENM t e t 0t
20132014, pp. 106115.

513 A recent discussion on the theme of the artistic relationship between Coxcie and Titian in the
depiction of theMater Dolorosasl theEcce Home$iARTH 2028, pp. 67104.

514For Coxcie as a copyist, see in geBavy&aERBUYCK 201314, pp. 224.
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of Our Lady Outside the Walls, allowing Mary of Hungary to purchase the original for
the chapel of Binche, where it was recorded in 1549 by Vincente Alvarez, in the
chronicles of Philip [|IAstidHaththasmezgntlyi n t he
examined the presencawb more copies that Michiel Coxcie seems to have realised
for Mary of Hungary, namellge Mater Doloroaad theEcce Hava f t er Ti t i an
paintings for Charles V. The two works, singularly depicted on stone, are listed in the
1558 inventory of theegenof the Low Countries® Years later, Philip Il ordered
Coxcie to copy th&henaltarpieby Hubert and Jan van Eyck, &qjuae masterpiece
that hewas not allowed tauy from the cathedral of Saint B&V®hese commissions
can already exemplify how the house of H
also involved in other projects.

As summarized by Pérez de Tudelasichapter about Coxcie as court painter,
he worked to decorate the castle of Binche, painting the frescoes and designing the
windows and the chimneys. He also collaborated with Bernard van Orley, his mentor,
in the making of the cartoons for tapestriati| he was made supervisor of the
tapestrymakers in Brussels, and he was responsible for designing thelatsned
windows for the church of Saint Michael and Saint Gudula, also in BiT$sds
designs were meant to create artworks set up i gphltes or in places of
representation of the Habsburgs political power.

In connection with this, it is also worth to mention that the artist worked as a
portraitist for Mary of Hungary, painting effigies that were probably intended to join
the numberof he o0gall ery of portraitséo, togeth
portraits of Christina of Denmark, Charles V, Empress Isabella, Eleanor of Austria,

515 ALVAREZ 1964, pp. 996. In 1570 Johannes Molanus confirmed Coxcie as the author of the
copy and Mary of Hungary as the commissione®)$RERBUYK 201314, p. 11.

518 «Yten dos tablas quadradas, grandes, de piedras, en la vna de ellas vn Ece Homo y, en la otra,

Nuestra Senora, con sus molduras doradas e sus cobertos de maderas, hechas por maese Myguel», in
CHECA CREMADES?2010, Ill, p. 2915. SeRTH 2028, pp. 83104.

517The copy was made between 1556 and 1558, and it was paid 4000 guilders, an incredibly large
amount of money for the tim8)YKERBUYK 201314, pp. 67.

518 SeeBOOGERT 1992, pp. 580;REINTIENSIN LEUVEN 20132014, pp. 146€155.
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and Mary of Hungary hers@tPortraying family members of the Habsburg house
was a&commontask forthe court painter, and he was paid@kfor each of them,
for a total of 170, as recorded in 1354

Coxcie was entrusted with the production and the design of tapestries and stained
glasses, which manufacture was much more expensive than jaintioggying
paintings by the most celebrated Flemish masters, he proved his talent in mastering a
traditional pictorial techniqude could take advantage of his knowledge of the fresco
painting that he had practised in Rome, in the decoration of Saana Bhdpel in
Santa Maria dell 6Ani ma, when Mary of Hunq
in the castle of BinchE.he depi cti on of ¢ d&pceldosandon st on
Mater Doloragaggests that he had also learned the practice of paithiisgcomplex
and unusual suppdft. His technical skills were combined with the-Hast
knowledge and study of classical models and the irgvofkKTuscarRoman
prototypes.

Coxcie was favoured not only by the ruling fathibyt also by the powerful
Cardinal Antoine Perrenot de Granvelle and by the foll@ewveynors of the Low
Countries.
For instance, in a document from 1587, Coxcie petitioned Governor Alessandro

Farnese to ask for some money he was still waiting to fem@ivthe States of

519 All of these paintings al@st except to the portrait of Christine of Denmark, painted in 1545
and now at the Allen Memorial Art Museum (Oberlin, Ohio). The payment of the other portraits is
recorded in Mary of HarezpaTuded " LEaVEN201B32014sp.100at ed 1554
520FINOT 1885, V, pp. 17874.
521For a general introductiomthe use and production of tapestries in the Renaissance, see New
York 2002. A focus on the prominent role of tapestries in showing the magnificence of the Habsburg
courts is discussedGnELAND 2014 BUCHANAN 2015. See alBoOGERT 1992, pp. 580;REINTJENS
in LEUVEN 20132014, pp. 146155 to deepen some aspects of the political importance of the stained
glasses designed by Coxcie for the church of Saints Michael and Gudula in Brussels.
%22 pstrid Harth argues that Coxcie might have learned this technique during his sujourn in Rome
(15301539)from the example of Sebastiano del Piombo, who specialised in paintingakmall
devdional artworks or portraits on stone. BeeTH 2021, pp. 885.
5] n 1574 he was even recorded working on an u
Bavariadé, probably Anne of Austria, the daughter
of Bavaria. SEBNCKHEERE-SUYKERBUYK in LEUVEN 20132014, p. 42.
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Brabant, from the time he worked as court painter for Charles V and also Margaret of
Parma, who wa3overnorfrom 1559 to 156%7*Granvelle, on the other hand, likely
played a fundamentalein suggesting Coxcie to Philip I, as @ ttabe expected

from his role of art advisor who have also mediated between artists such as Leone
Leoni, Antonis Mor, Titian and the Habsburgs. Granvelle wrote to Gonzalo Pérez,
secretary of the King, to inform him about a painting ddéiseent fromctiosthat

he had seen in the workshop of Coxci e,
copi o | a t aPBlinghe tetter, theaGardieal offetel # negotiate himself

for the delivery of the painting to Spain.

On a different occasion, heaatsought from a church in Alsemberg an early
Crucifixioty Coxci¢® and the painting was then sent to Spain to expand the
collection of the Kingf’ The Cardinal probably bought some paintings also for
himself, as suggested by an unspecified portraiVends and AdadoysCoxcie that
were listed in the 1607 inventory of the palace of Bes&rtas interesting to
underline that we can find véewmythological subjects in the collection gathered by
the Granvelle familigxcept for the ones by Thigvenus and Cupid with a rfhiencae
or the golden)réere are listedenudby the artist from Treviso Paris Bordone (1500
1571), Menelalny Friedrich Sustris (154899), &/enus with Cupid and aasatya
Venus with MerdyyCorreggio (148L534). It is also interesting to point out that the
only mythology painted by Coxcie present in the Granvelle collection was indeed a
Venus and Adorisubject thaeemegasy to link to the famous canvas made by Titian
for Philip IIl. As exemplified lbere, Cardinal Granvelle had showed his eagerness to
emul ate the Habsburgs commissions, and

and the painter for this reason. However, the loss of the painting and the lack of

524BOOGERT 1992, p. 12AMOOLLETT 2012, p. 78.

525For the transcription of the letter, S&&Ez TUDELA in LEUVEN 20132014, pp. 114115.

526 Karel van Mander, in h&childerbp@kentioned a merchant from Brussels named Thomas
Werry, who was involved in this and other transadiengER (1604)199499 |, p. 293.

527 The Crucifixiowas identified as the one now in the cathedral of Valladolid, but it could be a
Flemish copy afteéhe original. The painting is also known through a print by Petrus Furnius, dated
about 15600LLERO BUTLER 1975, pp. 18290;VAN GRIEKEN in LEUVEN 20132014, pp. 176179.

528 SeeCASTAN 1867, pp. 367.We should mention that the subject of Venus andigdems
particularly unusual in the XVIth century Netherlands and in the production of Coxcie.
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i nf ormati on ab windulge in further spéculatiaoleaver, the s
depiction of a theme that Titian had treated ipdesdoes not at all prol@o x c i e & s
reference to his inventions, as we will elaborate in the chapter devoted to the reception
of themythological paintings.

Granvelle showed his appreciation for the court painter on other situations. For
instance, in 1564 asked him to-1608fRke as pu
a painter from Besancgon that the Cardinal was sponsorirgiahne probably had
also sent to Italy for educational purpé$es
Ot her aspects of Coxcieds privileged rel
are discussed by Victor Fern8ndez Sorianc
gratoala as a de .HaHeautharfogusesé on the personal favours accorded
to Michiel Coxcie in the event of the juridical problems faced by his son Willem Coxcie
during his travel to Italy, in 1564. The son of the painter was arrested in Rome, accused
of being a Protestant and sentenced to ten years of service on the galleys of Andrea
Doria®* Granvelle, who was in Rome, interceded for him to reduce the punishment
to five years. Eventually, Philip Il himself, begged by the painter, entrusted Granvelle
with the task of obtaining complete pardon for young Willem. In 1570, the son of
Michiel Coxcie was set free and continued his education in Rome, studying the ancient
marbles and the most important paintings.

Many other events could be presented as examplés e sake of this
argumenit is especiallypneaningful to remember that the King of Spain expressed his
concern over the finances of his court painter. In 1589, Coxcie was 90 years old when
Philip 1l wrote to Alessandro Farnese, who was at the tirG®weenorof the Low
Countries, to ask about his economic situzfidmat same year, King Philip I
appointed him an annuity of 25@finji an important amount of money for an old

painter that couldot work as he did before.

529\We also have to remember that he abieesame favodrom Willem Key and Frans Floris,
two pupils of Lambert Lombard who were very successful painters in Antwerp at BE@EnTE
TUDELA in LEUVEN 20132014, p. 110Wouk 2018, p. 323.

530SeeBRUNE 1912, p. 5.

531FERNANDEZ SORIANO 2008, pp. 19196.

532FERNANDEZ SORIANO 2008, p. 194.

533FERNANDEZ SORIANO 2008, p. 195.
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Even the commissions thitlowed the death of the painter, that Philip Il
assigned to his firstborn son Rafael Coxcie, symbolize the gratitude of the Habsburg
for the lifelong work of his court painter in Flaneférs

This introduction about NKeoftehsignedhi€Soxci e,
paintings, aims to remember that the favour of the Habsbumgyst whallimited to
Titian. The Venetian artist was indeed appointed with the title of Apelles, he received
a pension of 100 scudi per year, raised to 200 i 1&dd@painted an impressive
number of canvases for the ruling family from 1530s until his death, but it is important
to highlight that Titian was part of a system in which Coxcie and many other Flemish
artists were involvexs well

In this complex system, MiehCoxcie was an outstanding element, a court
painter who managed to work for powerful
regi sé6 who inextricably Ilinked his name t
important role in importing in the Low @tries the classical models and the Tuscan
Roman Renaissance’®tiowever, his name is not as fa
of his Flemish colleagues.

In hisSchilderbpein Mander wrote that Coxcie became upset when Hieronymus
Cock printed GiorgiGh i si 6 s e n gS3claul of AthepfKRapHhadl, eevealingh e
his source¥’ The writer implied that Coxcie wanted to hide and dissimulate his
borrowingsand adaptatioriseom Italian masters. However, the very common practice

of copying for educational purposes, together with the Renaissance rhetoric concept

534After 1596 Philip I commissioned Rafael Coxcie for portraits of Isabella Clara Eugenia, Isabella
of Valois, the Queen of England, possibly Mary Tudor, and the Queen of Portugal, possibly Anna of
Austria. SeEERNANDEZ SORIANO 2008, p. 196.

535 Antonis Mor, when he entered the service of Philip 1l in 1554, got a salascafiBfiOyear,
three times the pension of Titian

536|n the 2013 catalogue of the monographic exhibition on Cbxwikheerarites: «He had
acquired skills that his contemporaries in the Low Countries did not possess, but above all he brought
with him a new pictorial vocabulary that had previously ealy deen in the collections of the
Habsburgs and their court circles. It was this new style that he presented to a didegitasfeces,
of course, but also in stairgldss windows and print seri@SNCKHEERE in LEUVEN 20132014,
pp. 7172.

537«He was not copious in his composition and in fact made use of Italian designs now and then»;
MANDER (1604)199-99 |, p. 293.

130



of imitatipaemulatand superafif seem to contradict or, at leastpritigatevan
Mander 6 s c rcisnt, monethslass, thah woald haveimarked the reputation
and the critical fortune of the artist for a long.tihe

When van Mander openly critis@eo x ci eds borrowings from
of Italian compositions as sources, he is actually deserilgracess that is
fundamental in his art. Coxaiasa master in relaborating and combining not only
modelsltaliana | | Grdirlenistbat alsaifferent mediand compositions. This
working process is the key to understand his reception afid uSeiot i ands pai nt

his art, thatvasbroader and more complex than it was hitherto assumed.

2.1. Titian among the others: combining models

Not long after the return from his long stay in Italy, Coxcie painted the triptych
of the Holy Kinshi@n altgpiece that exemplifies and, maybe, overstates, the use of
Italian High Renaissance antl | dnadels in theaart of the painfeigures). >*°

Asanalysed many times since the study of [F#ithigse panels condense a series
of models from Leonardo, Raphael, Michelangelo, and references to classical sculpture

and architecturé’ The references range from the direct quote of an antique source,

538 The idea of imitation and emulation are key concepts in the Renaissance. There is plenty of
literature about it from a literayd poetic point of view like the fundamentaiaN 1980, pp.-B2.
More strictly related to visual art, we can mel#i@1997;POCHAT 2001, pp. 36819;ACKERMAN
2002, pp. 12842. The literature that refers to Netherlandish art is scarcer, apdonosdd on
painters of the XVth century like Rubens, but some relevant examplewiarer 1982, pp. 229
247;MeADOW 1997, pp. 18R05;MELION 2007, pp. 37926;ILSINK 2009 VELDMAN 2019, pp. 171
208.

539 The first monographic exhibition on the painter was held in Leuven-202@d18nd it was
accompanied by a catalogue that tried to take stoc
re-evaluate his oeuvre beyond the simplistic andifgelittage that Karel van Mander had set in 1604.

Sed EUVEN 20132014 LEUVEN 20132014.

540The central panel representsfémilia Christivhile the external wings, depictingMiracle of
the poisoned chadtéheAscension of Saint dmbéma combined in a single panel. Michiel Coxcie;
Triptych of the Holy Kinshif540; 245x382 cm; oil on panel; Benediktinerstift Stiftssammlungen;
Kremsmdnster.

5411 OINIG 1995, pp. 11328.

542For a more recent analysis,JS8&KHEERE in LEUVEN 20132014, pp. 7983.
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such as the statue known Tdsisneldan the Roman collection of Della Valle
Capranic&® to the almost identical depiction of the Virgin leaning forward from
L e o n aVYimio amsl the Chilvith saint Anifeguress)>** to a more general
interpretation of the architectures painted by Raphael Btahee Vaticaiée
monumentality othe human bodies within a plastic and solid architectural frame
relates Coxcieds artwork with Roman prot
technique, the bright colours and even the choice of the subject, way more common
in the North than in Italynake clear that his approach to Italian modessiot
slavish or imitativé3

Coxcie updatkhis visual traditioby integrating elements from the language that
was becoming fashionable in the European courts, as we discussed in the previous
chapter. Nonetheless, héferences tditiand s 1 n \are petfectly fitttng this

attitude towardsther Italian and classisalirces.

Triptych with the Life of the Virgin

When he wanted to shame Coxc$ckoolbfor hi s
AthensKarel van Mander specified that it was an artwork: «after which he had worked
and from which he had used a great deal faultdgpiece with thBeath of Mary
[ é F*ahe writer referred to the altarpiece ofltifie of the Virgia triptych made
for the church of Saints Michael and Gudula, in Brusselg/as then sold to Spain
(Figure7).>*” The panels, now at the Prado, hardly strike us for their debSchthw

543This statue is known in the Netherlands also thanks to Maarten van Heemskerck, after whose
drawing this statue and the other sculptures of the collections were engraved and printed. See
JONCKHEERE in LEUVEN 20132014, p. 79.

544] eonardo da Vici; Virgin and the Child with saint &nt#03; 168x130 cm; oil on panel; Musée
du Louvre; Paris.

545For instance, thBaint Anne triptpelinted by Quentin Massys (14651680) painted in 1507
for the Confraternity of Saint Anne in Leuven, now diltiees Royaux des Beaus de Belgique
in Brussels.

546MANDER (1604)1994-99 |, pp. 293294.

547 Michiel CoxcieTriptych of the life of the;\liEgif; central 208x182 cm, wings 208x77 cm; oil
on panel; Museo Nacional del Prado; Madrid.
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of Athertsy Raphagf®nor the original, nor the printed versignGiorgio Ghisdate
154950

Byomparing Coxcieds painting to Raphael
that van Mandamighthave referred mostly to the architectonic organization of the
space. The central panel, the one depicting the death and the assuimpNorgof,
sets the scene in a building that is cledrly 6As m théSchaol of Athehs central
perspective is delineated and enhanced by the architectural lines of the diagonal arched
walls, converging to a double portal. The architechgahlze, however, appears very
different. Whem@sRaphael is showing a selection of white, cream and ivory, Coxcie
plays with differerkinds ofstones, with a huge component of red marble. While
Raphael ds setting 1 s opeheFlentshpaigtergivea nd s o
the idea of a more narrow and dark space, almost fragile in the accurate description of
all the details of the walls, the columns, the chiselled bafdstrade

In the left panel, the one of the presentation to the temple, tisedbtwe
perspective is outside the image, and the architecture can be compared to the one of
the great barretault in theSchool of Athemish the pillars, the protrudiogrniand
the frieze. Again, Coxcie paints different marbles and showsitishatelecorative
detailsfriezes, bareliefs, metope and Corinthian pillatsely related to the different
size of the painting, the support and the technique used. In this wing we can actually
identify a group of men that might show a strongeeconrni on t o Raphael 0
namely the ones lined between the two columns, headed by the old man in a golden
and red robe. The pose of this man, seen in profile and bringing the right hand to his
chest, can recall the one of the bald philosophersightdyange robe, who is also
heading a line of men that are adding depth to the composition. Beside the general use
of this visuakscamotagexcie introduced so many variations that it is difficult to
imagine he could have been ashamed for the pguldicat of t he Ghi si 0s
triptych indeed presents many different references to works of Italian artists and,

among them, Titian stands out.

548RaphaelSchool of Athetr¥0911; 500x770 cm; fresigtican Museum¥atican City
9The architecture has been described as Al bert/|
paintings bYDLLERO BUTLER 1975, p. 194.
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First of all, we should remember that the painting was made for the cathedral of
Brussels, dedicated to Saitishael and Gudula. This triptych arrived at the Escorial
in 1586, as r ecor dmdtheiname ofhtree arfist was hot o ent r
mentioned* It waslikelybought by Philip llperhapshrough the merchant Thomas
Werry, and donated to the Escorial, wh e
during those years. About this transaction, van Mander underlines that the painting
was undersold in Brussels and then overpriced in Spain. f@isistaea wider
phenomenon of the aggressive purchase of
patrons®! He also underlines that it was one of the most important works of the
painter, even in spite -0br maybe because-ghe multiple Italian referersce

In his study published in 1993, Domenico Laurenza, describes the composition as
orapma®hel ang®l esqued, and compares the
theAnnunciation to Zachhyialacopino del Conte (151888), pupil of the Florentine
painter Andrea del Sarto (14&30y° The author uses this comparison to explain
and validate the parallels between Coxci e
made by Andrea del Sarto for the Chiostro dello SiceFdorencé>

If we compare #Nativity of saint John the Bgpfistirea del Sar{eigures) to
the Nativity of the Virdiym CoxcidFiguré?), it is easy to find correspondene€bhe

550Z ARCOCUEVAS 193@, p. 663.

5510ther works by Coxcie followed the same fate, especially bought by Philip Il for the decoration
of the Escorial. Another example is the altarpiece from Saint Rombouts in Mechelen, that was sold in
1580 by Archduke Matthias of Austria (1B%I®) to Pragué he triptych was commissioned by the
Guild of Saint Luke and panted by Jan Gossaert (central panel) and Michiel Coxcie (wings), and it is
now at the Narodni galerie in PragueV8s® LETT 2012, p. 80.

552 Jacopino del Cont@5151598)was a Florenie panter who moved to Rome around 1535.
There, he was strongly influenced by the work of Raphael and Michelang&tmunb@tion to
Zacharialvas painted in 1536 for the Oratory of San Giovanni Decollato, inlRaRrENZA 1993,
p. 102.

553Andrea del Sartworked on the twelve scenes from the life of saint John the Baptist from about
1508 to 1526. This series is considered the expr ¢
Andrea del Sarto in Florence. S&RMAN 1965, pp. 524, 294307; andhe monographic study by
HIRDT 2006.

554 Andrea del Sartblativity of saint John the BHg2i8t 194x313 cm; fresco; Chiostro dello Scalzo;
Florence.
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women at the |l eft side of the bed, who a
vessel in Andrea del Sartods, not only al
the hairstyle and the shape of the vaporous textile folded on their backn@he w

in the background of the Flemish panel, the one looking outside the painting,
resembles in the aspect and in the purpose the one of the fresco and, to complete the
comparison, is it possible to recognise some similarities between the old wagnan, sittin

at the extreme | eft of Andrea del Sartod.
foreground of th@resentation of the Virgin Mary to treytesnple

In his analysisaurenzgoints out the importance of the art of Andrea del Sarto,
but hedoesnotme nt i on a very striking reference.
the Virgin of the assumption, resembles evidently the one paintetidaydeh Sarto
in 152628, also known as tAssunta PassdFigire9).>*>°In his version, Coxcie does
not exactlycopy the position of the VirgiAs we have seen so far, he recreates the
idea of the posethe knees, one higher and one lower, the feet seen one in front and
one from the side, the bust just slightly rotated, the hands joined in puhyer
adjusts it to his own necessities. Coxsie Vi rgin i s represented
physiognomy and very different clothes, both in the paler colours and in the greater
attention to the details and the folding of the textile.

Goi ng back tnoi cthhed amrgaRd heass®|lustych, wesasence o
find one of the most direct quotes that Coxcie had made of a work by Michelangelo,
namely thd”ersian Silpdinted on the vault of the Sistine Chapel. The reading old
woman in théativitywho is sitting in the middle ground of the comipasitlosely
reminds of the Michel angel ods Si byl in t
covering her head and the thick and rigid cape on her shoulders. Just the position of
the legs slightly differs, and we can start to notice that, evemastlegplicit quotes
of famous models, Coxcie tends to introduce variations not just in the style, but also

in the composition, while maintaining the general visual reference.

555 Andrea del Saté\ssunta PassefibP628; 377x222 cm; oil on panel; Palazzo Ritence.
The altarpiece was commissioned by Margherita Passerini for the main altar of the church of Santa
Maria dei Servi, in Cortona. We have no documents suggesting that Michiel Coxcie had visited Cortona.
However, as for the frescoes by Andrea di BaFlorence, he could have known the composition
thank to the Florentine artistidlielne had been associated with while in Rome.
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The choice to start the analysis of the problem concerning Coxcie andtffitian wi
this triptych, is not arbitrary. As discussed earlier, van Mander mentions it as the
exampl e of the painterdés extensive use
which, as we have evidenced, are not as fundamentpbdsalyghem. So, this is
just one example of misconception that the artistic literature can create or carry on
about an artist. This idea had been scmeted in art history, that very little scholars
noticed the use of Titianesaquedeldn this altarpiece.

Laurenzads essay |l ays the foundations f
The scholar points out that the art of Ti
from 1550 onwards and identifies some of the models he used in the altarpiece of the
Life of the VirgiFirst of all, in the central panel depictingAgsimptiptihhe Flemish
painter loosely refers to the apostles painted by Titian in his most c&ebuatgdion
of the Virgat the church of Santa Maria Gloriosa dei Frari, in \(egie®).>’ Again,

Coxcietook some elements and igribi@hers. The apostle on the right of the

painting, the one with a pink vest who is loodm¢pwards the Virgin, shares the

same pose, especially the way of pushing the elbow outwards and grabbing the robe

on his side, with the apos"Anetheiapostemer al d
the one at the far rigiwhoraising his arms atmthe head and with the hands joined

in prayer, resembles the one that Titian had painted at the far left of his composition.

We can also find an echo of the apostle sitting on the sarcophagus, identified as saint
Peter, in the figure that Coxcie hadpdlaco e hi nd t he angel, at t|
deathbed.

556 AURENZA 1993, pp. 16817.

557 Titian; Assumption of the Virtii618; 690x360 cm; oil on panel; Santa Maria Gloebsa
Frari; VeniceThe literature on this groubtdeaking painting is vast and not particularly relevant in this
context. See the summaryNBTHEY 196975, |, pp. 746;ROSAND 1988, pp. £3.

5580llero Butler compares the pose of this apostle to tha tmeforeground of th8acrifice after
the flopd tapestry that was part of the series dfligtery of NaaBo, it is very likely that Cocxie had
reused that model on different occasions and in diffeetitSeeOLLERO BUTLER 1975, p. 194.
Philip Il had purchased this series and brought it to Spain when he left the Low Countries in 1559, but
most of it was lost during the transportation. He then commissioned another series from Willem de
Pannemaker (151581). SeBUCHANAN 2006, pp. 408115.
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Even though some of the colours, in their spatial distribution, have such a similar
impact that we could imagine isaés difficult to assess that Michiel Coxcie had the
opportunity to see the oin@l painting at the Frati.lt is more likely that he had
studied it after a drawing, or a print. Also, we should emphasize that the Flemish artist
selected just some of the figures, he reassembled them in the space, and what he really
evokes from Titigh &ssumptias the variation of poses and feelings expressed,
together with a sense of movement in the middle ground of the composition.

However, the most interesting example of Titianism is located on the verso of the
wings, that are decorated vgtisailled religious subjects. The left wing is painted
with anAnnunciatidn the upper part, and with &udoration of the shephettus
predellaFigurg1), while the right one represenigisitation of Mary and Elizareth
an Adoration of the M@gurer3).>® The Adoration of the shepiseediorizontal
composition that closely recalls the print by Giovanni Britto (activéSEEB(after
theTitiands painting with t lffewrgl®alinee subj ec
compare carefully Cox@igrisaill® the print, it is possible hotice that the Flemish
painter disassemdlthe composition, separating different groups of characters, then
he reassemlaé¢hem while inserting some new elements. The main group includes the
Virgin with the Childthe shepherd who is kneeling down tedtwo children
carrying a candle. This group is reversed in comparison to the print, but the positions

arealmost identical, with just few changes. The clothing is simplified, the basket on

559t is especially noticeable in the important role of scarlet areas of colour in the foreground and
in the distribution of areas of emeigiden in the uppeight and loweleft corners.

560The verso of the wings of this triptych argenstudied, and even pictures of them are difficult
to find. Thegrisailleechnique, namely the use of shades of grey to give the painting a monochrome
aspect that can resemble a statue, orrallEshad an important tradition in the Low Countrias. Ja
van Eyck, the most renowned Flemish painter of thih e@ntury, frequently used this technique,
especially to depict the verso of the wings of polyptychs such as the iBisei\lsmrpiecd his
technique was still used by Flemish painters XMtih century. SeBRAMS THIEME 1988 GREUB-
FR N C20143.1w0OA 2017

561The painting was commissioned from Titian by Francesco Maria | della Rovere ith&€533, in
occasion of the birth of his son Giulio Maria della Rovere. The first mention of this similarity can be
found in LAURENZA 1993, pp. 10811. For the print: Giovanni Britto after Titi&aoration of the
shepherdd42x517 mm; woodcut; National Gallery bf Washington. S&ETHEY 196975, |, pp.
117118.
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which Christ is laying is not made of intertwimeda nc h e s , the | amb
invention disappears, replaced with a step. The only character that is in the same
direction of the print is saint Joseph, who is leaning on a pillar and was moved from
the centre of the Holy Family to a more secludedagogsit the background. The
adding of a praying angel next to Christ and two shepherds arriving from the right side,
approaching the scene from behind the Virgin, not from the front, concludes the
rearrangement of the image.
It is interesting to underliheh at  @risailleds baSesl on a print after Titian,
and not on a painting. To achieve a compact composition with a clear and simplified
distribution of lights and shadows, it was surely easier to start from a print, in which
this process of adaptati from the painting had already been finalideckover,
prints after Titiands i1nventions were
become part of an artistds archive of
On the verso of the right wing, tAdoration of the Maanted in the predella
shows a very similar solut{eigurg3). The Virgin is presenting the Child, who is sitting
on her lap, to the approachikimgs. One of them is kneeling and interacting with
Christ, the second one is offering a gift while the third one stands more aside. Saint
Joseph appears from the right side of the painting, peeping over the shoulder of Mary.
This kind of composition wammon on both sides of the Alps, even though

Flemish artists often preferred a more central composition, with the Virgin seen from

€

m

the front or three quartef8We might be temptéddo compar e thi s pane

Adoration of the Magiose inventiois known through different repliqagurg4).>%®
Nonetheless, this kind of composition was too widespread and common to identify

Titian as the sowcand, if weake into accoumhore likely and available models, we

562For instance, the paintings with the same subjects by Hans Memling, Hugo van der Goes, Jan
Gossaert, Jan van Scorel, Joos van Cleve.

563 The main versions of this invention are the one at the Pddi@ion of the Magi 1550;
141x219 cm; oil on canvas; Museo Nacional del Prado; Madrid), the one at the Pinacoteca Ambrosiana
(Adoration of the Magb750; 120x223; oil on canvas; Pinacoteca Ambrosiana; Milan) and the one at
the Cleveland Museum of A#tdoration of the Magil550; 135,5x217 cm; oil on canvas; Cleveland
Museum of Art; Cleveland). S¥eTHEY 156975, |, pp. 668.
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should consider a painting by his master Bernard var®Oni¢lyis small panel with
the Adoration of the M#wg Virgin is sitting on the stairs of a temple, and Christ is
touching tle forehead of the King kneeling in front of I@gures). This specific
gesture of blessing in quite uncommon for the subject and, &venu gh Cox ci e ¢
painting appears more classical, the composition of his master unmistakeably had a
role in the elaboration of this iconography.

A series of elements in this predella are explicitly referring to classical language.
The body of the Virgin halse aspect of a sculpture, and the position of the legs and
the feet clearly resembles the work of Cdtdfiain artists imbued with antique
models. For instance, Giulio Romano often used this specific pose of the crossed
ankles, almost surely extraaldrom a baselief, as with the figure of Proserpina in
the decoration of Palazzo Te in Magtuar the recently discoverBlystic marriage of
saint Catheriimea private collectiéft The latter was almost literally copied by Titian
in hisgrisaile r esco above the tomb of Luigi Trevi
Giovanni e Paolo, Venice. The fresco is now lost, but its appearance was recorded in
a contemporary woodcut by Niccold Boldfiniuree).>®’ In his analysisJoannides
states that the borrowing from Giulio RO
fit in Ti tS5ahese kindpfijudgthents are @ sign of the nigcessa
different perspective in the study of the phenomenon of reception. By considering
more oOfr |l ess O0Titianesqued a painting b
explanations to deprive him of his responsibilities, we eridersendency to

retrospectively evaluate an artist from the point of view of his canonised image.

564 Bernard van Orleydoration of the MagB3; 32,5x45 cm; oil on panel; Yale University Art
Gallery; New Haversed-ARMER 1981, p. 268.

5651t is the same lunette wilsyche receives the beauty elixir froth&rogerpit@ok as model
for his paintings of Psyche, as discussed in the first chapter.

566 The painting is considered of good quality, probably dated A5Q@2¥ for its resemblance
with works of his early time in Mantua. Joannides points out the strong Raphaelesque aspect of the
composition and its frietike appearancRiICCOMINI 2009, pp. 884;JO0ANNIDES 2015, pp. 1-37.

567Niccolo Boldrini after Titiarlystic marriage of saint CaftE#832; 330x457 mm; woodcut;
Collezione Remondini; Bassano del Gr&s®VENICE 1976, pp. 11213

568 JOANNIDES 2015, p. 13.
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Even though thefresco might have seemed particularly Raphaelesque in the
arrangement of the figures and Ceitihan in the pose and construction of the
bodies, Titian oftedialogued with this tradition, and especially with Giulio Romano,
Raphael and Michelangahathis moment of his career.

That Boldrinids print after Titian was
the Adoration of the Megn be evidenced tne use of the figure of Mary in another
part of the triptych, namely tiNativity of the Virdmgures?).°%° Already noted by
Laurenza, the resemblance between the Virgin holding the Child and the servant,
probably the wet nurse, holding Mary in the foreground of the Nativity is uffcanny
The «act position of the foot, the folding of the vest around the legs, the physiognomy
of the profile and the shape of the veil on the head are matching almost perfectly.
Therefore, it was likely that Coxcie used the same model, with some adjustments, for
theVirgin in the Adoration of the Magi.

Another element that is evideratly | dsahe Kinganahe background, the one
who is holding an urn. His very short hair and prominent forehead, but even more the
clothing, consisting in a muscle cuirass antia shiton, closely remind the features
of the statue of a Roman Emperor such as Caesar or Augustus.

In the triptych Coxcie managed a cohesieptatiorof many different sources
on several levels: general composition, elements of spatial dissibgtefigures,
poses, direct quotes, variations. The sources themselves, although being elaborated
from different mediafrescoes, paintings on canvas and panel, prints, drathiegs
all respond to a visual language that depends on-Geldralpototypesemulating
theantique Ti ti ands sources are not an excepf
others, coherently to a precise and detailed pictorial technique that focuses on the

depiction of the different materials.

5691t is worth pointing out that in the environment of Fortal@au was produced an etching after

Giulio Romanods pai nt i n ggrisgaiiéehis etchiagguees dndeathe namemode |l f
Iv¥V and reproduces Romanods i nventHNANS20L7glil,t hful 'y
pp. 1013.

570 AURENZA 1993, p. 11.
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Triptych of the Last supperfor Saints Michael and Gudula

The relics of saint Gudula, patron saint of Brussels together with saint Michael,
remained in the church of Saints Michael and Gudula from the XI century until 1566,
when they were destroyed by the Calvifisissthat occasn, the iconoclastic fury
ravaged the art of the church, shattering or looting paintings and statues. It became
necessary to redecorate the empty altars, and Coxcie was tasked with painting the
triptych of theLast suppfar the altar of the Miraculouacsament chap@igure?),
that he delivered in 1567, just one year aft&etbidenstéfiithe panels represent
three episodes from the New Testament and one from the Old Testament. At the
centre, théast suppér the left wing is depict€&ih r i st was h,jamdgn t he di
the right wing we can find tAgony in the gafd&@nceclosedpn the verso of the
wings is visible a paintingEifjah in the wilderness

It is relevant to emphasize that the church of Saints Michael and Gudula was one
of the most important in the Low Countries, and morabaeit was the church of
the Halsburgs, close to the palace of Coudenberg and serving as the couff church
The windows of the church are an evident example of this strong connection between
the ruling family and the chapter. We can find stglassl windows donated by
Margaret of Augt between 1516 and 1527, the ones representing Charles V and
Isabel of Portugal installed in 1537, followed by the ones portraying Mary of Hungary
and Louis II, dated 1538

The same chapel of the Miraculous Sacrament was the recipient of a series of

donations of staineglass windows from Emperor Charles V, followed by a series of

571VVAN YPERSELE DESTRIHOU 2000.

572The central panel is signed and dated: «<MICHEL. D COXCIE/1567».

573 Michiel CoxcieTriptych of the last suidg@f; central 279x250 cm, wings 277x102 cm; oil on
panel; Musées Royaux des BéatsxdeBelgiqueBrussels.

574 The chapter of Saint Michael and Gudula in Brussels had been related for long time to the
Dukes of Burgundy, and Philip the Good (18884) used its canonries to reward his own secretaries
and counsellors, and the same woulddoPhi s descendant s. From 1494, wh
of Habsburg (1478506) inherited the throne of the Burgundian lands, the chapter was inextricably
related to the Habsburg family. There, Charles V was proclaimed King of Spain in 1516 and he and his
san Philip 1l would donate the famous staigkss windows. SHOFSTRAETEN2013, pp. 73359.

575For the stainedlass windows in the cathedral HmesIG 19421 ECOCQ 2005.
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other donations from other European princes. The design of the windows was at first
commissionetb Bernard van Orley. After his death in 1541, the task passed to his
pupil Michiel Coxcie, who provided the cartoons for the windows of John Il of
Portugal (1502557) in 1542, Charles V, Ferdinand | in 1546, Mary of Hungary in
1547, Philip Il in 1550, &imilian Il in 1556°

It is not a coincidence that, in the church of the Habsburgs, in the chapel that had
been decorated for years with the donations of the family, Michiel Coxcie was
appointed to refurbish the altar with a triptych. And neither thdiappened just
after thelconoclasmhad given voice to the tensions of the Protestants in the Low
Countries against their Catholic King Philip 1l, and the Governor Margaret of Parma.
The commi ssion of this paintamnlyofimc €odxci
the Guild of Saint Luke harmonized perfectly with the desire of restoration of the
Catholic doctrin&®

After this premise, it is worth to pay more attention to the models and the language
that Coxcie chose to represent these delicate subjects, startinglfestnsiingper

The diagonal composition of this scene was quite uncommon in Flanders, and also
pecuiar is the natural perspective of the table. The most frequent visual solution was
to show the table, and especially what was on it, the bread and the wine, from a higher
point of view, in a forced perspectivdnother aspect that characterise nottbidy
work but the general production of Coxcie, is the peculiar attention that he pays to the
classical architecture of the buildings in which he sets his subjects. This choice of a
setting pureha | | Owasriew o &landers, and it conveyed a pofitEsdage,
referring to the language that the Habsburgs used to distinguish théthselves

576For a good summary, RENTIENSIN LEUVEN 20132014, pp. 146155.

577 SeeJONCKHEERE 2012A, p. 276.

578 Michiel Coxcie has been described as the first painter of the Radfioteration, and the
triptych ofthd,astsupperan be consi dered a pi vot adonoelasm mpl e of
as argued hIPNCKHEERE 202A, pp. 24256;JONCKHEERE in LEUVEN 20132014, pp. 127129.

579 Apart from the examples fronthe late XWh and early X\Mth centuries, an almost
contemporary painting showing both a central composition and a raised point of view on the table is
the one by Willem Key for the chapel of St. John the Evangelist of the Grote Kerk in Dordrecht

580 Jonckheere argues that, by setismgdintings, and especially tthist suppén classical ruins,
Coxcie was explicitly suggesting an ass-ociati on
Reformational rood screens, and even RoméBaeHEERE 202A, pp. 244245.
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Moving back to the diagonal composition, we can mention that Titian adopted a
very similar solution in 1542, when he painted hiast suppen a standard for the
confraternity ofCorpus Domimithe city of Urbindrigurge).>®* This comparison seems
interesting because of the angle of the table, the posiiibrish at thregjuarter of
the image, right next to the centre, and because of the collected gesture that Jesus
addresses to his Disciples. However, this specific painting by Titian was not very well
known at the time, and it is impossible to proveliatie could have seen a drawing
or a print after the original, even though the singularity of the two compositions might
i ndicate that. We should also mention th
an impact on Jacopo Tintoretto who, from the 45&@arted painting his depictions
of theLast suppeith a diagonal composition, a visual solution that he will lead to its
extreme consequence in his large canvases for the churches.&f W éniéficult
to ascertain which links could there Hsen between these actopmintings and
painters, but the peculiarity of the composition in those years is suspicious and worth
to be mentioned.

This is not the onl yLasussppédn tact, thé faceiofands m
Christ directly resends the one painted by the Venetian master halhene tangere
for Mary of Hungar{Figurs4). The painting was donated by Titian to the Governor of
the Low Countries around 1553. Unlike the aforementi@stdsuppef Urbino,

Coxcie could have easily seen the painting while it was in Brussels, before Mary of
Hungary moved all of her collectitin Spain in 1556. Unfortunately, the canvas
arrived in Spain in a poor state so, i n
now preserved in the Prado Museum.

The physiognomy of the two heads is so shttitathick eyelids, the regular and
thin nose, the hear perfectly parted in the middbbthe pose is so coincidental, that

in analysinghe drawing of an head of Christ at the British Museentould get

581 Titian; Last supper54244; 163x104; oil on canvas; Galleria Nazionale delle Marche; Urbino.
The standard was painted on both sides, representirastiseippand theResurrection of Clitigly
have beereparateihto two paintings by the artist Pietro {A%#?) and they were hanged in the church
of Santa Maria di Pian di Mercato, in Urbino, in 154%See&Y 196975, I, pp. 996; HUMFREY
2007, pp. 19091.

582SedPERIA 1997, pp. 7A39.
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confusedrigue79).®®l f it werendét for the other heads
clearly after Coxciebds panel, this anony
doubt be r eNMohAmedahgeteo Ti ti ands
This similarity waalso noticed in the study of two series of paintings for the
cathedral of Funchal, in Madeira, that we will discuss later. There, the altarpiece
dedicated to saint Anthony is decorated with four panels that had been recently
attributed to Michiel Coxci®aint Jergr8aint Lawren8aint Francis receiving the stigmata
and theCalling of saint Matfffelie head of Christ in ti@alling of saint Matthas/
compared to the one in thast suppfom Saints Michael and Gudula, and it was
recognisedthitot h of them deri ved Nolintetangé€th e s a me
Next to Titiands head of Chri st, Coxci
attitudes, modelled after the apostles of the most fdrastss suppéine one by
Leonardo da Vingiigureo).>**We have already mentioned that Coxcie was acquainted
with the work of the artist, and he quoted more or less directly his figures. However,
in this case, he seems more interested iatiegy\of attitudes that characterises the
apostles. At the extreme right, behind the man with the blue robe, two apostles are
discussing showing eloquent gestures with their hands. These two are mimicking the
couple of discussing disciples, also atthefai ght of the tabl e, in
In particular, the man with long hair and a grey beard, long as well, also reflects the
facial type of the apostle dressed in yellow painted by da Vinci. The same is true for
the disciple at the right of Clyiwho is pointing at himself and is stretching his neck
towards the Saviour, recalling the apostle with a red robe and blue sleeves, also pointing
at himself.
At the extreme | eft of C otkecfifstetlosin t ab | e,

profile, the thd raising his hand in front of his chest, the fourth leaning towards the

583 Anonymous NetherlandisHeads of Christ and ApdateXVth century; 267x195 mm; pen
and brown ink and grey wash on paper; British Museum; London.
584SANTA CLARA 2018, pp. 899
585|n the text, the author describes the model as surely Italian, suggesting Titian as the likely source.
But the evident similarities, thailability and the reiteration of the model lead us to assertMNwalt the
me tangéoe Mary of Hungary was unmistakably the primary mod&a8eeCLARA 2018, p. 91.
586 eonardo da Vindias suppér9498; 460x880 cm; dry wadlinting; Santa Ma delle Grazie;
Milan.

144



centre, with shorter grey hair and beardlaborates the same group at the left of
Leonardods tabl e, in a subtle game of <ch
showing albf his characters from a frontal position, Coxcie is moving the same group

in diagonal, changing thelaces$ut not their relations.

The nocturnahgony in the gailéme triptychalso presents compositive solutions
that can be r k Whiethedvertical deVelogmerd of hesimagedis not
new in the depiction of the subject, nor in the Italian art, with early examples from
Pietro Perugino(144623) Sandro Botticelli (1444/8610) Vittore Carpaccio
(14651525/26¥®% nor in the Northerrart, with the many versions produced by the
workshop of the German painter Lucas Cranach-(B58F% andthe prints by
Albrecht Durer, especially the one from the series d@rét Passiyures1).>®
Among the Flemish illustrations, it is worth to mention the beautiful nocturne painting
by Jan Gossaetie panel by Pieter Coecke van Aelst and the print after Maarten van
He e ms k er c k fisbed it the serges dhepfallland salvation of mankind through
the Life and Passion of €huigt, 83, 8).>%

Michiel Coxcie wdikelyawareof these models when he painted his version of
the subject, but there gretother sources that can better explain his compositional
choices.

First of all, the space is horizontally divided in two, wikbvtieelevelpresenting,
in foreground, the figures of the sleeping apostles, and the superior level showing
Christ praying in the garden of Gethsemane. The figure of the Saviour is in the

badkground, smaller than the bulky bodies of the disciples, who are crowding the

8"We refer to Aongihtheoga(®829 6 i nodvs at t he Uffizi, S
one dated 14983, now at Museo de los Reyes Catdlicos in Granada and the paifitiogehyated
1502 painted for th&cuolali San Giorgio degli SchiayaniVenice.

588 One among the many exampgdsucas Cranaéh8gony in the gadéid at theNational
Museum of Western Affokyo.

589A series of eleven woodcuts plus the frontispiece produced between 1497 thieg a5,
which they were published. Albrecht Didegpny in the gardet97; 391x178 mm; woodcut;
Metropolitan Museum of Art; New York.

590Jan Gossaegony in thedgm1510; 85x63 cm; oil on panel; Staatliche Museen;Hetdin.
Coecke van Ael#igony in the Gard&2730; 83x57 cm; oil on panel; Hermitage: St PeterBlmlrg.
Volkerstz Coornhert after Maarten van Heemskégdqy in the gardéd8; 250x198m; engraving
and etching; British Museum; London.
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narrow space. Christ is kneeling in front of the warm glow of the angel, on the raise of
a rocky hill. At his right side, a forked tree separates the rocky and cloudy snenery fro
an opening that allows us to see a view on a distant and dark landscape.

All of theseaspectsand especially the organisation of the space and the
relationships among t he el eAgoayirttte gardamr e t he
in the version ow at the Escoridigur@s).>** A canvas representing this subject was
sent to Philip Il, in 1562, as recorded by Garcia Herrpdt@jganish ambaska in
Venice, and by Titian hims&fHowever, in 1574, two paintings representing an
Agony in the gamdere listed in the inventory of the EscBtidhe aforementioned
version, and the painting now at the Prado, in which the figures of the sleeping apostles
is substituted with the ones of the soldiers carrying an ominous>fattesn
uncertain which of the two paintings is the one mentionedlin Rt | | and Tit
correspondence, but the version of the Escorial had been translated into print by
Giulio Bonasone (active 15B374), an Emilian engraver that had worked after
paintings by Raphael, Michelangelo, Giulio Romano and>*Tisiad by Luca
Bertell?®’ the artist that had already engrave&diet Margafet Mary of Hungary

591 Titian; Agony in the gard&6263; 185x172 cm; oil on canvas; Monasterio de El Escorial; El
Escorial. Se&/ETHEY 196975, |, pp. 6&69;CHECA CREMADES1994, p. 255;AGLIAFERRO 2015, pp.
1-20.

592The ambassador informs the King that: «Los quadros que Ticiano ha hecho de Cristo en la
oracion y la Europa» had left Venice and esrdindo Genoa, SedANCINI 1998, p. 287.

593The painting was first mentioned in 1559, in a letterTitian to Philip 1. After that mention,
King Philip 1l often returned on the topic, urging Titian to finish and dispatch the painting. In the letter

of 1562, Titian finally informs his patnon writin
a fine | e due pitture chdio cominciai per | a Cat
|l daltra | a poesia di Eur o pgvanCcpidle9s, .1280. d a | Tor o, I e

594CHECA CREMADES 1994, p. 255;AGLIAFERRO 2015, p. 6.

595 Titian; Agony in the gard®3862; 176x136 cm; oil on canvas; Museo Nacional del Prado;
Madrid. Se®/ETHEY 196975, |, pp. 68CHECA CREMADES1994, p. 258ELLUNO 2007, pp. 37980;
TAGLIAFERRO 2015, pp. R0

596SeaVIASSARIL1983, |, p. 10ZHE ILLUSTRATED BARTSCH1978-, XXVIII, p. 248 WIVEL 2014,
pp. 318326.

597For the engraving tyuca Bertelli after Titigh560s),eeTHE |LLUSTRATEDBARTSCH1978,

XXIX, p. 262.
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This invention vas particularly appreciated, and recently another replica of the Escorial
version was found by Tagliaferro in a private collection in the Unitet*States
For hisAgony in the gardéian looked at different models such as Carpaccio and
Durer, for the vertical composition, but he also elaborated on the painting by
Correggio, dated around 1524, a-kwmellvn artwork that was praised by Vasari,
Lomazzo ad many other artist8

Coxcie seems to haveferredTi t i ands i nvention, as we
similarities in the organisation of the elements, but also for thefdémifooked
tree, t hat shares with the eVnatstetheands o
position and the function of the opening on the landscape.

It would be difficult to state if Coxcie had seen the original painting, considering
that both versions arrived in Spain between 1562 and 1574. Nonetheless, the Flemish
artist couldhave easily seen or owned one of the two printed versions. As we have
establishedb e f or e, Coxci e0s knowl edge and use
documented and rather common in his work.

In this triptych, usually discussed and analysed for its rasphesgroblem of
the Iconoclasm Michiel Coxcie associates the segihgl Owatm Italiarc rmodels,
merging Leonardo and Titian as they were part of thensiéimefunctional to

guarantee his compliance with an artistic language suited to thegdabsbur

Paintings that Philip Il purchased for Spain

That the King Philip 11 still wanted to use the services of Michiel Coxcie after he
left Flanders forever, it is proved by the negotiations he engaged to make him move
to Spain. In 1563, Jean de Vandenelsamberlain if the King, was organizing the
details of the moving not only of Michiel Coxcie, but also Anthonis Mor and the

architect Cornelis Floris (151475), brother of the famous painter from Antwerp

59%8The canvas was restored in 2011, and the analysis performed on that occasion showed the high
quality of the painting, which is in a better state than the one now at the Escarigi=RRO 2015,
pp. 120.

599The small painting was in Reggio Emilia, oiwn&dancesco Maria Signoretti, until 1584, when
it was sold to Pirro Visconti, in Milan. For the fortune of the paintirfgps®meoLo 2002, pp. 3B1.

147



Frans Flori§® In the end, the artists never radybut they continued to serve the
King of Spain.
Philip Il was already the owner of some paintings by Michiel Coxcie, inherited from
his aunt and his fatli&r he had commissioned the copy afteGhenaltarpietsy
Hugo and Jan van Eyck, and he ooetil acquiring his paintings in the following
years.

We have already examined the triptych withfehef the Virghmat he had bought
after the revolt, as van Mander recorded, and it is also worth to mention the paintings
of Saint Cecibad theDeso# from the Ct8skat he had instructed the Duke of Alba
to pay on his behalf in 158%However, the original artworks by Michiel Coxcie that
were purchased from Philip Il with the intention of decorating Spanish churches and
altars, are more relevémthis analysis.

A triptych of theAdoration of the Megs mentioned in the 1584 delivery to the
Monasterio de El Escorial, omitting the name of the p&itad&er that document,
there are no other references to the painting until the one by Fray Andrés Ximénez in
his 1764 description of the Escorial, also without naming th&°alistro Butler
asserts that the attributiofthis triptych taCoxcie might be traced back to Pdi&ré
Since the central panel is now lost, it is impossible to state if the attribution was made

in relation to a signature or j ust styl

600PEREZ DE TUDELA in LEUVEN 20132014 pp. 104105.

600The 1574 o0entregad dhamelyntee déicery afsrt object sponsbred Escor
by Philip 11, includes theéhrist carrying the amdsheMateDolorodaom Charles V, and thzavid and
Goliaththat belonged to Mary of Hungary.

602This could be the copy after thescent from thebyrédsgier van der Weyden that was in the
convent of Los Angeles in Madrid and that is now at the Prado MuseBERNBE® MARTINEZ,
1980682, I, pp. 104.07;FERNANDEZ SORIANO 2008, p. 192.

603 Philip 1l to the Duke of Alba, letter date 18 November 156gueMie Coixte, mi pintor,
guesta os dara, me embid los dias pasados un quadro del Descendimiento de la Cruz de Christo, nuestro
redemptor, y otro de Sancta Cecilia, tan ben acat
ellos dozientos y veindscudos de a la quarenta placas, por unaBesxwcK Y DE ALBA 1981, p.
168.

604Z ARCOCUEVAS193®, p. 53.

605XIMENEZ 1764, p. 156.

606 POLERO 1857, pp. 16405;0LLERO BUTLER 1975, pp. 18283.

148



considering the elevated number of pejatby Coxcie that were available at the
Escorial, and that could have provided a comparison.

The two wings that survived representAaoration of the shepheddsn
Annunciatigrgurge). On theversdhe first hagrisailéeof Saint John the Evangehst
the Vision of saint Eustacéhe predella, and the latter de@etmt Jamegh Saint
James Matamorothe predelld’

It is the I& wing, the one with thA&nnunciatipthat seems to béhe most
interesting in this context. The composition of this painting is unquestionably taken
f r o m TAnnunciatidhéat $ie had sent as a gift to Isabel of Portugal back in 1537
While the oginal painting is lost, and it was probably inaccessible to the artist because
it had been in Spain since the day of its delivery, the appearanésoiiticeation
was recorded in a contemporary print by Jacopo Caraglio, surely more(myadable
87).5%8

Coxcie adaplt he wi der Titiands composition t
he eliminatthe figure of the announciaggeland he gvethe identity of Gabriel
to another angel, the one at the-llefp To achieve this switch of charaetirs
upgrade, Coxcie povided him of a lily, typical attribute of the archangel, buiche d
not change the position of the hand, that apptarsielif compared to the finger
pointing at the heavens of Titiands char
painter moed all the angels in the glowing clouds from the side to the top of the
composition, where they carry bigger and heavier columns with the phrase
doavel/lgratial/lplenad in substitution to oOpl

The Flemish paint&eptotherelements of the composition, such as the steps in
the foreground, the basket with the sewing instruments, but he sets the scene in a
smaller room, painted with extreme attention to the architecture. The centrality of the
light in the Venetian painting,ristated in print with the expedient of the lumbering

rays emanated from the dove of the Holy

607Michiel CoxcieAnnunciati@md adoration of the shgpistrtisS54eft and right wing863x62,7
cm; oil on panel; Patrimonio Nacional, Real Monasterio de El Escorial; El EschEal/e$e2013
2014, p. 87.

608 Jacopo Caraglio after Titighmnunciatipre. 1537; 455x344 mmmgeaving; Metropolitan
Museum of Art; New YorkSeeWETHEY 196975, |, p. 71FRASCAROLGPELLEGRINI 2013, pp. 93
106.
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light is confined in the golden clouds instead of filling the space and showering the
figure of the Virgin. Insteadjstthe head of the announced Mary that is surrounded
by thin lines representing rays of light in a sort of traditional aureole, typical of the van
Eyckds generation.

In the wing with thé\doration of the shejhgias), the Flemish aspect is more
present. An extreme attention is paid to the still life elements of the composition,
starting from the broken column and the vegetation in the fordgtouhe hay in
the crib if Christ, and from the naturalistic animals to the dilapidated shack. However,
an evident quote from Agnolo Bronzino (15087 2) r ecal |-Rom&o xci e0d s
sources. As it was recognised by Ollero Blitlee group of angeflying over the
scene comes directly from thaoration of the shegia@ntisd by the Florentine artist
in 153940, and now in Budapésiureg).**°While Coxcie was already back to Flanders
when Bronzino delivered the panel, the composition must have been available from
1553, the year in which Giorgio Ghisi engraved it for the publisher Hieronymus
Cock®l n C oworkihesadgels are speculaoimpared to theriginalpainting,
and they follow the orientation of the print. Just the last angel of the group, at the
extreme left in the original, is missing due to the narrower space.

Alongside the Flemish setting and the Tuscan quote from avpriceen also
notice that the figure of Mary recalls the one in the aforementioned predella with the
same subject, on the verso oflifie of the Virgik figure that, as we discussed, derives
from Titiands print. TH®AWnnanciatieme dutshows i s no
that the models of Titian are recurring, even though they are not a\vesytetd.

It is unknown if Philip Il commissioned the triptych from Coxcie or he bought it
from its original location. The lack of documents and, dgpedithe central panel,

makes difficult to determine which was the original destination of this artwork. On the

609OLLERO BUTLER 1975, p. 183.

610 Agnolo BronzinoAdoration of the sheph&8%40; 65,7x47,1 cm; oil on panel; Szépmuvészeti
Muzeum; Budapest. IecCHESCHI1973, p. 8BROCK 2002, pp. 24244,

611|n 1550 Giorgio Ghisi went to Antwerp to collaborate with the publisher Hieronymus Cock,
and there he made five large engraviigs.one reproduces the painting of Bronzino almost in the
same size of the original paint@gprgio Ghisi after Agnolo Bronzinggoration of the sheph&&s
2 sheets for a total of 637x436 mm; engraving; Art Gallery of New South Wales; Sydweg. See
1985, p. 7BELLINI 1998, p. 111.
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one hand, there is no reason to think that this triptych, that matches the paradigms of
Coxcieds artworKks appr ec havda beegn doectly t he K
commissioned. The choice of saint James, the patron of Spain, for the verso of the
Annunciati@nd the reference to the columns, one of the Habsburg symbols, might
support the idea of this commission. On the other hand, the paintthasaueasily
travelled to Spain, sold after the outburst dEtiveoclasnin 1566 like many othét$
To support this thesis, the change of subject oretbaf theAdoration of the shepherds
discovered during the 2006 restoration. The saint JdBwathgelist was originally a
saint Julian the Hospitaller and the vision of saint Eustace represented, instead, the
scene of hunt in which a stag prophesised saint Julian that he would have killed his
parents. This change might have been wanted by RbilqgoVer a subject that was
not compatible with the doctrine of the Coufteformatior*?

I n t he s a’fthat bad registeeed thed arrive at the Escorial of the
Adoration of the Magican also find tieath of Atféla painting that remind$the
monumental Michelangelesque Hgggs that we have discussed in the decoration of
Binche(Figurg9). For this reason, Miguel Falomir datedCtbath of Abafter 1548,
considering it as anCoademsrfedMary ¢f dungai/t i ands

Looking at the corpse laying on the foreground, majestic in its classical and
statuary beauty, & difficult not to think about th&ityuqFigure7) and theSisyphus
(Figures), muscular male figures that were the absolute protagonists of their pictorial
spaces. Here, even though Cain and God appear as part of the narration, all of the
attention i s dr awn b yhebotyefthe Gavodriee brothen n o f

612According to Ana DiégudRodriguez, many paintings that were thought to have been destroyed
by the rioters were instead sold to SpairD &e&Ez-RODRIGUEZ 2019, pp. 136.

613 The hagiography of saint Julian ltospitaller belongs to theegenda Aurea Jacopo da
Varazze (1228298), a medieval text that was a popular source for the artists. However, iththe XVI
century, with the critical scrutiny by scholars and humanists and especially in the lightndéthe Cou
Reformation, this text was discredited and was not part of the Catholic doctrine SeyPERez
DE TUDELA in LEUVEN 20132014, pp. 106108.

614Z ARCOCUEVAS 193®, pp. 143144.

615Michiel Coxcieleath of Abglost 1539; 151x125 cm; oibamvas; Museo Nacional del Prado;
Madrid.

616MADRID 2014, p. 176.
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The interest for the art of Michelangelo clearly stated by quotes or adaptations of
its models, as discussed by Christopher Atkalso supports a date around the
decoration of Binche. The scholar argues that the fijuGod elaborates on
Mi ¢ h el E&reagian bfdhé sun and theign®@onthe body of Cain merges Adam
from theExpulsion form Edegure1) and the statue of tHgying slajmegure2), while
Abel derives from the risen Christ fromlthst Judgensard the renowned sculpture
of David*®lt is surely interesting this reading of the image as an elaboration of multiple
sources, all of them Michelangelesque, to show how: «in his individual quotations and
in the cumulative effect of the varied references assembled together, Coxcie created a
wholly new and original work of &And it definitely corresponds to our previous
and further analysi s, t &@Weibechte &ndthoughtfub n o f
appropriation and implementation of carefully selected visual »n3&terial
Nonethédess, it seems a somehow forced that Atkins connects all of the figures to
Mi chel angel ods sources, even when some
imagination, as in the case of Abel himself. To rotddavigtor Christ from théast
judgementb chage the position of arms and legs, to modify completely the
perspective, these are of course elaborations that Coxcie could haweentade
di scussed about his change of perspectiyv
Last suppebut this stugseems to overlook that there are other versions of this figure
that are not supporting the idea of the Michelangelesque model.

The composition of the Prado panel is very close to the design for the tapestry
with the same subject for the series witlsttirges of the First Papemthased in the
1550s by King Sigismund Il Augustus (482®2) of Polan® In this tapestry,

617 ATKINS 2017, pp. 13:122.

618 MichelangeloCreation of the sun and thel&idd®2; 280x570 cm; fresco; Sistine Chapel,
Vatican City. Michelangelxpulsion from EdEB0910; 280x570 cnfresco; Sistine Chapel; Vatican
City. Michelangel®ying slagv#513; 229 cm; marble; Musée du Louvre; Ricielangelol ast
judgemehb3641; 13,7x12 m; fresco; Sistine Chapel; VaticakliChiglangeld)avig 15014; 517 cm;
marbleGal | er i e del | 6FAranora eferemcea, s ENERO201d.n Cc e .

6I9ATKINS 2017, p. 116.

620 ATKINS 2017, p. 116.

621 King Sigismund | and his son Sigismund Il Augustus purchased hundreds of tapestries from
the Netherlandish manufactories betweens®@sland the 1550s. Many of these tapestries still survive
in the collection of Wawel Castle, in KarakowP@gezcKkA 2007.
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composition of the painting appears spe(rgam3).°? Two characters are added
the centre, and many elements are slightly changed, moved, rotated, but the general
layout remains. The body of Abel, in particular, is more diagonal, eaysitthe
position with one arm above the head and the other by his side, the legs slightly apart,
the face turned in the opposite direction to the raised arm. The same kind of changes
is evident in the body of Cain, whose torso is more rotated if cotoghesplainting,
and the position of the legs is more dynamic.

The figure of Abel from the tapestry can be also found in a drawing attributed to
Coxcie representing tBeazen serpeodv in a private collectidrigure 9?3 that is
related to the central panel of the triptych oftiheration of the brazen serweant
the Maagdenhuis Museum in Antwerp, dated (Ebbroe).5%* This painting and,
indirectly, the drawing, are analysed by Natasja Peeters in her study on the introduction
of raccouri the Southern NetherlarfdsThe scholar traces back all of these
foreshortened fi gur es niings, tapbseiesfara drangngso u n d
to a meditation and a-edaboration of the majestiaocoomhe other suggested
connections, such as fhigyusdy Michelangefd®o r T iTityiidar nhé sastle of
Binche®®” are reduced to areferentially complex shesis of already related
figuwteso

As we have already argued in the first chapter, the paintings produced by Titian
for the series of theéondemredthred the same models as the ones painted by Coxcie
or other artists related to the Habsburgs couttidmdspect, considering the attention
paid to classical models by the Renaissance painters and the fame of the Tuscan
Roman masters that were making good use of those prototypes, this concept of

622 Pjeter van Edigen van Aelst Il (weaver) atehiel CoxcieDeath of Abel. 1550unknown
measuresvool, silk andiltmetal wrapped thread; Wawel Royal Castle; Krakow.

623 Michiel CoxcieBrazen serpdl®4050; 386x273 mm; pen and brown ink and brown wash on
paper; private collection Antwerp. $B&KHEERE-SUYKERBUYK in LEUVEN 20132014, p. 27.

624 Michiel CoxccieAdoration of the brazen feepéyatl panel); 1554; 184x148,5; oil on panel:
Maagdenhuis Museum; Anwerp.lSemENZA 1993, p. 11FEETERS2012, pp. 281.

625PEETERS2012, pp. 281.

66Fo0r t he use Ttyus Mi Clo & lc & . BPASRENEDIOM, p. 335.€ e

627Sed AURENZA 1993, p 115.

628 Natasja Peeters quotes a sentence from Shearman that refers to Titian, Leonardo and
Michelangelo, arguing that this applies also to CaseARMAN 1995, p. 25BEETERS2012p. 40.
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osynthesis of already r edagerer sthtémgnt.r e s 6 1
However, if we devalue the importance of the mediators, of the intermediate steps, we
can end up ignoring contextual elements which can get lost in the generalization of a
concept.
Therefore, it is true that Coxcie reiterates thefusdoreshortened and naked
male body in his paintings and tapestries, but these abandoned corpses lack the
physical tension and the intense drama typical bhtdw®ormis main features of
exemplum daldisth the pose and the looseness of the limbs are similar when we
compare the dead body of Ab &attlebfcCadorb e f al
Thy present the same position of the arms, a comparable foreshortening of the body
and a strong siratility in the angle of the head, despite of its rotation in the opposite
direction.
The painting, a large canvas made to be hanged in Palazzo Ducale in Venice, was
finished around 1538, and it was destroyed by the fire that raged the palat in 1577
In his paper, Lionello Puppi reminds of the different visual records of this painting:
the autograph drawing at the Louvre, three other studies, the engraving by Giulio
FontangFigures), an anonymous print now at the Albertina and a painted copy at the
Uffizi.®** The print by Giulio Fontana that Bartsch said to bear the data #1569,
that was not to be found in any of the known editions, is the tiaidéerasual source,
and can be compa¥ed to Coxcieds figure.
Unli ke other prints after Titiands art,
does not seem to have had a wide circulation, and the date, even though it is just an
unfounded indicatiomight suggest that Coxcie had found his model for the figure
of Abel elsewhere. The resemblance, however, should raise some questions both on a
mistake in the date of the print and on a possible different transmission medium of
the design.
As we have sedne f or e, Coxcie knew and probabl

compositions, and the use of a single figure, the slight modifications in the shapes

629The Battle of Cadore was first commissioned to Titian in 1513, but it was delivered just in 1538,
as testified by a letter from Titian to Federico Gonzagau8eel890, p. 209.

630PyppI 2010, p. 193.

631Gijulio Fontana after TitiaBattle d€adores. 1569; 420x555 mm; engraving; British Museum;
London. SeBARTSCH180221, XVI, p. 214.
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whil e keeping the function of t medusi mage,
operandt is possild, of course, that both artists, the Venetian and the Flemish, had
drawn from the same source, likely a classieddliefsto elaborate this dramatic
foreshortened figure. However, their close resemblance seems to contradict that they
both elaborated ¢hLaocogpm standing statue characterised by pathos and dynamic
tension, to have, as result, a lifeless and foreshortened corpse.

To conclude this paragraph, anothecoufagyure that was related by Peeters to
a rework of theLaocoothrough Michelargl o0 6 s mus cul aSamtr e and
Sebastigfithat also rephrased the ancient statue, is in the tripfiicd pfartyrdom of
saint Sebastiarthe cathedral of Saint Rumbeiglre7).6*In the right wing, the saint
lays on his back, looking up at the executioner and stretching his arm as a gesture of
acceptance of his destiny. The resemblance witlonldemr®dTitian is so blatant
that the reference to the Averoldi Sebastiehto he Laocooappears of minor
relevance. In this case, we see almost a direct quityei@f t (eigur&)owith the
same face, angle of the bqahysical exaggeration in the depiction of the head sunk
between the shoulders, while the legs recall the position of the Abel from the tapestries
and the body from tHérazen serfdeigtres). Th e s ame r ef €ondemree t o T
can be found in the s@lledHosden triptyebures), whichwas painted by Coxcie in
1571%* The thief at the left of Christ is a clear quote oTiftyasThis suggests that
the Flemish painter had this figure inr@Eertoieend he wasnployingit when in
need for a sufferingnd contorted position, like thaocoowas used asxemplum
doloris

For his foreshortened figures Michiel Coxcie referred to multiple nitdels.
arti st KkTtwss hd knéwitheoddghe was ami | i ar wi t h Mi ch
emulation of the antique and with the masters of Renaissance Rdboxciarvas
able to copy, adapt or completely rework them according to his own style and

intentions. It would be misleading to assert that the artistdpedific interest in

632 Peeters refers to the saint Sebastian in iballedAveroldi Polyptiahpainting now in the
church of Santi Nazaro e Celso in BresciaV8eesy 196975, |, pp. 12-128.

633Michiel Coxcigvlartyrdom of saint Sebd&g&tunknown measuresil on panel; cathedral of
Saint Rumbold; Mechelen.

634 Michiel CoxcieHosden tripty@571; 198x498,8 cm; oil on paneMdeum; Leuven. See
LEUVEN 20132014, p. 192.
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Titiands art t hat was miitrseems gaposterqus hi s
connecting all of the foreshortened figures to Michelangelesque models, even by
forcing the similarities

Coxcie was directly involved in the decoratfoBinche, he had to paint a
provi sory s ub sTantaludiat coubdrfit infwithr the Test ofithe sedes.
His dialogue with the art of the Venetian was circumstardialoes not reveal a
preference. However, Coxcie introdykegt and reseds o me of Ti ti ands

his artistic vocabulary, as we will discuss in the next paragraph.

The series for the cathedral of Funchal

When in 1581 Philip 1l was also crowned King Philip | of Portugal, he started to
rule over the vast Portuguese pseas. Among these, the archipelago of Madeira,
off the coast of Africa. The capital of this region of Portugal, Funchal, preserves in its
cathedral two series of religious paintings that had been recently adaedpasthe
Coxcieg®

During a restotan of the altarpiece of Our Lord Jesus, in 1997, the signature
«Michael de Coxcyen/pictor Regius pinxit/MDLXXXI» was found on the panel
representing thelight into Egy@tther panels of the polyptych altarpiece appear to be
stylistically relatable the signed one, representinghtesting of Anne and Joachim at
the Golden GateAdoration of the Mawgl theCircumcision of Jesus

In the same church, but in the altar dedicated to saint Anthony, were located four
morepanels attributed to Michiel Coxétand among them there is @alling of saint
Matthew menti oned earlier regarding the r
This cycle is rather traditional in its treatment of the subjects and is not geing to
analysed in this context.

About the altarpiece of Our Lord Jesusgread#ts golden architectural frame is
dated 1677, and the three paintings in the upper part were also made in théhlate XVII
century, the series of four panels in the lower regpgtears to belder, andit was

painted by the Flemish Michiel Coxcie. Fernando Antonio Baptista Pereira suggest

635 The series of paintings that are stylistically attributable to Coxcie were recently studied by
MARTENSSANTA CLARA 2012, pp. 7113;SANTA CLARA 2018, pp. 10129.
636 SeesANTA CLARA 2018, pp. 12327.
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that these paintings were donated by Philip Il to emulate his grandfather Manuel | of
Portugal (1469521), who also made donations to theedaal of Funchl.
TheFlight to Egyiptthe most traditional in the composition and the most Flemish
of the four painting§rigur®@9).*® The group in the front, according to Santa Clara,
recalls the examples of German prints such as the one by Martin Schongauer and
Albrecht Diuref* In the landscape, extremely rich andilget, it is possible to
recognise that the painting is representing the apocryphal episode of the miracle of the
wheat field, an iconography that was more common in the previous géfferation
Beneath the previous panel we can find a squared painthrgy,fomnt of a
predella, with thédoration of the Mawir«€00.%** In this case, the shape and the
composition of the artwork can remindghisaiwith the same subject, on the verso
of the triptych with thé&ife of the Virgingurgd). The position of the Virgin is more
central and more frontal, while the Kings are surrounding her from both sides. At the
left side of the painting, saint Joseph is leaning on a lowsdtoii&e same figure
appears in the Adoration of the shepherdgrtkaillthat is also on the verso of the
same triptych and that, as previously analysed, derives directly from the print by
Giovanni Britto after Titian. Therefore, years after finighm@ltarpiece for the
church of Saints Michael and Gudula, Coxcie keeps reusing the same models, merging

and reorganizing them, extrapolating a particular figure and changing its context.

637PEREIRA 1997, pp. 2.

638Michiel CoxcieFlight into Egypb81; 180x90 cm; oil on panel; Sé Catedral de Funchal; Funchal.

639 SeeMARTENSSANTA CLARA 2012, pp. 885. The schotaefers tothe engraving by vt
Schongaudrom his series ofhe life of tdegin (147045 and toAlbrecht Dired s woodcut of t}
Flight into Egyf604).

640The medieval legend narrates that the Holy Family passed a newly sown field of wheat while
fleeing, and it miracul ously gr euiredtthe fafmarltol height
know when the travellers had passed, he truthfully replied that he saw them when the wheat was planted.
Convinced that they were too late to catch them, the soldiers turned back. This iconography was
particularly represented in Medidlitaninated books and it became popular ithX¥éntury Flemish
art.

641 Michiel CoxcieAdoration of the MagB1; 90x100 cm; oil on panel; Sé Catedral de Funchal,
Funchal.
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Another visual example of this process can be found in the ghedlleéting of
Anne and Joacfrigara01).5*? In front of the marble door evidentlyl | §Jmathin ¢ a
and Mary meet in a symmetric oppositiomodgh the door, a vast landscape that
fades on the horizon, as detailed as the on the backgrounBligithi@to Egypiut
the most interesting figure is the one of the angel, who is flying above the heads of the
main characters and who is pointinthatGolden Gate. This figure is the reversed
version of the archangel @manbnciat@ehoin n t he
turn was almost a copy after the invention of Titian translated into print by Jacopo
Caraglidrigures).

In the scene of th@ircumcisfifthat works as a predella for Meetinghe Child
is laying on a round table, surrounded by the priests of the(teyipte). A female
figure, probably the Virgin, hands a small wooden box where to put the holy prepuce.
The composition is simple, and it matches the features of the rest of the series:
architecturea | | § @& Ipatancedadisposition of the figures and references to the
Flemish tradition. In this case, the round table covered with a white cloth at the centre
of the composition is typical of the depiction of this subject in the artworks by Pieter
Coecle van Aelst“Furthermore, as in the other panels, we recognise a reversed quote
from an Italian model, the wkiiownPersian Silipyl Michelangelo that Coxcie had
used already in tiNativity of Many the triptych of théife of the Virgiawround 155

(Figure4).t*

642Michiel Coxcidyleeting of Anne and Joachim at the Gdl&8h; G8tx90r; oil on panel; Sé
Catedral de Funchal; Funchal

643 Michiel CoxcieCircumcision of ;J&884; 90x100 cm; oil on panel; Sé Catedral de Funchal;
Funchal

644 A series of triptychs attributed to the workshop of Pieter Coecke van Aelst and dated within
the first half of the X\Wth century are documented in the photo archive of the-Ré&tberlands
Institute for Art History.

645Santa Clara gives two different explanations for the presendeeositoe Syoil Michelangelo
in the painting. The Sibyl could have been used as a model for the Prophetess Anna, who was mentioned
in the Gospel of Luke as participating in the presentation of Jesus at the temple, or Coxcie could have
represented the Persian Sibysdiebecause she prophesied on the triumph of the VirgganSee
CLARA 2018, p. 122.
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The Crucifixion identified by Nicole Dacos

In her paper for the 1992 conference on Michael Coxcie, Nicole Dacos suggested
a series focomparisons between the art of the Flemish painter and the artists that
worked in Rome, especially Raphael, Sebastiano del Piombo, Francesco Salviati and
Baldassarre PeruZ?iThe scholar also proposed to give to Coxcie an unpublished
Crucifixionow ina private collection in Barcelona, that she said signed by the artist
(Figura0d 5

Dacos supports the attribution to Coxcie by relatin@nheifixioto artworks
painted by Bernard van Orley, the master of Coxcie, Pieter Coecke van Aelst and Pieter
de Kempeneer (1505%80), Romanist painters who also travelled to Italy. Moreover,
it is easy to compare this panel to other works by Coxcie, suchCasctfigiom
Valladolid and the one now at thevMseum in Leuven, for the figures of Christ and
the thieveswhereashe image of the suffering Mother reminds of her veosi@n
deathbean the triptych of thé&ife of the Virgmow at the Pradigure?).

Unfortunately, it was impossible to retrace the painting or to obtain-gumdite
picture of it, but we can definitely read, as Nicole Dacos did, some quotes from the art
of Titian. Fist of all, Mary Magdalen, who is kneeling in front of the cross, her arms
outstretched and the hair softly loose on her back, is modelldedvagtialene in
Ti t iNalimé tangehe famous painting for Mary of Hungary which appearance is
known through a copy made by Alonso Sanchez Gagtes). The female figure by
Coxcie is a mirror image of the one by Titian, and it differs also for a slight rotation of
the torso towards the cross and the position of the right arm. The clothing, especially
the large sleeves, the double layeted @kd the folding of the robe, are almost
identical. This is not the only time that Coxcie had used this model, also present in the
poorly preservedrucifixiodated 1579 now in the church of Saint Jam@bent

(Figur(104).648

646DAC0S1993, pp. 592.

647Michiel CoxcieCrucifixigri55456.; 132x107 cm; oil on panel; private collection; Bartelona.
the lowerright corner, Dacos reads: «MEIHD COXCIE FECIT». SeBAc0s1993, p. 81.

648 Michiel CoxcieCrucifixignl579;unknown measuresil on panel; church of Saint James;
Ghent SeddAc0s1993, p. 89.
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The second quote appears more difficult to explaiit,iandry peculiar. In the
background, but in a prominent position at the side of the cross, we find a knight on
his white horselhe light colour of the horse, linked to the sort of isolation of this
character from the surrounding crowd, draws the attention of the viewer. His spear
seems to point at the nail that i s pierci
Saviour o the cross. This character closely resembles the equestrian ponasieof
V at Muhlbefgigure), painted by Titian in 1548 and part of thiéection of Mary of
Hungary. The position of the man, and even some details from the armour, are very
much alike, anfibr these reasom¥acos suggesthat Coxcie must have sketched the
painting while it was in Bruss$éls

Now, it is surely curious thabx€ie had used one of the most 4etwn
portraits of his patron, the Emperor, as a model for a character in the background,
where usually we find Roman soldiers and knights with turbans, Jewish high priests
who came to witness the punishmenthe Messih. There is another painting in
which Coxcie include knight that might resemble the equestrian portrait of Charles
V, and this is the central panel of the triptych d¥idmgyrdom of saint Sebhastaim
Antwerp (Figure105.°°® However, in this case Coxcie rdusist the pose for the
armoured man, hegehim Eastern connotations, with a long beard and an orange
turban, and heollocatedhim in a secondary position, close to the frame.

Therefore, we can consider two options for the quote of Charles V in the
Crucifixiofirom Barcelona: or the court paintigdeely in the years in which the
Emperor was still alive, decided to use his portrait as a model for a minor character
standing in the background of a painting, or he purposely painted the effigy of Charles
V inside theCrucifixiorin the latter case,dlgesture of pointing at the sufferance of
Christ with the spear would be meaningdpmingan element that connedthe
Emperor to the supreme symbol of Christianity.

Titiands portrait of Charles V had been

theMiles Christiarassdescribed by Erasmus of Rotterddhme choice of the spear

649DAC0S1993, p. 81.

650 The artwork is signed and dated: « MICHEL D. COXSCYIN AETATIS SUAE 76 FECIT
1575»Michiel Coxcigylartyrdom of saint Sehd&vdn 265x235,5 cm; oil on pafetinklijk Museum
voor Schone Kunsten Antwerp@MSKA); Antwerp.

651PANOFSKY 1969, pp. 8B7.
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as its attributeinstead of a sword, a baton, or a scepgtomnects him to the tradition
of the Roman Emperors, of which Charles V was the heir and succedseisiatrt
could be also an allusion to Longinus, the Roman soldier that pierced the side of Jesus
with the OHoly Lanceb6, spilling some bl
blindness.

It is complicated to assert that this knight can actually be idedti@harles V,
present in the moment of the crucifixion as Longinus aNtiless Christianus- par
excellenétowever, this would not be the first time that the Emperor appears in a
religious painting. In thdoly Trinitpy Titian, him and all of his fdynivere present
in front of the Father, the Son and the Holy Ghost to be judged and go to heaven

If this is the correct interpretation of the figure, then it would be difficult to
imagine that the painting would have been commissioned by someone else than
Charles V himself. If so, can this Crucifixion be related to the one that Charles V had

brought to Yuste in his final meditation, now lost?

2.2 From court painter to court painter

For his entire life, Michiel Coxcie had been the painter of the Halastalittysir
court. He served not only the Emperor and the King, but he had a privileged
relationship with all of the Governors of the Low Counfras, Mary of Hungary
to Margaret of Parmalsato the Duke of Alba, who alsgonerated him from lodging
sodiers in his house in Mechelen during the rebé&fidrise very last panel that the
ninetytwo years old had painted is the triptych witlh.éigend of saint Gudulde
cathedral of Brussels, in which he portrays Philip Il, his King and(patraeo.>>®

The exterior wings of the triptych represent a procession heading to the church of
Saints Michael and Gudula. In the left wing, among the participants in the foreground,

we observe Philih, in a red robe with ermine fur and a golden chain, probably the

652Mechelen was one of the bastions of the revolt in the Low Countries, and the fact that Coxcie
was exempted from this civic duty is a sign of his special connection to ti8eeBERNANDEZ
SORIANO 2008, p. 19FEREZ DE TUDELA in LEUVEN 20132014, p. 111.

653Michiel Coxcid;egend of saint GuilGR2rentral94x227 cnwings294x89 cm; oil on panel,
cathedral of Saints Michael and Gudula; Brussel¥.PSe&ELE DESTRIHOU 2000, pp. 229;
JONCKHEERE 2012, pp. 176178.
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one of the Order of the Golden Fleece. The King is gazing outside of the painting,
and he seems younger than he would look in 1592, at the agefigé siKig
appearance surely derivem a statgortrait or a printed effigy of the monarch, and

his presence is quite atypical. As Jonckheere pointed out, in this triptych are brought
to focus two practices that were fundamental for the Catholic Church and condemned
by the Protestants, naly the veneration of relics through the processions and the
devotions of imagé¥ The actual presence of the King, even though he had been
absent from the Netherlands since 1559, reinforces the rightfulness of these practices
and underlines his role fretr restoration.

Therefore, until his death, Coxcie continued to be the visual interpreter of the
Habsburgs and the Counieformation, while putting his skills at the service of the
developmentand the continuationof their language of expression.

Even when he worked for others, Coxcie was usually associating himself to
patrons who were loyal to King Philip Il and his emissaries. In fact, the painter had
privileged connections with the members o$thettersgildiea armed guilds of the
cities ofBrussels, Antwerp and Meché@ehfter 1566, they were ensuring him a
number of commissions for altarpieces to replace the ones damaged or lost during the
Beeldenstgonobably because of his service to the court, which: «ensured the new altar
decoratias would meet the high standards of artistic expression and deter.8€rutiny»

For his entire care€pxcieused am | | addeom-tusuallythrougthe example
of works of Renaissance lItalian masters which had emulated amtsodisyinctive
elemets of his artistic identity at the service of the Habslaumdjse also integrated
T i t madelérsong the others. The Venetian artistiliag his same role esurt
painter for the same patroasdthey had collaborated, directly or indirectlihan
decoration of Binchét is very meaningful, in fact, thiair paintings were hanging
side by side. Coxcie confronted himselfthéld Ha b sTitiand g t kthatwasn e

experimenting on his same moddRaphael, Michelangelo, Giulio Romaaod

654These conceptsaarecurring in the central panel of the artwork, in which saint Gudula prays in
front of a statue of Christ. She shows her devotion and adoration to the image of the Saviour, depicting
the correct behaviour of a Catholic in front of the image of alsRTKHEERE 2012A, p. 178.

655 For the commissions that Coxcie had received froschhetersgilded the reasons of his
favoured relationship with them, $é@OLLETT 2012, pp. 8487.

656\WWOOLLETT 2012, p. 85.
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dealing with similar issues. Therefor€, inx cworkidgsprocess, the art of Titian
was speaking the same language as his fellows Italians, and together with them it could
be merged to create something new.

The selection made by Coxcie followstieemadae priofioy Charles V, Antoine
Perrenot de Granvelle and Mary of Hungary for the court of Brussels. Thedrtist use
figures and compositions mostly from paintings that he had the chancegerses in
or prints and drawings that reproduicegntionsof the same period or even an earlier
production, such as thssumption of the Vofjihe Frari or thélystic marriage of saint
Catherine

On the stylistic point of view, it wasntioned already that Coxcie did experiment
with the pictorial témique. He could put to use tertisef thefresabat he had
learntin Rome as well #s knowledge of painting on stone that allowed him to copy
or to produce a d Edcd HomaMater Dorosaisiskileaso f T t i
copyist of he works by the van Eycks and Rogier van der Weyden demonstrate a
profoundunderstanding of the traditional Flemish oil paintinghiarméfined style
and bright colours show his elaboration of Renaissance Roman exzonpies.
mastered a wide range Wtes and techniques and he skilfully employed them in the
most appropriate contexts, sometimes merging them together to achieve a specific
result, sometimes focusing on a particular@deCoxcie also experiment with a
Titianesque technique? If we fallgp the aforementioned discussion on the Tantalus
and the pairings between Titiands and Cc
di fferent opinions. Some scholars | i ke Me
works were aesthetically too distaehereas here it has been stated that, for different
reasons related to Titiand6s adaptation t
dialogue with the Venetian, their pairings would have likely fit togethikely that
Coxcie, among all ofdtother Netherlandish painters working in the same years in the
Low Countries, was the artist who had th
and he was also the one who had been entrusted with the most commissions to
ocompl et e 6 TiptychsaThifed Bokvanrdéndgogeot to supppose that
it was his talent in emulating the manner of Titian that determined his fortune as court

painter for the Habsburgf$This statement seems problematic on different levels.

657 SeeBOOGERT 1993, p. 137

163



First, Michiel Coxcie had started to work for Mary of Hungary around 1541, which

was before Titian started receivingsisteant commissions from the Habsburgs.
Secondly, his skills as copyist seemetiafe thelepiction of theCondemrexadd of

theEcce HormadDolorosas because his copy ®dposeian Rogi e
must have been finished before 1549 and sent to Leuven to replace the original,
because Vicente Alvarez recorded thattteeweas in Binche during the celebrations

for the Felicissimo Vidjeloreover, Coxcie was appoinbetween 1548 and 1549

designing the frescoes that decorégegalace of Binche, a commission that imply a

certain degree of trust and appreciat’@urely the Habsburgere fond of his wide

range of talents and ability to adapt different styles and techniques, and it would be

mi sl eading to |Iimit the interest of the j
Titiands man n eointed okt bywenckbeere that the coua gainter had

i ndeed exper i me nsoneedfhiswork$’A majopenainplefthis y | e i n
approachs theDeath of Abefl the PraddFigurg9). Not only the chromatic choices

oriented to earthly tonebut also the passages in which the particularigiluted,

and thesmoothly blurredendering of the human muscitesemi# theSisyphfi®m

the series of theondemn(edures). In other cases, it is more difficult to judyé it

would be productive, for future easch, to gather some more material and perform
technical analysis on Coxcieds heterogen:
It is evident that some paintings show some degrees of experimentation with the style

of Titian, as we might expect from an artist who demonstratedHrigal skills of

imitation on many occasions, and who had the means and the opportunity of closely
study the art of the Venetian.

Drawing some conclusions, Michiel Coxcie continued to use a limited number of
Titiands model s a nldareeroboiphdid nevei update thé o r hi
knowledge of his works. The Flemish perpetuated the image of Titian of the 1530s
and 1540s, the one that was appropriate to his &thimal formationand he just
rarely implemented some inventions from latespvifg might argue that the interest

658 SeeSUYKERBUYK 20132014, pp. 1Q1.

659 SeeBOOGERT 1993, pp. 12133.

660This idea has not been developed in the catalogue of the exhibition orl@oxeie2013
2014), but professor Jonckhesteared with me many interesting insights on this theme.
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that Coxcie had showed towards the art of Titian was strictly functional and contextual.
Functional for the selections of prints and drawings that were suitable for his artistic
needs, such as the use of the compositianvoodcut for grisaillpaintingor for

the reuse of motive from artworks that were available t&bimextualbecausé

was required from his patrons and the specific commissions, and because those models
were expressing the language oHgidesburgs as much as he.viasl for Coxcie,

the court painter to the core, who continued to address his art to this family and to the
ones loyal to them, Titian was just one among many visual references that allowed him
to maintain his privileged relasbips and histatusCoxcie and Titian were peers for

what concerns the Habsburg court, and the Flemish painter did not need to appeal to
the authority of the Venetian as Apelles, the interpreter of the preferences and the
language of the Imperial fam@yn t hi s respect, the statem
werereferred to because of his connection to the Habshustsita®es not apply

because Coxcie had arole of hisownenv el opi ng t he same | angu
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3. Anthonis Mor: the standardization of court portraiture andts
relevance in the Southern Netherlands

As we have said, Titian perfectioned a type of portraitvétsahextricably
connected to the image of Charles V and, therefore, this became nahwadyg anh
artisticpreferencebut also an expression of political values and dynastic ambitions.
However, as suggested by different scholars and cogently outliedabiteghe di

Tiziano
¢Non pertanto, | dof f i cmamtieo dal fitrattdi zi ano a
europeo: ~ semmai l a ricetta propagata de

assumersi quel ruolo, sulla falsariga di una formula che combina efficacemente
elementi naturalistici, minuziosamente osservati, di ascendereraapaa con

soluzioni tipologiche italiane, tizianesée»

It was Anthonis Mor, pupil of Jan van Scorel then taken under the wing of the
omnipresent Antoine Perrenot de Grany®léshop of Arras, artist who significantly
contributed to the popularization of Tit
surprise that, in the artistic literature, the name of Anthonis Mor van Dashorst is
inextricably related to two elements:rpttre, and Titian. As underlined by Diane
Bodart in a seminal essay for understatimg récsption ofTitian- and not only
his art, as we will discuss latdris role as court portraitist of the Habsburg would

have led him to an unavoidable comsparn wi t h t he S mperor s Ap

3.1 SeHportraits and selfrepresentation at El Pardo Palace

The two painters often port  Taatglsdl t he sa
MateDolorosatheir artworks were hanging next to each other in thesgacee It is
crucial to mention the case of El Pardo palace, a hunting lodge not far from Madrid,

where Philip Il created his gallery of portraits. Unfortunately, the palace was destroyed

661Se€el AGLIAFERRO ET AL 2009 p. 340.
662\WooDALL 2007, pp. 13539;
663SeeBODART 2013, pp. 13162.
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in a fire in 1604, but in this gallery Titian and Anthonis Mor tiverabsolute
protagonists, together with Mords pupil,
reconstruction based on the contemporary sourceldbtbalela Montepablished
by the Spanish humanist Gonzalo Argote de Molina15968in 1582ists fifteen
portraits by Mor, eleven by Titf&hnine by Coello, two by the Flemish Lucas de
Heere (1534584), one by the Italian Sofonisba Anguissolal628)and six by an
unnamed German painf&r

That Titian and Mor had a preeminent positidhe hierarchy of court painters
IS proven by the presence in the gallery, alongside the Habsburgs family members, of
the seHportraits of the two artists. As correctly observed by Joanna Woodall, the two
selfportraits were facing one another, Titiaihetend of the wall including images
related to Austria, Germany, and northern Italy; dviothe side of the gallery
connected with Portugal, England, Spain, and the Neth&fi@mdste de Molina
himself, in mentioning the spbirtraits of the artistsinderlines their nationalities,
namelyenice and Utrecht. Their presence in those specific positions might have had
a symbolic meaning, as they were representing Italian and Netherlandish art, and Philip
|l 1 ds dominion ver these traditions

Intheview f t his gallery as a sort of omirr
illustrious men aimed to celebrateattistictaste of their patron and the fact that they
did put their genius at Philip I18ds servi
Apelles, the King of Spain favoured Mor as his portraitist. Their presence in such
honorary space, close to the extended family of the King, also suggests a sense of
continuity of artistic patronage in which the Flemish painter had an important role.

664Checa argues that in the gallery were hanging eighteen paintings b HitiasaCREMADES
1992, p. 143.

665The most relevant reconstructions of the portrait gallery and the El Pardo palace, that provide
also documents and transcriptions,VEo@DALL 1989, |, pp. 27826; KUSCHE1994, pp. 128;

KUSCHE199B, pp. 261292, KUSCHE1992, pp. -B6;CHECA CREMADES1992, pp. 14244.

666\WOODALL 1995, pp. 734.

667 Joanna Woodall argues that Titian represents just the Venetian visual tradition. However,
considering that Philip I186ds reign and political
concept would be too narrow. Even though Philip Il manife d a pref erence for Tif
not particular evidence that he would consider it as representative of Venetidl@obgeel 995,

p. 74.
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Apartfromtheir possible symbolic function, it is interesting to stress how different
these two portraits must have looked like.

The Venetian represented himself while holding a portrait of Philip 1l. The
painting, lost in the fire, was likely sent in 1552casded by a letter sent to the
Prince by Francisco de Varjashe two other known seibrtraits of Titian, the
earliest one dated 1546now in Berti, and the later one dated around 1562, now at
the Prado, show a rough and sketchy style, and atidismas quality of the
brushstrokes.

The first one, partially unfinishgdurao7), was considered by Falonricardof
the original that was sold to the Italian historian and biographer Paolo Giovio (1483
1552f%° The pictorial style, with visible brushstrokes ané #tains of light,
generated some disagreements about the date, which might be postponedintil 1562

The second seffortraif™ represents the artist in profile, wearing serious black
clothes, a black hat and the golden chain that identifies him as a Knight of the Golden
Spur(Figura0d.*’The decision to portray himself in profile was unusual on many levels.
First of all, we do not know many examples of profile portraitsXivitiecentury.
Secondly, it was even mancommon for an artist to paint this kind of-peltrat,
for the simple reason that it was unpradtidabk at himself in profile while painting.
However, Titian was acquainted with the profile portraiture of numismatic and medals
because he had been alrganlirayedn these media by Leone Leoni in 1&8Y by
the sculptor Pastorino dei Pastorini (AB88R) in 15483

668 SeeWETHEY 196975, I, p. 205MANCINI 1998, pp. 201316.

669 Titian; Selportrajt15467; 96x75 m; oil on canvas; Staatliche Museen; BerlinvSee&yY
196975, I, pp. 14344;HUMFREY 2007, p. 315/ENICE-VIENNA 20072008, pp. 17374.

670Some scholars argued that this could be the portrait mentioned by Vasari, the one that he saw
in the house of Tian. Se®eDROCC02001, p. 272.

671 Titian; Selportrajt1562; 86x65 cm; oil on canvas; Museo Nacional del Prado; Madrid. See
WETHEY 196975, Il, p. 144HUMFREY 2007, p. 316/ENICE 2008, pp. 17678;ROSAND 200%, pp.
6571;NICHOLS 2013\, pp.219238;W00DS-MARSDENin VENICE 2014, pp. 8817.

672The Italian humanist Baldassarre Castiglione 15298, in his welkilnown bookl Cortegiano
(1528), suggests black as the perfect colour for a nobleman to wear. Titian followed this suggestion, and
added the symbol of the appreciation of the Emperor Charles FaLl®2eR in VENICE 2008, pp.

176178.
673VVENICE-VIENNA 20072008 p. 176.
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Joanna Woodall mentioned a medal, attributed to Agostino Ardenti (active 1550
1570), the composition of which might resemble the one of the painting that Titian
had sent to the King of SpdFigura09.6’*In this medal, the artist is represented in
profile, as in the Prado painting, and he is holding a portrait. The small painting,
decorated by a rich frame, depicts a man also in profile, identified by the inscription as
his son Orazié/®Joanna Wooedslarslen contests this hypothesis, because a painting
in which the image of the King was so much smaller and less important than the one
of the painter would have challengel concept oflecorufifi Although this is an
understandable point, we have to rememhiae¢rTitian was the subject of the-self
portrait. Then, the image of the King should have served as a statement that the artist
had put his genius at service of Philip Il, and not asstaseling portrait.

It is difficult to ascertain whether this medas somehow related to the
aforementioned portrait, but the concept must have been similar: the artist was not
caught in the act of painting, but he was perpetually relating himself to his patron.

With regard to the style, the gmftrait for El Pardanight have been comparable
to thePhilip 1l in an armaumMadrid(Figura4), instead of to the one had he used for
his Prado selfortrait, dated teyears later. That said, we can confidently assert that
the selimage of Titian would have appeared looked distinct from the one of Mor.

The FI e mi sportraitiras been ushialy censidlefecetemle the one
now at the Uffiz{rigure 136" In the painting, he is dressed as a gentleman, with a satin
doublet decorated by velvet insets and lined with fur. The artist is sitting in front of
his easel, he holds the tools of his work, brushes, colours, and palette, and he turns
towards the viewewith his right hand nonchalantly resting on his thigh. He looks
directly outside of the painting, the face and the torso irgthader. This attitude

674 Agostino ArdentiTitian holding a portaitl563; 10,3 cm; medal in lead; Bowdoin College
Museum of Art; Brunswick. S&®ODALL 1989, p. 282/00DS-MARSDENin VENICE 2014, pp. 87
117.

675 «TITITANI PICTORIS EXIMI*EFFIGIESI*A e HORATIVS FIL», as transcribed by
WOODS-MARSDENIN VENICE 2014, p. 90.

676\ WOODS-MARSDEN N VENICE 2014, p. 91.

677 Anthonis Mor;Selportrajt1558; 113x87 cm; oil on panel; Gallerie degli Uffizi; Florence.
WOODALL 2007, pp. 21, 2729, 3636;STIGHELEN 2008, pp. ~34;BRUSSEL22015, pp. 15253.
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appears to be opposite to the one of Titian who, in both the knoyorsslits, is
not looking at th viewer.

At the height of Mords eyes, a sheet of
clearly read the Greek verses that the humanist Dominicus Lampsonius had dedicated

to the artist:

«By Jove, of whom is this painting? Of the best among paihi@rabdie Apelles

and Zeuxis, And all the other ancient and moderns, Has obtained mastery by means

of his art. Yes, he has made this portrait of himself. He painted it with his own skilled

hand. He studied himself on a metal, In front of the mirror. Git,amhexcellent

artist! The counterfeit Mor whtch now you

Mor chose to link his image of artist to the erudite words of Lampsonius.-The self
portrait showed his technical abilities, but his social role was describenyrhisstly
courtier attitude and the Greek poem. The comparison to Apelles, the greatest painter
of the classical tradition and thechetypefor court portraitist, was specifically
expressing the reason why hispetirait belonged to El Pardo gallery aftyaits.

He was, like Titian, a genius at service of the King, a man of his cougictord a
doctus

It is problemati¢co compare two lost paintings, even though #rengossible
copies or variations of them. WAvatmightasserntvith a certain degree of confidence
is that both of therseems to hastressedwith the clothing and the accessories, or
by resorting to literary referenegbat they were more than artistdhey were
educated gentlemen, courtiers, trustful membey f t éneourdgé n g 6 s

Their correlations, epitomized by them sharing the same space and position at the
El Pardo palace through their eloguent portraits, appear clear in recent literature. As
for contemporary sources, the connections between ttseaaetiess clear, and often

implicit. However, the parallels between Mor and Titian are often used specifically to

678 Transcribed and translatedidgoDALL 190, p. 83.

679The process of emancipation of the artists from the role of artisans to acknowledged members
of the intellectual elite, and the parallel development of art treatises supporting these social claims, had
a different path in Italy and in the Netherlands. For a comparisbnjmezak 1987, pp. 1:45; for
a more general discussion,ByeeER 1999 passim
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state the role of the Flemish artist as a portraitist privileged by the King of Spain and

the court of Brusselboth by contemporary sows@nd secondary literature.

3.2 Van Mander, Lampsonius, Vasari and Granvelle: around Mor and Titian

Karelvan Mander, in the biography of the artist published f&chiklerboek
underlines that he had made portraits of many nobles, and he had {pead foell
them®®However, the only mention of a possible relationship with the art of Titian is
a reference to a copy of anat¢hat he had allegedly made for King Philip II, a copy
owhi ch he pai nt*Wwe have modlaeriffthis lcdpyetyesisteld 6
and, if so, how did it look liR The painting is just listed by van Mander among the
very few works that were not portraits, together wRRlesaurrectioow at Condé
Museurff?and aCircumcision of Clarighe church of Our Lady in Antwefp

The Brugeois humanist Dominicus Lampsonius-{I5882), contemporary of the
artist and admirer of Titian, also wrote about Anthonis Mor. The intellectual and the
artist did likely meet in England, where Lampsetayed from 1554 to 1558 in the
entourage of cardinal Reginald Pole (1588f%°and where Mor was sent to portray
Mary Tudor in occasion of the marital negotiations with Philip Il, between 1554 and
1555 L ampsoni us showed hi raitaipGraeleand Latini on f o

epigrams that celebrated the-getfrait of the artis, the effigy of the musician Jean

680MANDER (1604)199499, |, pp. 18185.

681 MANDER (1604199499, |, p. 185.

682|n the recent exhibitin o n pbes{eandom ZD20) a Netherlandish copy olihea&vas
presented and discussed. This painting is supposed to have been made in the Netherlands, probably a
copy of a copy, and it might have been made aftr the one by AnthohisNdan 2020, p. 212.

683SeeNOODALL 2007, pp. 29306.

684\Van Mander writes that Mor died while painting this work antthithabuld have been very
important, if finishedVANDER (1604)199499,1, p. 185.

685 For the life and the writings of Dominicus Lampson@esSsoLLA-VoLPI 2001, pp. 27
passim

6860n this portrait and the context of its commission and depictidipseEaLL 2007, pp. 261
293.
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Lecocq, signed and dated 1559, and the portrait of the same Lampsonius?how lost
He also composed the Latin inscription thataccompdmiedd s pr i nt ed port
Pictorum aliquot celebrium &hrfedaiis effiffies
While the text exalts mostly the success that Mor enjoyed during his career, enhancing
the preference accorded to the artist by the Emperor and his sf@thesstrhing
made by Simon Frisi(rgure 1Jwas interpreted by Diane Bodart as a direct reference
to the gersonda nodf FThiet idan

In fact, Mor is represented on the background of Utrecht, his hometown, while
portraying Charles V, as if he fea&® to face with the model. However, we have no
trace that such painting had been made. Instead, the panel on which Mor is working
in the print, resembles the one of Charles V with an armour that Titian painted in 1548,
now lost but known through copf&sWhile illustrating the artist from Utrecht as he
was painting the famous Titiands portrai
was creating a parallel bet ween the two
Titf?anéo

Lampsoniusvas also in ceact with Giorgio Vasari and was mentioned as his
informant in the redaction of tMie. It was the same Lampsonius who wrote to him
about Flemish artists, including Mor. He praised Anthonis Mor as portraitist, especially
for his ability to paint his selots so naturally that they could challenge nature and
fool the eye¥*Thesecomment®nt he onat ur al appearanced o
the illusionistic quality of the paintin

portraiture by the contempuy Italian treatisf$buthey were also the maipadior

687 Lampsonius also praised the aforementiBesdrrection of Gimibta lostast judgemedtar
the transcriptions, SB&RAYE 198, pp. 175183.

688 The book was printed in two editions. The first, containing just twenportraits, was
published in 1572 in Antwerp by Volcxken Dierckx, the widow of Hieronymus Cock, while the second
edition, mblished by Henrick Hondius in The Hague in 1610, consists-efgiittyortraits. The effigy
of Anthonis Mor is included in the second edition\\&®#DALL -PORRAS2015.

689See «https://sites.courtauld.ac.uk/netherlardiision/artist/79anthonismor/».

690Simon FrisiusAnthonis Moc. 1610; 210x122 mm; etching; British Museum; London.

691WETHEY 196975, Il, pp. 193.94;BODART 2011, pp. 21218.

692 As argued bBODART 2013, pp. 13235.

693VASARI1568, I, p. 859.

694SedFLETCHERIN NAPLES2006, pp. 389
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acclaiming artists who achieved remarkable results in portitzgietore thegre
not evidential of a reference to Titlaampsonius would directly compare Mdhéo
Venetian mastgust n a letter sent to Giulio Clovio in 1570. Here, writing about his
own portrait by the hand of Mor, he celebrates the art of the Flemish painter as equal
to Titian®%®

But it was Antoine Perrenot de Granvelle, patron of Mor and responsible of
introducing hinto the Habsburg#he onewho first compared hpotége Titian. In
fact, in 154%1, he wote to don Martin de Gurrea y Aragon (12381), duke of
Villahermosa, that Mor was the best in painting portraits, after Titian or, as he argues
afterwards, nyde even better than Titi&h

If we assume that Granvelle was trying to promote Mor as court painter for
Charles V and his son, this exaltation of his talent and the comparison to Titian, who
was the official portraitist of the Emperor, seem highly gitrateranvelle, as
discussed in the first chapter, played an important role as artistic advisor for the
Habsburgs, introducing and supporting artists to the imperial family.

In his artistic promotion of Mor, he succeeded in his endédvwoNovember
158, the artist could call himsé&Bit painte

it was when Philip commissioned Mor to come to London, in November 1554, to

695«Questo ho messo sopra un mio ogni modo eccellentissimo ritratto, del quale il detto Moro mi
ha voluto far favore, ella quale opera in gquesto
di Tiziano, il quale & estiméajuesta parte come un Dio, et meritatamente, io non vidi mai meglio»,
in SCIOoLLA-VoLPI 2001, p. 133.

696 Mor was described as: «El major que jo haya visto para retratos después del Tiziano» and
«porque con un pintor que aqui he hallado los mandariasagan€jor que del Tyciano>BamART
2013, p. 135.

697Mary of Hungary, sister of Charles V@oternorof the Low Countries, had already used the
services of Mor, when she sent the artist in Spain and Portugal to portray her family members in 1550
1553 Four portraits by Mor, portraying the Portuguese branch of the family, are listed in 1558, nhamely
King John Il of Portugal, his wife Catherine of Austria, their son don Jodo Manuel, Prince of Portugal
and Maria of Portugal, Duchess of Viseu and daudtiéramor of Austria. SE@/DELA 2016, pp.

424426.
698\WWoODALL 1990, p. 71.
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paint his wife Queen Mary Tud8that he started his successful career. This painting
is an abolute masterpiece in the genre of portrditigtiee12. The precise and detailed
brushwork could compete with that of Hans Holéirhe German artist was the
portraitist of the monarchs of England from 1532 to his death, in 1543, anddss art w
very influential for the development of the English portragaree have discussed
in the first chaptéef?

After this commission, Mdrecameofficially the painter of King Philip I, as
documented by a royal order dated 20 Decembet’d=ahis service, Mor received
an annual salary of 300 scudi plus the payment for the works that Philip II

commissioned him to paffitFrom that moment onward, the artist was part of the

Kingds househol d. D uhrieflynragcontpanedisfpatron t@ wi n g
Spain, between 1559 and 1560, and then moved back to the Netherlands, where he

worked first for th&overnorMargaret of Parma, and then for the Duke of Alva. He
never went to Spain again, butrtphirger was
in 1573

As discussagreviouslyMor was indebted to Titian for the model of theadled
court portratr state porttag model he would further develop and contribute to

standardize in Europe. Writers and patrons of the time recogoiseédM ac hi ev e me

in the genre of portrait, praising and promoting Hiowever, the comparisaa

Titian remains problematic. Sometimés gonsidereanplicit, such as speaking of
portraits meant necessarily to refer to Titian as a milestone far¢ghélgeertheless,

his portraiture had specific characteristics that differentiate it from the Venetian. In
t he end, version efmrgaituveomhidhdoecame trendsetting in the second
half of theXVIth century, and natpecificallyf i t | esem theugkhe Venetianms
generallyhe only oneredited for it.

699 Anthonis Mor;Mary Tudor, Queen of Endl/abdi; 109x84 cm; oil on panel; Museo Nacional
del Prado; Madrid.

700As argued biALOMIR in MADRID-LONDON 20082009, pp. 5620.

701 Sed~OISTER 2004 passirand esp. pp. 265370;LONDON 20062007 passirand esp. pp. 113
124.

702SedNoODALL 2007, p. 261.

't is usually overlooked that Anthonis Morés

who started with 100 and was raised tar20848.
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3.3 Dependence and independence: how to generaliséoamula

The public image of Charles V, developed through a series of portraits realised by
Titian between the 1530s and1tt40s, became a benchmark for the European rulers.
As previously introduced, the Venetian painter elaborated-teediillmodel first
introduced in German portraityfésynthetising its austerity and naturalism with
dignity and a new sensaletoruihe vibrant brushstrokes were at service both of a
lively appearance and a dissimulatiba Latin concept adissimulatigscribed by
Pliny and Quintilianus®of t he Emperor 6s ghades¥ indi ng |
armour with a bateas essentiabrf this process. Checa underlines how this
representation referred both to the Germanic iconography of the Holy Roman Empire
and to the classicism of ancient Roman Emp&tors

The fullength effigy of Charles V in an armour and the equestrian podrait aft
the battle of Muhlberg became, for reasons derived from the importance of the sitter
and its expression ofagnificerdiaddignitas milestone in the elaboration not only
of thestate portrdiut also of the court portraiture in Eurdpe

In his essay on court portraiture, Miguel Falomir follows the development of this
typology during the Renaissance, and he underlines its progressive homogenisation in
the second half of the XWil century® For explaining this phenomenon, Falomir
starts from thedieas expressed by Federico Z&ittara e controriféfthathisbook,
the scholar coined the concept of oti mel

the painter repressed his own artistic personality and placed all the emphasis on

MThe famous portrait by the Austrian painter
Charles V withdogt the Prado, belongs to the tradition of Lucas Cranach and Hans Holbein, painters
of the German rulers. SEaMPBELL L. 1990, p. 236.

705To adapt the real appearance to the dignity and majesty of the subject, especially in the case of
Governos andrulers

%The Empire of Charles V |l eaned its iconograph
for Maximilian I, justified by an Erasmian philosophy of poweCH8ea CREMADES2017, p. 41.

707CAMPBELL L. 1990, pp. 23246;FALOMIR in MADRID 19981999, pp. 20327;FLETCHERIN
NAPLES2006, pp. 360; TAGLIAFERROET AL. 2009, pp. 33387,passim

708 FALOMIR in LONDON 20082009, pp. 689.

709ZERI 1998.
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technicahspects$° Focused on recording the appearance of the sitter in the detalil,
and on building an image of aulic detachment in which the attributes of the social
status have a fundamental role, this widespread and international style of portraiture
takes & cue from the work of Anthonis Mér

As synthetised by Zeri and elaboratdckibotteghe di Tiziavamy artists who
referred taVior successfully exported the model throughout Europe: Sanchez Coello,
Rolan de Moys (c. 152893), Juan Pantoja de lazC{16531608) in Spain and
Portugal; Martino Rota (c. 18P8B3) and Arcimboldo (152393) at the court of
Vienna Hans von Aachen (15%815) and Joseph Heintz the Elder (IB®9) in
Prague; Scipione Pulzone (15441/828) in Rome; Christogimberger (1505562)
in the Holy Roman Empire; and the Flemish Willem Key (c-1568% Frans
Pourbus the Younger (156822) in the Low Countries and in lt&ly
But, as correctly criticized by Falomir, Zeri does not stresdetbé the work of
Titian in this process. The scholar acknowledggsahis N 0 exporti ngo a
model of Italian portraiture, but not in its elabordtituikewise, Zeri also overlooked
the fundamental contribution of the Habsburgs in the diffusion and success of this
oOienrtn at i o rof&litgdortraitorel e |
The authority of the Habsburgs in influencing and addressing the visual culture on
such a vast scale, is still to be fully studied and undéfsttmdever, that must be
the starting point to explain the immenseiome of Mor 6 s standar di
formulanamely the fulength orthreequarter length portrait with a neutral
background, the focus of which was the lifelikeness of the subjectratdrtdiezza
of the pose.

In fact, as rulers of a vast paft Europe, the dynasty imposed atsistic
preferenceacross the regions, from the itinerant court of Charlethg $pain and

Portugal of Philip Il, from the Holy Roman court\@énnaunder the reign of

710FALOMIR in LONDON 20082009, p. 76.

711ZERI 1998, pp. 125.

712TAGLIAFERRO ET AL 2009, pp. 35-340.

713ZERI 1998, p. 1£ALOMIR in LONDON 20082009, pp. 7G8.

714 A recent andttentive analysis of the phenomenon can be fodnklEma 2021, pp. 6426.

177



Ferdinand | and Maximilian I, to the Pragudrofiolf I..”*>* Not to mention the
members of the Habsburg households and their allies, often expressing their loyalty
through the practice of imitation.

This attitude towards the Princes is well exemplified by the artistic requests of
Cardinal Antoine Pemet de Granvelle. We have already mentioned that Granvelle,
in 1548, commissioned fraftiananEcce Horlike the one that he had painted for
Charles V, and that, the following year, he #is&eattisto paint for him a copy of
the portrait of Philiplithatthe Venetian had made in Milan, not inferior in quality to
the one that he was already painting for Mary of Huragahe had specified in a
letter’*®

If the emulation of the artisficeferencesf the Prince was an important aspect
of the courtesn culture, the systematic copy and trade of portraits of the Sovereign
and his family was functional to the exercise of power. The political use of portraiture
in the XVIh century is a vast topi¢In many circumstances, effigies of Princes and
Princesses were made for a specific funcliks the exchange of portraits when a
marriage between princes was negotiaieglayed a political role. Portraits were
displayed at ceremonies and processwere designed for propaganda purposes,
accumulated in dynastic galleries such as the one of Margaret of Austria, Mary of
Hungary and Catherine of Austria, Queen of Portugat{238Y, and they were even
used in substitution of the physical presenite Gitter.

It does not surprise that one of the most important tasks carried out by court
artists- not only painters, but also sculptors, goldsmiths, illuminatassto copy,
again and again, the effigies of the Prince. The importance of copezslingspnd

standardizing the model of court portraiture across Europe, must not be overlooked.

715 For a discussion on the artistidiewf the Habsburgs, see the reddaiNCINI -PASCUAL
CHENEL 2019;MINGUEZ CORNELLESRODRIGUEZ MOYA 2020; the different courts and households
of the Habsburgs are preserdadanalysed iERMEIR-RAEYMAEKERS-HORTAL MURNOZ 2014.

716] etter from Granvelle to Titia«Ho ancor gran contento che habbiate dato principio al mio
Principe di Spagna, e vi prego farmi tanto piacere che venghi vivo, 0 manco non sii superato da quello
del | a r e gNAarRca 1P98 Jpe 191R.e e

717 For a general introduction, séevPBELL L. 1990, pp. 19325;WOODALL 1997,passim
BODART 2011, pp. 82; to focus on the portraiture at the court of Philip lIFFse@mir in MADRID
19981999, pp. 20327.
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3.3.1 The portraits of Philip Il in comparison

To fully understand the conceptfofmulawe should compare the solutions
implemented by the artists to portsamilar subjects in analogous circumstances,
starting from the portraits of Philip II.

Woodall compare@hilip Il in black and whitereequarter portrait of the Prince
painted by MofFiguras), and the weknownPhilip 1l with an armloyiT itian(Figura4),
that we have discussed in trevipus chaptét®
Both portraits were painted in the same period, the yearsefitiesimo viAfethe
time, Charles V was pulling strings to place his son in the line of succession for the
imperial throneln this context Phi | i pd s odrayed by iTivan, the o be |
Emperords Apell es, was also related to
associate his image to the one of his father, to ensure the legitimacy of his succession
as sovereign of the whole Habsburg territBfies

In relation to these claims, Prince Philip, born and educated in Spain, had to
present himself as the rightful heir of the Netherlands through a process of
OBur gundi®Amsi zWotoidoannd argues, while Titian
the chivalricmores f t he Burgundian <court, Mor 6s |
continuity with the visual traditions established by Jan vaft'Bytkve will come
back to that later.

The meetings between Titian and Prince Philip resulted in at least two type of
portraits the fullength figure with an armour, and the topesrter depiction of the
Prince(Figura13. The canvahat seems to be the mosfatabléeoMor 6 s por tr ai t

718SeaNoODALL 1992, pp. 1:18;MATTHEWS 2000, pp. 148;WooDALL 2007, pp. 18332.

719 For a discussion on the artistic and iconographical aspect of the succesSiECAsee
CREMADES2017, pp. 384.

720MeADOW 1998, pp. 380;PETERS1998, pp. 223;BELOZERSKAYA 2002 passintWOODALL
2007, p. 191.

The relation with van Eyckds Woopaua007,pr adi ti on
191.
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154950belongs to this second type, and represents Philip 1l with an ermine cape, his
hand resting on a table covered with a red velvety?tloth

| f we compar e t hi-guarergortraifrigurasgitid ddficuMor 6 s t |
to ignore strong similarities between the two artworks. The hand on the table,
nonchalantly gripping its edge; the other hand, clasping the swerd/@mndtian
version, brown leather gloves in the Flemish one. Even though the two Philip are
facing opposite directions, they share the same pose. The main diecaptdor
the style of the two painters s t hat Mor 6s PrimatghePhi | i p
viewer, while Titiands is gazing somewhert
superior, detached. But Mor achieved this effect with an intense and severe look, the
look of a sovereign imposing his wish upon the public, and Titismgaite in the
distance. Philip does not appear lost in thoughts, but contemplating an idea, decisive
and confident in himself.

It was mentioned on many occasions that the portrait with an ermine cape, is
peculiar for Titi anl@bspapicularty datatled and austefeh e pi
and different scholars suggested the intervention of Northern collaborators of the
painter, like the Dutch Dirck Barendsz (1B83%2) or ma unnamedGerman
assistarf®If, as suggested by Wethey, this portraieisrie mentioned by Titian in
his letter dated 23 March 1553, then PHh
strengthen this hypothe&kThe same letter was quoted by Diane Bodart, who also
underlines how the Prince described the
Titian. A compliment, indeed, that suggests that the artist somehow communicated
the involvement of a collaboratortimme maki ng. But Bodart al

use of a 0Germandé assistant as a reacti ol

722 Titian; Philip 1} 154950; 103x82 cm; oil on canvas; Museo Nacional del Prado; Madrid. See
WETHEY 196975, I, pp. 131132;CHECA CREMADES 1994, p. 276FAGLIAFERRO ET AL. 2009, pp.
361362;BODART 2013, p. 152.

723\WETHEY (19697 5 , 1, p . 131) generally suggests a G
which one.

724«Con el dicho Ortiz recebimos el retrato que nos embié Titciano que es como de su mano, y
aunque yo le scrivo todavia le dareis las gracias de nostra parte por el servicio que en esto nos ha hecho»
iNnMANCINI1 998, p. 221; ¢][ é]embiaste que &sedmo detvuestrgmamo, xporn ®I| n
el cuidado que tuvistes dello os damos muchas gralassii 1998, p. 222.
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previous portrait with an armour. This reasoning seems rather questionable. First, as
discussed in the first chapters itlifficult to ascertain if the criticized portrait is the

one now at the Pradeigura4, and what was the exact mean
Secadly, we have no reason to believe that Titian was informed of this criticism or

that he was asked to change his way of painting. In fact, Philip Il was more concerned
about the good state of the paintings and the damages they could have suffered during
their shipping, as he expressed on different occ&sioseover, in his following

artistic creations for Philip Il, tipeesi&itian experimented more and more with an

open, tonal painting, soft and embroidered with light, in a way that would not have

been possible without the suppmrthe condescendenafehis patron.

Moving on to the analysis of the port
masterpieces was the artwork depiétmtyp Il in armoarn Sai nt (FiQeent i n o
114.”#1f we consider its political meaning, this painting has the sam€iudes V
at Muhlbergis a commemoration for an important victory, in this case the Habg 0 s
victory over the Valois France in 1557, which inaugurated an era of peace between the
two dynasties and reaffirmed the presence of the Sovereign during this fundamental
event.

Anthonis Mor, however, does not represent Philip Il as a commanderaduring
battle- he was not present on the battlefigldbut as a man of the court, elegant and
nonchalant. In this case, more than the equestrian portrait, the Flemish artis had clearly
in mindthe lost fullength painting a€harles V in armour withcadoad thePhilip 11
in an armourhese examples welwioushp ar t of Mo r O Bispatmait abul ar
of Maximilian |Idated 155Figura15).”*®

725 An example is the letter sent by Philip Il to Titian on 13 July 1559 regarding the shipment of
Diana and Actaemnl theDiana an@allistoHere the King expresses his concern abopgttiieging
of the paintings to avoid them to be damaged during the long and perilousNincBael 998, p.
252.

726 Anthonis MorPhilip Il inanarmaun S a i nt ; 1860;200x103rcidion cdrevas; El
Escorial; MadridioobALL 2007, pp. 33967;MADRID 2013, pp. 14953.

721Se@NOODALL 2007, p. 350.

728 Anthonis Mor;Maximilian ]11550; 184x100 cm; oil on canvas; Museo Nacional del Prado;
Madrid. Se€HECA CREMADES1992, p. 104NO0DALL 2007, pp. 20313;TAGLIAFERRO et al. 2009,
pp. 359361;BODART 2013, p. 149.
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Comparing Mor elip lpioantamdebuiad), Wweoobserhedt,
while the position of the body, emerging from the dark background and creating a
connection with the viewer, and the political meaning of the elements eégicted
baton, the armour, the spuedmost coincide, what always differs is the style of
pairting.

To give a clear exampleg éxd@nmsne how Titian painted the shine of light on the
armour of Philip: thick brushstrokes, with overlapping touches of white and wheat
colour, creating a rather milky shine on the metal, like a trembling candtethdor, o
other hand, obtagd the effect ad colour gradient, moving from gteyold white,
in an attempt of rendering the exact appearance of the material. We can say that Titian
achieves thienpressiohthe shine, Mor, instead, achievespipearené¢he shine.

Another difference is related to the proportion of the body. If we overlap the two
paintings, it is possible to notice that Mor gives emphasis to the head, that appears
slightly bigger than the one painted by the Venetian. While the |égs thaiisame
proportion, the upper body is more expanded, the arms longer and the face strongly
emerges from the bulky shoulders. The general impression is that, for the sake of
recognizability, the point of view was moved somewhat higher, and witte an ang
inclined towards the subject. Where Titian was trying to capture the young Prince as
an elegant albeit powerful gentleman, maybe sacrificing the details for an overall view
of the majestic presence, Mor seems to respond to different needs, as he was
addessing a different system of values.

In conclusion, there is another artwork that is worth to discuss at this point: the
Allegorical portrait of PhilimW at the Prad@igura16.” This painting is unusual, to
say the | east, i n the pr odalledgorica porteaitf Ti t i
type of effigy that we can find sporadically among his, wrdept for the scalled

Allegory of prudenme at the National Gallery of Lond#The canvas was designed

729 Titian; Allegorical portrait of Philiibl375; 335x273 cm;la@n canvas; Museo Nacional del
Prado. SeBANOFSKY 1969, pp. #Z4;WETHEY 196975, Il, pp. 132A33;CHECA CREMADES 1994,
pp. 5355, 274KOLRUD 2008, pp. 568;CHECA CREMADES2013, pp. 27384.

730 This controversial painting has been interpreted in difféeent ways: three male heads
(possibly portraits of Titian, his son Orazio and his nephew Marco Vecellio) associated to three animal
heads (a wolf, a lion and a dog) bearing the Latin inscription «<EX PRZATE/RITO//PRASENS
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as an exoto to thank God for two major events that Philip 1l wanted to celebrate:
the victory against the Turks during the famous battlepahto, which took place
on 7 October 1571, and the birth of his heir, Ferdinand of AustrialGA)1 The
required iconography was very likely communicated beforehand to Titian. In fact, the
same iconographical elements appear in the programme eslatpridite Spanish
humanist Juan Lopez de Hoyos (36BL8 3) f or Anne of Austri a
Madrid in 1570 to wed Philiptt
As recorded by the artist and intellectual Jusepe Martinez (6800 16752
Titian received a drawing of Phllig 6 s head, |l ooking up and
general composition for the scene by the hand of Alonso Sanchez Coello, court painter
of the King and pupil of Anthonis Mor.
An unusual canvas, so peculiar that did not enter the group of ibepoeepatraits
of the King. It is curious that Philip Il commissioned this portrait to Titian. It surely
was easier to use one of his many court artists, especially the paimiersdhedd
on the gallery of portraits at El Pardo palace, ten years eadest, the King decided
to ask the portraita portrait that could not have bedmaturglene of the most
important requirements for a lively portrada the old Venetian master, whose very
slow and tactile way of working was going under somsruritici
A poignant example to this criticism isdl@oguebetween Diego Guzman de
Silva (152a4577), the Spanish ambassador in Venice, and Antonio de Guzman of
Ayamonte (1514580), th&overnorof Milan3In spite ofthe reiterate negotiations
fortheacgi si tion of Titiands devotional pai
uncertainty of his hanflyamonte wrote thaté quality of the recent workadower
than the most recent ones, expressing an opinion in line with the one stated by Vasari
in 158. But the same Ayamonte also stdketlthe old Venetian master mostly

painted using «borrong¥shick traces like rough stains, but through these he could

PRVDEN/TER AGIT//NI FVTVRA/ACTI ONO DE/ TVRPETé. Since the topi
not relevant in this analysis, G&aTILI 1998, pp. 2@9; CAMPBELL E. 2003, pp. 26270;GENTILI
2006, pp. 12234.

731 As summarized bByluLcaHY 2006, pp. 215

732Se@VETHEY 196975, II, p. 132.

733For a summary, S&ANCINI 1998, pp. 887, 378424;BODART 2013, pp. 23335.

734MANCINI 1998, p. 414.

183



still achieve the essential: the soul that gives life to the paimtitigs combination

of devotion to Titian and the harsh criticism against the lack of finishing and the style
of the late paintings, it is possible to gain an impression of the complex reception and
judgement over his art and style. Sometimes, it e d&tihguish where the personal

taste ends and the literary idea of the artist, whit all of its social implications, starts.
This theme is a recurrent topic in this study, and it will be further explored in the
following chapters.

As Mancini suggestedhis analysis of the correspondence between de Silva and
Ayamonte, the latter was insistently negotiating to buy a painting by the hand of Titian
mostly for political reasaff$The Venetiamad been the Apelles of Charles V, the
favourite painter of Phplill, and he hagortrayedhe most important personalities
on the political scene of Europe. The art of Titian had become by then, as a matter of
fact, sstatus symBdt is significant that Ayamonte was not just interested in a canvas
by Titian to inease his prestige, but he was also planning to take the painting with
himself once he would have retired to private life. This is but one example of the
imitation of what Charles V had done when he retired ta™fuste

As correctly argued by Diane Bodahilip 1l continued his fruitful relationship
of patronage with Titian, appreciatinggbes@ devotional paintings such as the
Martyrdom of saint Lawidoaever, with regard to the portraits, he preferred artists
who painted polished and detailed@rks, allowing the viewer to appreciate a closer
inspectiori* This is demonstrated by the employment of Anthonis Mor, his pupil

Alonso Sanchez Coello, the pupil of Coello Juan Pantoja de la Cruz and the Flemish

5This description of Titiands | ate art mi ght ¢
painting and the divine creatiarparallel used by the artist Jacopo Palma il Giovane and by the Venetian
writer Marco Boschini (16A4%81) in hi€arta del navegar pitdr@80nh SegoHm 1991 passim
738 MANCINI 1998, pp. 8909.
737As perfectly phrased by Maria Loh in her studytiam and PadovaninoSurely the use value
of a Titian was determined to a | arger Leixtent by
2007, p. 44.
738 Mancini (1998, pp. 1{496) adds that Ayamonte had also other reasons to invesiniting p
by Titian. Being th@overnorof Milan, many of his predecessors had been in contact with the artist or
his workshop, and some of them had even been portrayed by him (i.e. the Duke of Alba); and Titian
was economically tied to the treasure of Milan.
739BODART 2013, pp. 23341.
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artist Rolan de Moys in the productiorpoftraits for the Spanish and Portuguese
nobility.

Yet, the King of Spain, to celebrate the victory against the Turks and the birth of
his heir, wanted Titian himself. It was a complex painting, expressing a difficult
iconographic programme, and mergorgaiture with devotional art. It has been said
that just Titian colours and fiery atmosphere could just disguise the weakness of the
composition, which appears unbalanced and dull. Whether or not this had been
designed by Sanchez Coello, it was Titilah slowmaybenot as good as he used to
be- that Philip 1l wanted for his @oto, a painting with a strong political value and,
again, referring to the matter of succession. As he wanted to be portrayed by his
fatherds Apel |l es twhecn atihme yPhwdrie 0l asnurcicregs
Roman Empire, he also chose Titian to portragdtimith his heir, ira perpetual
display othe persistence of the Habsburg dynasty.

This was a ouniqued portrait dguedli ti an.
for itTgianbei Bgt o most of twvweereplicabl¢, andthe s a't
ones by the Venetian were no exception. The practice of copy is fundamental to trace
some aspects of the process of standardisation and internationalisatertaoh

type of portraiture.

3.3.2 Copies, reproductions, variations at the court of Philip II

For what reason, to describe the phenomenon of the reception of Titian art in the
Southern Netherlands, are we mainly lingering over the Spanish cottMiging
of Spain ruled over those territories through a seri@é®wefrnos andRegers,
supported by secretaries that were a direct reflection of the central power. Since
Charles V and Mary of Hungary left Brussels, the continuous changes in administrat
and the political and religious tensions led to the rebellions of the 1560s and to the
Dutch Revolt in 1566. In the absence of a steady central court on the territory, Madrid
and the figure of Philip 1l were the most influential reference point for the
development and the standardization ofsthge portréfitat then would, through
artists like Anthonis Mor and other contingencies, affirm itself in the Southern
NetherlandsThe painter in factfter his service at the court of the King in Spain,
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retuned to the Netherlan@® where he waagainin close contact with his patron
Antoine Perrenot de Granvelle, and portrayed Margaret of Ragaeapf the Low
Countries from 1559 to 15&&monstrating his constant connection with the Court.
Having said that, it isneto discuss how copies were involved in this process of
standardization. Between thetiX¥nd the XVih century, court portraiture in the
Netherlands was characterized by the use of replicas and copies after an original model.
The Burgundian dukes, in particular Philip the Good-(#35, required a large
number of copies that were repeating an
that would have established the standard and most recognizat3[€higoeractice,
and is consequence in the matter of qualitative statements related to copies and still
life representation, are also extensively documented in Spain, and the example of
Alonso Sanchez Coello, together with his pupil Juan Pantoja de la Cruz, might raise
somepg@ nant questions on the reception of T
The quantity and the variety of copies after Titiarthisadrtitsipainted for his
royal patrons, could suggest the idea of
master? And, in some cases, it is because of those copies that the posterity could
grasp an idea of the | osthabPhilipgexprested 6 appe
his interest in art i,/Atheasanieavaymas hisfobsessive mu | at

gathering of relics and religious paintifigée King of Spainlsoordered copies of

740 VVan Mander reported that Mor returned to the Netherlands because of an accident that
happened with the King. After this event, he was informed that the Spanish Inquisition was worried
about his privileged position, which was considered too close to the Kihgs Feason, Mor left
Spain to never come baBledMANDER (16041199499, |, p. 231SeelsoBODART 2013, pp. 15658.

741 Margaret of Parma was the most artistically active regent of the Low Countries until the
sovereign of the Archduke Albert of Aas(i559.621) and his consort Isabella Clara Eugenia (1566
1633), who ruled over the Spanish Netherlands from 1598 to 1621. Her portrait by Anthonis Mor is
now at the Philadelphia Museum of Art.

742For copiesnd replicas in the Netherlandish early modetrajiure, SSEOMBLEN-SONKES
1969 MAASTRICHT 1973 passinesp. pp. 1&89;EICHBERGER1995, pp. 22828.

743The production of copies hatksoa very practi cal ofterearwvedmn. Titian
Spain in a poor stattgmageduring the travel. Many are the letters in which Philip Il complains about
the state of the paintings, and copying them would have been an insurance to preggeartaie

744FALOMIR 2021, p. 65.

745For the concept of cumulative devotion, GeslzALEZ GARCIA 2001, pp. 44866.
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paintings that he considered valuable and that hedwariie in different places at
the same time. This is the case of the aforemenbDasedfrom the crbgsRogier
van der Weyden, that was supposed to be both at El Pardo and at El Escorial, and the
Holy Trinitpy Titian. The original would havedaléd the remains of Charles V at El
Escorial, and the copy by Antonio Segur a
Yuste™®In 1598, when Philip 1l died, it was redacted an inventory that also listed an
important number of copies. Falomir records $at Margaretivo Entombment of
Christtwo Mater dolorosa with claspedw@iBdse Honaod twoAgony in the garden
all af tomgimalsTi ti ands

As it was mentioned in the first chapter, Coello copi&tbthme tangereanvas
that Titian hagbainted for Mary of Hungary in 1553, but this was just the tip of the
iceberg. Coello copied almost every canvas of the Venetian, from religious subjects to
the series of theondemnbdt especially the portrdits.
He di d c @gtsits framtthe aoleGt®n of Mary of Hungary for the gallery
of Catherine of Austri&’ he was appointed to repair and restore all of the paintings
by the hand of the masterand he had a crucial role in the design and practicalities
related to the Gahg of portraits at the El Pardo pal&te.
Coello had to retouch the nineteen portraits by Titian from the collection of Mary of
Hungary and, according to Argote de MoGlil@ copied an original by Titian or
Seisenegger and integrated the series witbrthetmf Ferdinand | of Habsburg
(15031564). He had to adapt fromelhgth to threguarter the portraits of Charles
V and Philip II, the most important pieces of the collection.

746TheHoly Trinitjor the monastery of Yuste is discuss&didrRAN CABRE 2003, pp. 580.

747TFALOMIR 2021, p. 66.

748PALOMINO (1724, Ill, p. 261) recorded that there were different copiesGarniiemrigdthe
hand of Coello: the fedize copies of th&isyphumd theTityusand the copies of the whole series,
smaller than the originals, that were painted in 155&.U3ees 2003, pp. 891.

749K USCHE2003, p. 87.

750Titian referred directly to Coello in his letters to Philip 1l, expressing his trust in the painter as
the only one who could retouch his work.T3e® IAFERRO ET AL 2009, pp. 3120;PuprPI12012, pp.
117, 341.

751KUSCHE1994, pp. 1517.
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It seems meaningful that, although other portraits could have Hgeam@ased
by copies, for the effigies of the Emperor and the King it was important that they were
by the hand of Titian, the prince of paint&®n this occasion, Coelidsocopied
paintings by Mor, Sofonisba Anguissola and others, in the attereptéaaertain
homogeneity in the artworks presented in the gallefgniih, busts and clegps
all became thregarters effigies.

The fire that destroyed the gallery turned the copies of Coello to ashes, but there
are at least two examples that gave us some ideas of his approach to the
reproduction of Titianos FegmamdpthaaCoetllo r e .
had copied from the original in the collection of Mary of Hungary for the gallery of
Joanna of Austria, Princess of Paitu@ 5351573y The second and more
interesting is a cosigura1?) after theCharles V at Muhlleigre) now in Toledo,
that Maria Kusche had identified as the one that Coello had made for Juan of Austria
(154715785

Here, we can compare the paintings and see which were the most important
changes that Coello decided to make in the@gpye should sae adaptaticrof
Titiands masterpiece. The painting is
and 34 centimetres narrower. The artist decided to focus the attention on the figure of
the Emperor, which, consequently, appears expanded. Thphamoand the
integration of the figure in the pictorial space are diminished to givelevanecéo
the physiognomy of Charles V. His head is less sunken into his shoulders, slightly
bigger and the entire figure is more uniformly illuminated. Wialeritire figure
undewent a process of translation to a Flemish style, the rest of the composition had
been simplified. The burning sky, the vibrant leaves on the trees, the soft fading of the
horizon, they all lose details and consistence, so mutie thgdiite of the Emperor

seems to float in front of a fake background. However, we can see that Coello gave a

752This specific instance is discussa€uscHE (2003, p. 166) but is related to the complex issue
of the value of copies, replicas, and variations in thb-g@fitury.

753 The painting, dated after 1560, is now located in the monastery of Las Descalzas Reales, in
Madrid. SeBUSCHE2003, p. 344.

754 Alonso Sancez CoellGharles V at Muhlbdrigi’5; 307x245 cmil on canvas; Fundacién
Medinaceli; ToleddseeK uscHE2003, pp. 345, 355H1.
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|l ot of attention to Titiands chromatic v
Venetiarcoloreut without the implementation of tonalmting.

The proliferation of copies in an environment of which social interactions were
becoming even more shaped by the conceptitationit is not surprising. Royalty,
nobility, and courtiers were satisfied of repetitive patterns, because tlibg were
expression of the rigid rituals of the cdddre than innovations, the painters were
required to make clear the identity of the sitters, and their belonging to the social
systen{>®

According to these necessiitors,oft hBi tmaa
portraiture can be summarised as a major focus on the face of the sitter, the
simplification of every element that does not characterize his appearanstaéusl his
and a crisp, polished pictorial technique. This attitude towardfttbealenetian
master mirrors the approach of Anthonis Mor, although lacking the exireone
like quality of his portraits.

We can draw similar considerations if we analyse the work of Juan Pantoja de la
Cruz. His c o@harlessV inesirmoer with @ batertha mo8tsmportant
documents recording its original appearatibeo fultlength copy of the portrait
known one at the Prado and one at El Escahial were painted after the fire had
destroyed the gallery of El Pardo id4f8 Pantoja sigedthis portrait specifying his
rol eradacdr @f t he p a itranslatarf the original ma topy, andire
doing so he acknowledgble authority of the original painting, tragically lost.

Visually speaking, the canva$hntoja has more in common with examples of
Mo r and Coello then with Titianodos. The

755The fundamental study on the social organization of the court and its internal power dynamics
isELIAS 1983

756The Escorial preservesathgea ar t er copy of Titiands portrait
for the secalled Iglesia Vieja del Escorial. In this case, Pantoja changed the format of the painting,
translating the rectangular original in a squared ctiolpdSharles V | is standing behind a green
marbled balustrade, in a sort of room with a big window opening on a hilly landscape. This can be
considered, together with the one by K#&oadlEens, the
2007, pp. 888

757SeeK USCHE2007, pp. 13436;TAGLIAFERRO ET AL 2009, p. 14B5ALOMIR 2021, p. 67. The
copy at El Escorial is dated 1608, and the image of the Emperor looks even more polished and crisp
than the one painted in 1605. SeekalsTHE2007, p. 135.
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proportion of the body Phigd ahbhnammour tnairdg n e
Qu e n t,iframB1560,dnatead of thdlfiength versions by the Venetian. Again, the
face seems to be the focus of the attention, and it has to be slightly bigger and almost
fully in the light.

The type of portrait, even though perfectioned and brought to the attention of the
Habsburg dynasgnd, consequently, to a European success, by Titian, goes through
a process addaptation which Anthonis Mor had a primary role. An adaptation that
fundamentally altered not only the construction of the viewpoint, but especially the
pictorial style oftie original portraits. Likewise, the Flemish copies and adaptations
after religious and mythological paintings that we have analysed so far, ridotiely the
me tangared the works of Coxcie, underwent a similar process.

At this point, what ipossible to say about the reception of the style of Titian in

the portraits?

3.3.3 The hand of the painter and the

o

P

I f we consider the known portraits for

polished. 1t was @&l sasnwtt baket ampad yer do |

in relation tdPhilip 1l in an armd@eigura4). This judgement might seem controversial,
because most of those portraits were destroyed in the fire of ElI Pardo, occurred in
1604 and their appearance is not possible to unmistededstruct Nonetheless,

we can use as benchmark the effigies that survived until now, such as the Charles V

and the Philip I11038s, the portraits for

connected to the Habsburgs, such as the Gonzagas. We should dksothensi
general evolution of Titiand6s style in
of the appearance of the lost canvases. Anyway, even in his early works, it could hot
have been comparable to the extreme precision, the attention tcadetsile
brilliance typical of Flemish portraiture. While both Titian and Mor show Philip as a

handsome young man, natural in the posture but also confident, the most striking

di fference between them WhereaSihaacrgles@ senc e

tf

pictorial sur f a@whichmakes theicentributon of theyartisttoa f t e d

758 The idea, briefly introducedWoobALL 2007 will be expanded in this chapte
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the representation of d{ike evorksemphpseestthe e x p | i
resemblance between father and$@s we have said before, the image dipPh

was built in relationship to the authority of the Emperor, in an attempt to give more

credit to Charles V claims and focus on their legitimacy. And while on the one hand
Titiands authorship was reinformeansg t hes

to achieve the same purpagmyears to be the refuse of usingy o ar tin sti ¢ f i

ordertor epr esent Philipds | ikeness as precis
Or , we shoul d speci fy, h e pravent ang e d any
misunderstanding, speakinggof 0 r eal i sti ¢ representati onod

imitation of nature, sin of which the Northern tradition had been repeatedly accused.
Campbell, in his lucid analysis of the evolution of portraiture and the connections
bet ween | tal y®satnadt ecst hteh aNo rMohréd s portrai t
Titiands, because the Flemish artist wuse
effect¥® In this case, Campbell refers to the rigid geometrical pattern in which the
image of the sitter was ezdlded, analysing the examples of the portrait of Granvelle,
or the aforementionddh i | i p | | i n an &ifgumd Theponh Sai nt
IS not a contraposition between pure realism and artistic intervention, but the decision
to explicitly show the object as a painted surface and, consequently, strictly dependent
onthe hand and the authorship of the artist.
When Philip Il, afteyears in which he had not relied on Titian for portraits, asked
for an allegorical effigy as arveto for the victory of Lepanto, he was invoking the
authority of the artist and his handctdft. s o0r ecogni z alhashmet y 6, s«
kind of authaty sought by other personalities from the European scene that were
connected to the Habsburgs. In factertain environmentise authorship of Titian
seemstohavebeere | at ed more to a political state
tasteThe abrementioned case of Ayamonte, who clearly statkskhigsfaction with
Titiands | ate style but insisted on buyi
0

made t i mi pretererees fnd ® shdw msgdlitical loyalty.

759 Again, the image of Philip was built in relationship to the authority of the Emperor, in an
attempt to give more credit to Charles V claims and focus on their legitimacy.

760SeeCAMPBELL L. 1990, pp. 22274.

761CAMPBELL L. 1990, p. 239.
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There are differet r easons why it was-aMallobs tr an
the different variations on the main thetoebe adopted on a wide, European scale,
and the matter of style is one of them.
The tradition of t heommahtnrEurtpe sinnbedthepor t r a
XVth century. Painters like Jan van Eyck (c-1890), Hans Memling (14B494),
or Hans Holbein (1497/8543), had a great influence on the development of the type
of the threequarter halbust portrait. In the X\th century, the interegiwards the
outcomes of Italian astowlyshifted the attention on the peninsular experiments on
the theme of portraits. Nonetheless, the most important courts of Europe maintained
at least part of their costumes related to rituals angémelentatignof which
Northern and Netherlandish portraits were a fundament&f part
In the XVVth and XVkh centuries, it was common to associate portraits with the
Netherlands, where many of the court paintbesfirst specialised category of artists
- came fronor had been trained. These artists were working for the Spanish monarchs,
especially since the Habsburg King Philip the Fair1588y, for the court of France
where Joos van Cleve and the Clouet family took the lead in the matter of state
portraiture wh Francis | (1494547) and Henry 1l (151%59); for the English
royalty, the Flemish William Scrots (active-15383) and Lucas de Heere (1534
1584), and the German Hans Holbein.
When Charles V made Titian his personal Apelles, he had already tagex port
by a number of German and Netherlandish paintlrs continued working with
many members of the family and the catittsdoes not surprise that the habit and
the visual tradition won over the novelt|
in Le botteghe di Tizithmere was a process of selection on the modepatssd
though adopting some strategies and discarding others in the perspective of the

traditions and necessities of the patrons and the expectations of th& public

762SeeNUTTALL 2004, pp. 26910;FALOMIR in MADRID 20042005 pp. 7475;FALOMIR 2008,
pp. 6970

763 Examples of portraits by the Flemish Jan Cornelisz VerrBeyaardvan Orley, or the
German Lucas Cranach the Elder (4658), Christoph Amberger (c. 1388l) and the
aforementioned Jakob Seisenegger, not to mention an entire plethora of anonymous Northern artists,
can be found in many art collections.

764 Se€TAGLIAFERRO ET AL 2009 passingesp. pp. 340, 358.

192



For instace, instead of reading th&rementionedetter sent by Mary of
Hungary to his ambassador in England just as a sign of her connoisseurship of the
Venetian arf®® we mightalso consider it as a document of visual habits of a certain
culturalmilieuTheprecisandication to watch the portraibfn afar suggests that it
was an uncommon practice related to portraits. And this appears obvious when we
consider the most disseminated tradition of portraiture was, as anticipated, the
Northern one, therefore precise and suitable to a closer inspfastiole in Italy, in
the first decades of the XWIcentury, the meticulous representation of nature in
painting started to lose value at the eyes of the public, in the 1550s the quantity of
details was still a mark of quality in the Northern countrieslimgcSpain. These
were all characteristics totally foreign

It is important to specify of which moment of the production of the master we
are discussing. Changes of style, chromatism, technique, composition aatethemes
common in the lifetime of an artist, but Titian can be considered an emblematic case.
Not only because of the peculiar evolution of his style, but because of the early
development of a literary critique and discussion around it. While in his yagh he w
considered to have painted works that could have appeared perfect from close by and
from the distance, his later paintings could be appreciated just form a proper
distancé?’

Another element to keep in mind in this context is the growing popularity of
galleries of portraits in the court environment, the most relevant antecedents of which
were developed in the envEPhiliminidowed of t he
the footsteps of his family when he invested in his own portrait gallery at El Pardo.

Following the reconstruction of Kusche and Woodall, the portraits were adapted

in order to display a certain degree of uniformity. Some of them were cut to conform

765 As richly developed IBoODARDT 2011, pp. 20210.

766 For a general discussion about the importance of the distance in the reception of the painting,
seeARASSE2008 passinand for this specific topic, #@DART 2011, pp. 19910.

787\/ASARI1568, I, p. 815.

768 We have already mentioned the portrait gallery of Margaret of Austria in Mechelen
(EICHBERGER 1995, pp. 228348), followed by the one of Mary of Hungary in Coudenberg
(O ERTEGENBOSCH1993, pp. 28284) and Catherine of Austria in PortugalgBRUCK SCHLOSS
AMBRAS2018).

193



to the threequarter length, some were purposely painted or repainted to adapt the
image to theelectedype. The paintings were grouped not only following an ideal
division of the Habsburg dominions (Austria, Germany, and northern Italy on one
side, Portugal, England, Spain, and the Netherlands on the other), but also according
to the authorshif? | n f act, most of Titiands worKks
wal |l and Mor §%Besiwathetideaogicalonotivds ¢hat we have already
mentioned, it is difficult to exclude that the organization also followed some rules of
visual harmony and, considering the surviving examples of the art of the painters
i nvol ved i n tporteaitspvoutd jhave ieen not completely fiitsg with
the rest. Agai n, we are not tal king abo
crystalline and mirrdike representation of reality and human bodies.

In the perspective of a display of the poriraagallery, in which a homogeneous
type, format, size and style were fundamental for the generalp, ad 671 i |
standardization in the direction of the most common and functional pictorial
technique for portraiture seems perfectly logic. Eventhoughdisa t y pe was t he

popular, his Venetiawloritand painterlgprezzatungere still an exception.

3.4 A model ofstatus Mor and the return to Brussels

Court artists were the ones mostly involved in portraiture félitdteey were
part of the busehold and were on the royal payroll, even though the payments were
not always regular. Their name was directly connected to the ruler, and they played a
central role in emanating timagnificertiathe central power. This position allowed
themto reab a degree of intimacy with the patron, aiemae relationship that was
seen as a desirable achievement.

769The design of the gallery of portraits following a specific dynastic and iconographic programme,
asserting the Habsburgds territor WadbaLialdd%, cul t ur a
pp. 53103.

770] thankJonckheeréor notidngt hat Ti ti ands works on the sout he
not received direct sunlight, while Mords painti
This remains an assumption, but it would be an interesting point to expldce P#lip Il have
decided the location of the paintings accordingly to their pictorial style?
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It is not coincidental that Titian was almost unanimously considered the most
skilled portraitist: he had had a personal relationship with Chemt:&Nilip II. He
had portrayed mostly honourable mevhich was an important topic the debate
around portraitur€*He was also an acclaimed artist of history paintings and, an aspect
that is always important to remember, he received the support pnodnibteon of
different literates and intellectuals such as Pietro Aretino and Lodovic& Dolce.

In his treatise, that was specifically devoted to portraiture, Francisco De Holanda
(15171585) mentions Titian as the most eminent portf&itiEhe manuscript,
entitledDo tirar polo natuvwads completed by the Portuguese artist and intellectual in
1549. This text became part of the extended work ebgtlpohtura antiga which
De Holanda collected different works related to the natarg @flassicism and the
ideas he developed in Rome, in the circle of Vittoria Célbnna
De Hol andads work on portraiture was the
topic’Do tirar polonatweh s publ i shed just airhiingr t he ¢
its circulation in the years that we are discussing. However, it was likely expressing
ideas and concepts that were developing in his cuttilieh Humanist of
Netherlandish origin, De Holanda shaped his thought mostly in two environments:
the Fome of Michelangelo and Classicisnilestone for Flemish artists who were
travelling to Italy, and the court of the King of Portugal, connected to the Habsburgs
and theimrtistic preferencés.

Moving back to our topic, while Titian is broadly praisdé Holanda, Mor does
not receive the same judgement. Even though Woodall suggests that Mor could have

771 This discussion wasimmarised biyrancisco de Holandia his treatise on portraiture when
he writes: ¢CAn excell ent painter [ é] should onl\
chosen». SEESWARTEROSAIN LISBON 2018, p. 20.

72SeelAcoBs2000, pp. 567.

773DE HOLANDA (154911921, p. 282.

orDetbl andads stay in Rome, his sou€@lieses, and hi
DESWARTEROSA 1992, pp. 5822.

775|n general, SABESWARTEROSAIN LISBON 2018, pp. 185.

776|n this respect it is important to include the treatise in the discussion or, as stated by Woodall,
we need to start «a conversation between a text on portraiture and contemporary portraits, both
produced by elite ultramontane artists with humanistsisténeHabsburgominated courts», in
WOODALL 2007, p. 236.
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met him when he visited Portugal in 1587 - at the time, the Portuguese artist was
working for the Aviz family, that ruled over Portd¢atheFlemish painter was never
mentioned in his text.

As Woodall and Bodartmade clear in thei
social and artistic status followed the footstep®d was moulded onTi t i an 6 s
succes§? Apelles, Knight of the Golden Bpintimate with Emperors, Kings and
Popes, these attainments were partially due to portraiture, and set an illustrious
precedent for ambitious court artists.

We started this chaptey showing how the sekpresentation of Anthonis Mor
was also related the involvement of a literate, Dominicus Lampsionius, who used
thesaméopoand | anguage that Italian w¥iters u

In contrast to Coxcie, also court painter and also artist of the Habsburg household,
Anthonis Mordal t wi th Titiands authority in th
strategy and using his type of representation of the ruler diassé&ie of hisocial
climb. It was observed that in the following generations Peter Paul Rubens and Antoon
van Dyckmight have also followed the example of Tiitiagation to achieving social
prestige® They did so through the connection with the court and especially by using
the portraiture to introduce themselves into the social environment and affirm their
role. Therefore, their act of emulation was not limited to the artistic values of the
Venetian master, but it also included a series of strategies related to marketing and
status Cal |l ing yourself, or being called, t

that was widely acknowledgethe XVIIth century®

77 The scholar underlines that there is no evidence that the two artists had met before this
occasion. However, their sojourns in Rome between the late 1530s and the early 1540s show similar
Oulmiomda ane p eNocDpLe 2067,ipV285s 06 .

778 At the time, De Holanda was receiving commissions from the Gardiizshop of Evora,
and from King John 11l (1521557).

779Sea@NOODALL 1990, pp. 689;BODART 2013, pp. 13162.

780For instance, the verigiitude of painting, the fact that the viewer was deceived by the portrait,
brought to think he is looking at the person and not at a canvBsD&re 2013, pp. 13537.

781See on this topic, with a focus on Rulssrdiplomatic, SE®REEDBERG 1998, pp. 280.

Rubens was c¢al | bydhe poetiLopede &egain drderctd state thedauthority
of the Netherlandish painter through the connection with TitiaBASRSTARK 2009, pp. 8305.
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Unfortunately, Mor could not pursue his ambitions. After his return to the
Netherlands, unlike Titian did with Charles V, he did not manage to continue his role
of personal portraitist of Philip 1l fmo the distance. Nonetheless, the artist kept a
special relation with the followiRggerg of the Low Countries, first of all Margaret
of Parmd®?

Already at the end of the 1550s the idea that Margaret could take on the regency
was in the air, and those years belong the-&iile portraits of her son Alessandro
Farnese (154892) and of Margaret herselfiichestablisedMor 6 s connecti o
his future patrofFigura1g 119, 12."*In fact, he would produce the most representative
portrait of theRegentiround 1562, when he was in touch with the court of Brussels
and when Margaret of Parma probably neadexv political imag® This three
quarter effigy of Margaret can easily eRoKg Il in black and whbitehe position,
the point of view and the detailed representation of the cl@thirgg), but Margaret
appears less rigid. The colour palette is warmer, the attention towards the
representation of the flesh is less pedantic and more natural. This is one of the cases
in which it is really gsible to highlight the assimilation of some Venetian pictorial
values, however, without compromising on the hidden brushstroke and the Flemish
clarity.

It is difficult to explain why Mor decided to experiment specifically with this
painting, what appeantear is that Margaret of Parma, to assert her poRegeist
and to claim a continuity with Charles V and the Spanish Habsburgs, appealed to the
same visual schemes, and the same/gtistfromTitian Mor was the painter who,
at the court of Brussels, could boast of being the artist closest to Philip II.

For an anal ysi s oefregevitoof tiledNethpedands, respécially theserfeoaf t h
canvases portraying her thgearter, se&/00DALL 2007, pp. 38&409.

784 Anthonis Mor;Alessandro FarnEsg7; 155x95 cm; oil on canvas; Galleria Nazionale; Parma.
Anthonis Mor;Margaret of Parma jiink dress. 1557; 214x148 cm; oil on canvas; present location
unknown; and Anthonis Mokargaret of Parma in black andccrEsiB; 98x72 cm; oil on canvas;
Philadelphia Museum of Art; PhiladelphiaVB=eDALL 2007, pp. 39691.

785 Anthonis Mor; Margaret of Parma in black gnd. r&862; 106x76 cm; oil on canvas;
Gemaldegalerie der Staatlichen Museen, Preussischer Kulturbesitz; Berlin.

786 There is some information about a portrait of Margaret of Austria and one of Alessandro
Farnese, both lost, titiis not sure whether they were made by Titian, or in which circumstances. See
WETHEY 196975, Il, pp. 197, 26202.
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It is worth to remember that, while Mor was working for Margaret of Parma as
court portraitist, also Titian wiagngnot to loosen his grip on théabsburgs, or the
Netherlands. In fact, after having it engraveithdoyalented artis€€ornelis Cort in
1566, he did send prints after thely Trinityo Philip 1, Margaret of Parma,
Dominicus Lampsonius and the cardinal Alessandro Fafhesiee ldter that the

old master sent to Margaret on 15 June 1567, we can read:

«La quale io supplico riverentemente Vostra Altezza a degnarsi di accettar cosi

beni gnament e, come merita doessere accetta
glorioso imperate et tanto difensor della Santa Chiesa di Dio. Il che son sicurissimo

che Vostra Altezza fara, essendo ella non meno benigna in accettar qual si sia minimo

dono da servo devotissimo presenttopme era il santissimo Imperatqrche padre

valorosael gove®no [ é] e

It is not coincidental that Titian first mentioned Charles V as his patron for the
Holy Trinitypresent in the print with his own portrait, and then made a parallel between
Margaret of Parma and the Emperor, suggesting her to coritintire taditions of
the father for instance, keeping him on her payroll.

We might think that Margaret of Parma would have benefited of being associated
t o T iauthorayhebose emanated by his association with the Entpgevaever,
it seems thahe Regendid not have a relationship of patronage with the Venetian.
Mor, on the other haneyas available, fgdtcompared to Titianphysically present
for portraying her. And portraiture was an immediate and powerful means of
communication in a tienof crisis The Regentseemed to have shaped her artistic
commissions mostly on their political impact over her reign. For instance, she ordered
a series of prints illustrating th@mpa funebrnganized in Brussels for the death of
Charles V in 1558na she chosAux Quatre Ventsr this monumental operation.

The publishing house in Antwerp, guided by Hieronimus Cock, was the most
important of the Low Countries at the time. Margaret also commissioned a new

staineefjlass window for the church of Sdiohn in Gouda, probably because the

787 SeeOLIVATO 1978, pp. 5852;FABBRO 1977, p. 24%;0NDON 2001, p. 9ZFAGLIAFERRO ET
AL. 2009, p. 399.
788 The italic is mind2uPP12012, p. 296.
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donation of stainedlass windows was a tradition of the HabsBurgundian rulers,
and it served different purposes: commemoration, devotion, and proclamation of
power. The decoration, in fact, included the portrtieadonor in relation to his or

her dynasty, and also inscriptions establishing territorial€laims

3.5Portraiture in the Spanish Netherlandsn the second half of the XVIth
century

3.5.1 Titian, Anthonis Mor and Willem Key: setting models for the &di

After Margaret of Parma had resigned her office and the Duke of Alva was sent
by Philip Il to substitute her in the government of the Netherlands, in 1567, Mor
portrayed the nefRegent

The artist had already painted the Iron Duke in (Emd@421),”° right after
Titiands effigy of the sitter. Unl uckily
know it from the words of Pietro Aretino,
ddla guerra$*It is impossible to compare the version of Mor with the one by Titian,
but they likely hasbmeresemblances. This case is similar to the one discussed before
of the threequarter effigies &thilip landPhilip 11 in black and whiid &0 to another
circumstance in which both artists painted a fundamental personality on the political
scene, Antoine Perrenot de Granvé&lle
These two portraits are close in time and there is good reason to believéribatMor
122l ooked very car e(igurdol lythimdase, TGrahvellaisélso ver s
wearing the same clothes, holding the same gloves, showing the same rings on the left
hand. However, it is not easy to understand that these paintings represent the same
personApart fromthe difference in the stylelearly visible in the material rendering

of the satin vest, or in this sort of gl

For Margaret of Par nMEGERIBEx pp.ilk/A52; for the domatidns si on s,
of the stainedjlass windows, sBek X. 2012, pp. 684.

790 Anthonis Mor;Fernando Alvarez de Toledo, Duke b58jbE08x84 cm; oil on panel; The
Hispanic Society of America; New York.

791 ARETINO 1930, II, p, 239.

792 Anthonis Mor;Antoine Perrenot de GrahSdie 124x99 cm; oil on panel; Kunsthistorisches
Museumyienna SeeCURIE 1996, pp. 16263;W00DALL 2007, pp. 15161, 173.80.
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-, we can recognize the roots of the already discussed change of angle and perspective
that enhances the face of thesitte

But Granvelle, like the Duke of Alva and members of the pdlitiealere also
depicted by other artists active in the Netherlands in the second half oftthe XVI
century, artists who sometimes had specialized in portraiture.

We have mentioned sonegamples of the smlled Flemish Primitives to
introduce the aspects of portraiture in the Netherlands. Jan van Eydd41390
Dieric Bouts (c. 141B475), Hans Memling (14B@94), Quentin Ebsy$14661530),
Michael Sittow (1468525), Joos van Clgid851540) and many others produced a
large number of effigiés

Around the miegXVIth century, at the Habsburg court, working for Margaret of
Austria, Mary of Hungary, Charles V, and Philip Il we find especially the artists
Bernard van Orley, Jan CoiseNermeyen and, of course, Titian and Mor. After
1559, when Philip 11 | ef t the Low Countr
art, Mor followed him to Spain. It was the moment for other artists to fill the gap.

Since portraiture was not uniquely associated with the court, and the state portrait
was not the only type, we have to make a distiragien fronfewexamplg we will
mostly consider artists that worked with the Netherlagtislportraits that are
relatable to the models of the Venetian master, and we will identify the features of the
bourgeoise portraiture.

First of all, we should mention Willem Key (1B3@)?* Lampsonius, a great
admirer of Mor, wrote that, in the art of portraiture, Willeynvikess second only to
the artist from Utrechit® Mor eover , i Pictotum M\igaod Celebraird
Germaniae Inferioris Effigggwint portrait of Key echoed thelportraibf Anthonis
Mor, creating a parallel between the’®f@rained in Antwerpinder Pieter Coecke

van Aelst, who would eventually be appointed court painter of Charles V, and in Liége

793Recently summarized BgRCHERTiN BRUSSEL015, pp. 281.

MEFEor Keyds bi ogr aplhNKHEEREROLS, o 1521 milieu, see

795 | ampsonius writexDe Gvillielmo caio Bredano Pictore. Quas hominum facies, ut eos te
cernere credas/expref3it caij pingere docta manus,/(si tamen excipias unum, me iudice, Morum)/culpari
Belgae nullius arte timentJonCKHEERE 20138, p. 230

796 As pointed out iWOODALL 2007, pp. 14648.
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under the Romanist artist and intellectual Lambert Lombardl@&g)5Willem Key
moved among th&iteof Antwerp, and was sought after for hisiestg portraits

He did, in fact, portray\ntoine Perrenot de Granvelle in his cdPdiaal vest
documented by van Mander inSihild&oekprobably around 15@igura23.”®Key
seems to bear in mind the examples by Titian and Mor, maintaining the details of the
book and the clock on the table, but he updated the image of the cardinal looking for
models thatvere more suitable to BimtusVhile Raphael had set a standard with his
portraits of cardinal Bibbiena, now at Palazzo Pitti, tHoalled The Cardinal
preserved in the Prado Museum, or even the outst&udirgt of pope LeatXhe
Uffizi (Figura24,”*°Titian also had his share of cardinals and popes, from Pietro Bembo
to Alessandro Farnese, not to mention the infeoigeit of pope Maukigura 25 8°
It is difficult to trace a direct depend

obvious that they must have played a role in its genesis, especially if we consider

Granvel |l ed sltaiamaattanrd hisoommissiorss frariire &enetian.
The base of the col umn, behind Granvell
Charl es V, whom he had s e €haresV seaidkl |, and

cardinal had already used the device in his portraits engraved by Lambert Suavius in
the 1550stherefore the visual connection to the Habsburgs seems very likely even
though, as noticed by Jonckheere, Key had already included the element of the column

in two 1543 pendant portraff8In this case, the base of the column derived from the

97Willem KeyAntoine Perrenot de Granvelledinhis/est561; 114x88 cm; oil on panel; Klassik
Stiftung Weimar aus Schlol3 Sondershausen; Weim&o@eeL 2007, pp. 142, 15MNCKEERE
2011, pp. 10206;MUCCIARELLI-REGNIER in BESANCON20172018 pp. 6465.

798 Antoine Perrenot de Granvelle was created cardinal in 1561 by pope Pius V, therefore the
portrait must be dated that year or shortly after, because the growing hostility towards his politics forced
him to move first to Francheéomté and then to Italy aftt564MANDER (1604 199499 |, p. 182.

99 RaphaelPope Leo X with his cpUSI81519; 154x119 cm; oil on panel; Gallerie degli Uffizi;
Florence.

800 Titian; Pope Paul;Il1543; 113,7x88,8 cm; oil on canvas; Museo Nazionale di Capodimonte;
NeaplesWETHEY 196975, Il, pp. 12224 HUMFREY 2007, p. 189ENTILI 2014, pp. 21220.

801 These are thRortrait of a man agedds®@at KMSKA in Antwerp, and tPertrait of a lady aged
36 now in the Staatliche Museen of Berlin. A peculiarity is that, if they are hung next to each other, the

two half of the column base form a unity, even though they differ for their decoration. These appears
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aforemenoned Serl i obds treatise, tranad ated i
probably symbolised the virtudatitudssuitable for a matrimonial portrait.

It is meaningful in this context to point out that the portrait of Granvelle had been
previouslyattributed to Anthonis Mdf? The two most popular portraitists of the
Habsburg Netherlands, especially when working for the pélittgthkartistsmore
attentive to the costumes and the rigid rules of the court, could appear, somehow,
interchangedd. We cannot ignore that these similarities were also due to the fact that
both painters were probably relying on previous effigies of the cardinal painted by
Titian.

To confirm Keyds connection to the ruli
portray Margaret of Parma, albeit this portrait has never been idantifibé Duke
of Alva®® On an interesting note, also the-taifjth effigy of Fernanddvarezde
Toledo(Figura2g preserved in the collection of the Dukes of Alva in Palazzo de Liria,
had been attributed, alternatively, to Titian, Mor anéKéys is not coincidental,
considering that all of theartists had worked for Alva, and that they all referred to
the same visual tradition, in a game of-cefssences. Wethey, followed by most of
the scholars, doubted that Titian could have beanttha of this Flemish and sharp
painting, and he gave it to the circle of Key because of the similarities shared with the
version of the Alva collection in Palacio de las Déffias
While the most important reference seems to be the concept of theg@trartes
Vwithabaton or the 1549 portrait made by Mor,
effigy differs in the fundamental idea of the composition. First of all, theuidutee
position of the bust and the face is less accentuated, so thpsane are frontal,
in a way that reminds closely Titiands 1
to paint his subject in a wider spectrum of angles, even though there are not many

other comparisons to portraits for members of this politicalldiasslight frontality

to be the first example of portraits with a moiun the Netherlands, even priorGbarles V seated
dated 1548. S@@NCKHEERE 2018, pp. 5761, 106.

802SeeCURIE 1996, p. 164M00DALL 2007, p. 148pNCKHEERE 2013, p. 104.

803 SeelONCKHEERE 2013, p. 213.

804\\illem Keyportrait of don FernAhdoezle Toledbb68; 99x81 cm; oil on canvas; Palacio de
Liria, Dukes of Alva Collection; MadtoNCKHEERE 2018, pp. 107110.

805SedWVETHEY 196975, Il, pp. 151152,
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was also typical of some paintings made by Mor, such as the portrait of Margaret of
Parma dated around 1562, an aspect that coulglageda role in the misguided
attribution of the paining. A second element that makes thisgaiifficult to
associate to Titian and Mords, is the re
There are at least two more copies of this portrait attributed to Willem Key with
the intervention of Adrieaen Thomasz Key, both-cipsérom the same modelgon
halfbust and one including just head and shoulders of thé’®likese paintings
were probably finished by Keyds pupil, Ac
of the artist in 1568’1t is common to identify different formats of the same portrai
copies after a main model usually made in the same workshop
Apart fromhis connections to the models by Titian and-MofTitian through
Mor - Willem Key had a fundamental role in the development of a portrait model in
the Netherlands, a model thatuld remain popular to the time of Rubens and van
Dyck. However, more thao the state portrait, he contributed to the standardization
of bourgeois portraiture. Burghers depicted while standing or sitting in front of a dark,
empty background, the eyegha eyes of the viewer, usually half or ttueeter
figures showing a certain degree of nonchalance. In the painting, everything aims to
an elegant sobriety: the dark clothing, the polished representation of the physiognomy,
the absence of every othenent that can distract form the figure of the sitter. These
iconographical and stylistic choices have been related by Jonckheere to the debate on
art that characterized the Xiveentury®
If we compare hiBortrait of a man agddgdai2?),2” dated 1556, to the portrait
of Joris van de Hé&eahe around the same ydrisura2g, painted by Pieter Pourbus

806 Se@IONCKHEERE 2013, pp. 107110.

807\Van Mander reports a pretty curios anecdote about the death of the painter, who, while he was
working on his portrait, overheard the plotting of the Duke of Alva and the Council of Blood for the
assassination of two important statesmen: Lamoraal vae,Gawamt of Egmont, and Filips van
Montmorency, Count of Horne. When they were executed in Brussels in 1568, the shock killed the
painter the same day. $&e\DER (1604 199499, |, p. 189.

808 For a discussion on sobriety in portraiture in relation teetiaelon image in the context of
IconoclasmseeloNCKHEERE 2018 pp. 2830.

809 Willem Key Portrait of a man aged5E5; 81x62 cm; oil on panel; Museo di Castelvecchio;
Verona. SedNCKHEERE 2018, p. 74.
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(15231584 it is easy to notice how different they appear. Even though they are
both on panel, a support that enhances the translucent and glazed effect of the
painting, Key reaches a degree of spontartedy appeammore analogous to Titian

than to Pourbus. The salledPortrait of a young Englighgaare9 painted by the
Venetian in the 1540s, expresses a similar nonchalance, a more relaxed pose, with his
hand on the hip, the head rotated opposite to the bust, the slightly asymmetrical golden
chain on the che¥t.Joris van de Hemuéhe other side, igid in his pose. The hand
holding the gloves appears unnatural, and the background, on the tonegreénlive
flattens the entire composition. Even though, stylistically speaking, the Flemish artists
have more in commaorsee the extreme precisiorhia tlepiction of the face and the

facial hair we carsuggedtat, for the bourgeoise portraiture, Key gave a glazed and
photographic effect to the natural appearance that had been tygnoad dtalian
portraiture. In a way, he was closer to the geweltts of the Lombard exquisite
portraitist Giovan Battista Moroni (1520/P%[/8), whose adhesion to extreme

naturalism was related to Mords influenc
imagé™?

I n gener al , C 0 n soewdratris pogble Wi dorhparen hisKk ey 6 s
achievements in the art of portraiture w

summarized by Jonckheere in his monographic study:

«Key was the first to succeed in reconciling the objective physiognomic rigidity of
Netherlandistportraiture with the monumentality of Italian portraits from chiefly

Rome and Venice [ é] He was one of the very
do this successfully without devaluing such typical Netherlandish qualities as sobriety

and a meticulous @gtive naturalismss

810 Pjeter Pourbusloris van de Heed&555; 64x46,5 cm; oil on panel; Museum Boyarans
Beuningen; Rotterdam. Bse)GES1984, pp. 21218.

811 Titian; Portrait ofyaung EnglishpEsv@45; 111x93 cm; oil on canvas; Palazzo Pitti; Florence.
WETHEY 196975, Il, pp. 14849;HUMFREY 2007 p. 184.

821 t i s not <coincident al that Keyds portrait in
and to Anthonis Mor by different scholars. B8eKHEERE 2013, p. 74.

813 JONCKHEERE 20138, pp. 2526.
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3.5.2 Portraits of burghers and portraits of friends: some experiments in
style

Native of Gouda, Pieter Pourbus (2%384), his son Frans Pourbus the Elder
and his grandson Frans Pourbus the Younger-16229, imposed themselves a
masters in the genvéportraiture.

Frans Pourbus the Eld@5451581), son of Pieter Pourbislowed a path that
brought him to have commdessin commonwi t h hi s f atforer ds po
instance thdoris van de Hémgles29 that we have mentioned befoeand morevith
Willem and Adriaen Thomasz Key and the late Anthonis Mor.

After training with his father in Bruges, he moved to the centre of Flemish art,
Antwep, and more precisely to the workshop of Frans Floris, irf*1B85was
considered by Van Mander the best pupil of Floris, and they collaborated in the
painting of many altarpieces.statetibyspeci al
imitating the arf his fatherbut he then integratéide latest achievements of Willem
Key, who als@ortrayednembers of the minor nobility and rich merchants
It is interesting to notice that for thisredammy 6 s portraits have bec:
to Frans Pourbu3his seems to be a general issue about bourgeoise portraiture in the
Netherlands, especially in the years from the 1560s to the 1580s. Many portraits have
been assigned on different moments to Willem Key, Adreiaen Thomasz Key, Frans
Pourbus and the old Amnis Mor, demonstrating the degree of the standardization
of portraiture, in composition, iconography and.3tyflais interchangeaibyjl isalso
comparable to the one characterittiegportraits of théliteThe reasons might have
been somehow differe butthey might have followed similar processes, too complex
to discuss as a side note of this study.

The reason to focus dfrans Pourbuss especialljo draw to the attentioto
some experiments in style for what concerns portraiture. Irtasesourbus and
Mor seem to have alsesteda different technique, showingreer manneand a

looser brushstroke thigtusually considered to distingMehetian art.

814\/AN DE VELDE 1995, pp. Q7.
815]t is common to find these multiple attributions in monographic studies, online databases (the
RKD, for instanceecords many of these portraits) and auction houses catalogues.
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In the paintng that was considerBd u r elpati@jtdated between 1570 and
1579, we seevarypainterly styléigura39.8*White and visible brushstrskgive light
to the rich silkkghemiaad the ruff. The hands and the palette can appear even sketchy,
while the face has a certain degree of polish. Since this work differs from the majority
of his production, it has been considered somehow as an afténeppainter to
show his skills in imitating the Italiam, even better, Venetiastyle. It is interesting
to notice that the support, itself, canvas instead of wood panel, was suitable to this
kind of experiment
In this same groupwe canlistFea Pour busd portr @il%450f Abr ¢
1624), Antwerpian painter part of the Guild of Saint®.URepicting his fellow artist
(Figura31), who would eventually becarire his old agea modelfor many other
painters because of his peculiar fedttif@surbus employed a looser and vibrant
brushstroke.
It is interesting to nmte that also Anthonis Mor, who was famous for his Aikeor
technique, shasafreerstyle when portraying Hubert Goltzius (15283), Southern
Netherlandislkengraver and numismatousin of the much more famous Hendrik
Goltzius (Figuret32.2'° Hubert Goltzius was part of the humanistic circle alsat
includedAbraham Ortelius (152598), and received this portrait from Mor a &Yift.
We cannot descrildo rséylsherease x a c t | ybutd is sucely @ifferent from
the aspect of his gengvedduction. It is beyond the scope of this research to identify
and analyse all of the portraits which pres®otre painterlgtyk.

By takingthese examplesto accountve aim to point out that Netherlandish
portraiture was not imperviousexperiments, but these were not necessarily due to

Ti ti ands aetxtasnngeteding tolnaticefthat in all of the aforementioned

816 Frans Pourbus the Eld&elportrait or portrait oh€ls van Harleg@bv079; 80,5x64 cm; oil
on canvas private collection; Antwerp BResseS20172018, pp. 32323.

817Frans Pourbus the Eldéraham Grapheusl5781;42,9x34,3 cm; oil on panel; Fine Arts
Museum of San Francisco; San FranciscBRBees20172018, pp. 32325.

818 In the XVIIth century Jabob Joardaens (1B&®)and Anthon van Dychainted several
studies of his heattdnigsvhichtheyemployed ifarger works.

819 Anthonis Mor;Hubert Goltzjus576; 66x50 cm; oil on pamélisées Royaux des BeAubs
de BelgiqueBrusselsSWoODALL 2007, pp. 2@7.

820SedNOODALL 2007, p. 421.
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cases the sitter was an artist, usually a fiiersdmight not be coincidental. A
hypothesis that waight suggest is that, portraits destined to paintetise artist

might have stresd his role of creator through a more evident handicra#ipinct
paragoralowing himself to a greater degree of free@onto keep the explanation

on a more practical and economical level, if the paintings were gif{sootrag, it
mighthave been more productive to save time and resources in depicting them. Were
these experiments determined by a visual strategy connected to artisticwhsory or
the lack of polish determined by the function of the painting? This is not the context
to ansver the question, bto stress a specific concept:thesol | ed opaint er |
of Titian is not the only point of reference for these artists, and surely not the only
explanation for the existence of these paintings.

Tosumup,whatwastaec t ual reception of Tisti ands
and to which necessities of which social classes was it appealing?

Referring to the aforementioned standardization of portraiture, we can say that
Ti t i an @fportraibucbeeteiavolved in he process. For the ruliliteit was
most likelya matter of authority, imitation, dynastic validation, in a dichotomy between
having Titian- for the ruling classand referring to an affirmed visual tradition.

As for the patricians, minor nobility and b o u ragheriyiofii ¢ | anbe 0
was not actually addressed to, in the genre of portraiture. It is possible to identify some
similarities between this type Yourdy Ti ti a
EnglishmatihePortrait of Alneas VesaliastheBenedetto Varkluwever, it would be
incautiougo assert thaheseNetherlandislpatronshad an interesh a correlation
with the Venetiah o r  h i s , ab thal thelseommodets wefe of primary relevance
in thdr visual cultte. And it seems also unlikely thataf@rementionedrtistswho
belongedand seem to embraaspecificallyFlemish and widely accepteatition
would get any particular benefit fraferringto T i t imadel$ s

In conclusion, from Spain to the SparNetherlands, Anthonis Mor found fertile
soil for his adaptation of Titquanmeds type
length that expressed the dignity anchdngnificerafaheéliteThe popularity of these
formats was facilitated byany factors, socidlut alsopragmatic, such as the
production of copiesMoreoverMor 6 s ¢ h o i c eassoéiated bitamig mo d e |
not limited to the artistic aspect. To elevate his status, the Flemish painter followed

the footsteps of the Venetiarorder to emulate his sptbmotion. At the same time,
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other painters were affirming themselves in the field of portraiture, assimilating Titian
through Mor for the state portrait, but finding a different way to please their diverse
clientele, in years keligious turmoil and violent debate on very foundations of art.
Despiteoft hat , both Mordés concept of Sstate
developed in his environment and not foreign to his exanmmplgsed themselves

on Europe for the fdwing decades.

It is noteworthy that neither Coxcie with his collage of references, neither Mor,
his pupil or other painters that became famous portraitists, consistently experimented
with the most recognizable and discussed, sometimes pdsytilredyatureand
sometimes negativddy patronscharacteristic of the art of the Venetian painter: the
painterly style, the loose brushstrolgss.far, the few instances that we have
investigated reflect different intentions and necessities, andibegppeal to Titian
as an example to follpstylistically and technically speaking. In the next chapters we
willdealwith s sues of style and o0Titianesquebo
Italian, but especially Netherlandish, artistic liter&acause, as it has emerged from

t

the analysis of Coxcie and Mords recepti

literature and practice is often labileraisteading.
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4. From Brussels to Antwerp in an agef turmoil: the reception
of Titian 0 sigiousephinting

The influence of politics in artistic matters, from the choice of an artist to the use
of a visual | anguage instead of another,
work for the Habsburgs, their allies, supporters, and courfdsse same factors
were alsdundamentain the process of selection of the models for artists directly
involved with the court, namely Michiel Coxcie and Anthonis Mor. Together with the
political and ideological aspects, it was also important to cthvesidér of thesand
otherartists in shaping a language that integrated Italian and Netherlandish idioms,
and to determine their personal ambitions to reach a sgiatifc

We wi | | now focus on the wuse of Titi a
mythological subjectand to do save willstartfrom Brussels and the environment
of the courtto expand taa wider contexfThis includes cities like Bruges, Ghent,
Mechelen, buit will mostly focus ontwerp,for the followingsocieeconomic
reasons.

The painter Michiel Coxcie was a-figagyre in the art of Brussels that was
revolving around the Habsburg court. Mary of Hungary, Charles V and Philip Il had
been his most prestigious patrons and his relationship with the Habsburg family lasted
for his entie life, until he died in 1592. However, after Philip Il had left the city in
1559 to never return, the importaacel the centralityf the Brussels court in the
artistic life of the country started to fade. At the same time, throughout the XVI
centurythe city of Antwerp imposed itself as a centre of artistic entrepreneurship,
becoming an oO0Oeconomi c*®Theaqgty on thé river Bcheldt he Ne
took advantage of its strategic position for comm@rsverp in the X\Wh century

was the mst prominent harbour in western Eureaad created a wide network of

821The socieeconomical rise of the city of Antwerp during thetiXegntury and the changes
its artistic market are topics that interested many different scholars in recéftigremghe peak of
Ant wer pds i mportance o0 @sldcdtes inshe first detades of thethviile of Eu
century, the international reputation of the city was built during the previous century with the
commercial success of specific artistic products. For the economic and artistic developments of the
XVIth centurywhich commonly starts from about the 15¢€8/ERMEYLEN 2003 ANTWERP 2005;
SLVER 2006;STIGHELEN 2006, pp. 18308;BLONDE-PUTTEVILS 202\
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export of goods among which luxury items and art objects had a promiriént role.
While cities like Bruges, Mechelen, Ghent or Brusselrbéadyan established
pictorial tradition, the Antwerp school of painting was virtualkgxistent during

the X\th century. But, in the first decades of the of thetK&éntury, there were
esthlishedypes of product destined to export: the wooden carved retables and panels
in the style of the Antwerp Manneriétsihis economic boost allowed tfaest
development of a rich and heterogeneous artistic life, that it was referred to as the
0sttyilci sBabyl o## TheffolloAingt gaeneratipns of Antwerpian artists
introduced some traits that would become distinctive of the culture of the city: the
developmenbf the printmaking industry for instance with the opening of the
printmaking worksop Aux Quatré/entsby Hieronymus Cock (151870)-%% the
experiments with new genres and iconograph@the factorfike organization of
workshops to meet the new necessities of the market. In fact, the periodic markets
were abandoned to a formaopermanent market of the city, transforming Antwerp

into a prosperous trading centre specialized in exporting®§ddds. progress
affected the economic growth of the city
aforementioned innovation of the tlemand iconographies, the nmssluction of

copies and the attention to new and also foreign nfafkets.

822\/ERMEYLEN 2003, pp. 7A00;BLONDE-PUTTEVILS 202®, pp. 128.

823 A series of mostly anonymous painters who produced works in the style of the previous
generation of Net formulde awmelries hr eapadtsedd .alTrhoesste iodent i
became a commercial succBe8ANTWERP-MAASTRICHT 20052006 passimGODFRIND-BORN in
ANTWERP-MAASTRICHT 20052006 pp.10-29.

824 Se@lONCKHEERE 202\, p. 267.

825SeeSTock 1998.

826 The main markets of the city had been for a long time the Donfaicdfounded in 1445
andOnser Liever Vrouwen Ramdied in 1460. These markets were organized by the Church. In 1540
was founded the first natclesiastic market, thecadledSchilderspand o r t hrmearket8eent er s &
VERMEYLEN 2003.

827 Summarized iBONCKHEERE 2011, pp. 2527;JONCKHEERE 202Q, pp. 277288; for an in
depth discussion of the causes and consequences of a pearnaragkgtsee/ERMEYLEN 2003, pp.

35108.
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To these socieconomic aspects it is necessary to add up the impact of relevant
historical events that affected the whole territory, and Antwertidgaolgg and that
deeply influenced the artistic production of the time.

The revolt of the Seventeen Provinces against Philip Il, or the Dutch Revolt,
started in 1566 after years of s@alitical and religious tensions. Onedqagode
thatderived fronthe aforementione@nsions and that caused even more tensions
- was surely the outbreak of destruction of religious images led by the Protestants
community in the Low Countries, widely knowtheBeeldenst&fihhis iconoclastic
fury spread from th8outhern Netherlands, where the attacks focused especially on
Antwerp and @ent, and then moved to the provinces of the north, reaching
Amsterdam and many other <cities. A conse
decision to send, in 1567, the DukAlg& with an army on 10,000 men to sedate the
rebellion, decision that exacerbated the already compromised situation. After an initial
success, the devastations of the sol | e d 0 Fjwaused Antwerp to begode
more engaged in the rebellion ag#émsHabsburg King, at the point that the city in
1579 joined the Union of Utrecht and became the capital of the Dutch Revolt until
1585, when it wakefinitivelyreconquered by the Spanish troops. The 1585 reconquest
considerably crippled the commereigbansion of Antwerp because the Dutch
Republic closed the Schelttte main trading route of the cignd moved the trade
to the ports of Amsterdam and Middelbtftg.

The consequences of tBeeldenst@mna of the controversy on images on the

artistic life of the Low Countries cannot be overstated. The years between 1566 and

828 The literature on the phenomenonaanoclasnis vast. Fundamental studies on this topic in
relation to he Netherlands afeREEDBERG 1988;SCHEERDER 1998;ARNADE 2008; and the recent
BRUAENE-JONCKHEERE-SUYKERBUYK 2016.0n the problem of image debaiehe Low Countries
before 1566, s&édOXEY 1977, pp. 14862.

29T he OSpanish Fur y 6 ndndawmstatonssokcities énghe boiv Cauatriek i ngs a
committed by the Spanish troops between 1572 and 1579, the same troops that Philip 1l had sent to
pacificate the region. The lootings were likely caused by delays in payments to the soldiers. The most
infamouseventwasthesvnal | ed 6 Sack of Antwerpé6, in 1576. The
worsened the hate against the Spanish Habsburg monarchy even from the Catholic side of the
population. SeleamP0O 2017

830For the history of the lortigrm impact of closing the river Scheldt on the city of Antwerp and
for the rise of the city of Amsterdam, ER&HOVEN 1996 DAMME 2010, pp. 48603.
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1609,year in whichthe sec al | ed oO0Twel ve Yearsd Truceo
hostilities between the Southern Netherlands anbutch Republic, have been a
period of great experimentation in the figurative arts. In fact, as analysed in
Jonckheereds book oloonocldsma skdjeet thatfidd beenr t  af t
usuallyneglected by the historidfigrtists were confrontedth new problems and
they adopted new solutidfsThe religious discourse on images was directly
threatening their means of sustain, and they had to find different approaches to
continue performing their work without being accused by neither of tbesfacti
involved: the Counteeformed Catholics and the Protestants. These circumstances
brought to stylistic and iconographic innovations, the result of the work of artists who
oexperimented deliberately with dlecorum i
i di %mo .

This generaintroduction aims to contextualize tharent and the following
chapteson t he use odachofithenn devotedto arcatedgdrirtstic
subjects: the religious and the mythological paintings.

The first theme that will be addressed here is the receplidan ofiretigiods s
inventionsn the context of the Southern Netherlands, with particular attention to the
artistic scenerBssels and Antwerp, for the aforementi@gdianationsThis topic
can be challenging for different reasons.

First of all,the ideaof reception as intendidiere, namely a conscious act of
selection and reinterpretation of madkds to very different atputs. Charles V
sought after copies of devotional paintings by his Apelles and commissioned them
from painters of his entouragary of Hungary and Philip Il did the saas# the
case of Mi c hi el EtoexHornweddheMateo oloresa theo f t he
reproduction of almostalltfeTi t i ands paintings that arr
of Madrid.Copying and adaptirage fundamentah the process of reception. To
mention Coxcie agai n,religousnodalsehroughouahise d us e
careemwas not limited to copies, theéhandled the originals with different purposes

and achieving a series of different resditghe basis of what has emdrgethe

831 A summary of the state of the @frthis topiccan be found iIFREEDBERG2012, pp. 249.
832SeeJoNCKHEERE 2012.
833 JONCKHEERE 2012, p. 10.
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anal ysi s of Co x dtwikbegossithleaVictherddsvelopeddettprt i o n
delineate these processete first, introductory paragraph.

Secondly, for the case study selected for this cliawittihe necessary to add
another layer of approach and to change the perspective from formal issues to
iconographic matters. T dAdoaton of hesshephiesie r ec e
fundamental to considarseries of theological connotaticasied by the subject.

These aspectsannot be ignored in a time and a territoryhich the religicu
discourse reached such levels of impact on the visual arts. For the reception of this
subject in the wdlgatTitian hacklaborated,itve first need to clarify some overlooked
aspects of this iconogragndtheir possible literary sources. This witlecm handy

once considering how the propagation of the model among Netherlandish artists did

not just rely on compositional and formal aspects libeological implications.

4.1 Experimenting beyond the model: between copying and adapting
religious paintings

Discussing about copies is always problematic. In fact, a copy is an object that is
difficult to classify. There are different terms that have been used to describe the
nuances and aspects of a copy, according to its materiality, functionrelatienor
to the original, and scholars do not usually agree on their use. How to precisely describe
the operations on the models made by the artists that we have analysed so far?

Michiel Coxcie was judged a good copyist. As mentioned above, both Mary of
Hungary and Philip 1l entrusted him with the reproduction of artworks that were
considered masterpieces, Descent from thelgrd®sgier van der Weyden and the

Ghenaltarpieby Hubert and Jan van Ey€kese copies were meant to replace the

original s: the first one in its original
since it was impossible to purchase and
brothers.

Especially in the case of tBaenaltarpieche copy by Coxcie for thkeng of

Spaindirectlybased on the origirfétbut at the same time «resonant with the new

834SeeSUYKERBUYK 2013, pp. 24.
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standards for pictorial effects and beauty matching other works in his coft&ctions»

In fact, it was to describe this very reproduction that the artist amel Litexas de

Heere (1534584) introduced thermokopi@ i n t he artistic voca
Countries®*®*Thi s term der i veope farnadm steheensF rt eon chha v
di fferent meancounterteiir dmctalues eDutec Hs& r e wan

that Coxcie had an active and not a slavish role in the process. As phrased by Wouk:

c[é] 6copyingd the van Eycks was a perform
adopting a distinctly Eyckian manner of painting in homage to the source while also
introducing important stylistic and iconographic modifications that signalled the

di stance from tFis 6ancientd prototypeeée

If we follow the terminology defined by Hélene Méitvae can consider these as
dOexact copiesd, bec ausheappearange ofitleerorginadsu p p o s
and to substitute them in a different location. This differs from the concept of

oreplicadé because of iIits production and
oprincipaal, or the ori gi natkshopiomthetartise who evasst e x t
supervising the process. However, t he i ¢

because the copies were not necessarily duplicating the original. For instance, Coxcie

835\Wouk 2019, p. 233.

836 The termkopievas used by de Heere in is c. 18880 the Ghentltarpieci which he
celebrated the original work and the copy that was made by Co¥émuiS2eld, pp. 22342 .For
hisrole in the development of the Netherlandish art theoEsgeR 197273, pp. 11-327;MELION
1991 pp. 129142.

837\WouK 2019\, p.234.

838The literature discussing the phenomenon of copy in the Renaissance is vast and complex. What
is meaningful in this context is to establish the vocabulary to identify the main different type of copies.
On this regard, Héléne Mund did analyse tfexetht uses of the terminology in the previous literature
and defined a glossaWuND 1983, pp. 1:31. A recent contribute on the issue of copy can be found
in NAGEL-WooD 2010, esp. pp. 2@99. For some interesting insights on the practice of copy in the
Flemish and Spanish environmentBseeAvITIS 2018 AMAS-GARCIA 2021.
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made some important changes inGhenaltarpiedeut his does not undermine the
substitutive purpose of the paintamgl its claim for authenticity

To record- or document an esteemed piece of art was a common practice. As
we have mentioned before, Alonso Sanchez Coello copied for Philip Il m@strofor &i
and Mords paintings and, as far as we <ca
until the present day, they were mostly what Mund would define exachltdipees
changes introduced by the artiie different scale, the focus on certaineziesrat
the expense of others, the reluctance to adapt the pictorial techmigue
nevertheless preserving the composition and the appearance of thé“original.
Ultimately, these copies were not attempting to deceive the viewers with perfect
resemblanc®©n the one hand, thevoided the accusation of forgétgn the other
hand they maintainéieir value of devotional objects.

However, this is not the most common use of a model. In fact, the art of the
Renaissance was inherently imitative on various aspects. On a more theorical level, it
followed the precepts of timaitatipaemulatendsuperataerived from the classical

rhetorig that we have previously mentior@d a morepracticabne,modelswere

839 One of the most notable changes is the addition of the portraits of Charles V and Philip Il
among the Christian Knights. The copy preserved the original for th&bignpivhee is today, and
is somehow updated for the patron, who became part of the history of this document of artistic heritage.
SeeUYKERBUYK 2017, pp. ~83.About the issue of authenticity of the religious paintings as objects
of devotion that were reproducemmg 0 pr ot ot ypedé (the original and aut
image) Co x c i e 0 sGhenbafiaypikad beerestudidd fram this perspectivdARTH 2025,
pp. 116137.

840 A theoretical antecedent for this practice of copying whilevprggbedevotional value of
the original was elaborated by Francisco de Holand®mm laipintura antigihen calletb paint a
copy of Christds image in the Papal ds pamtl ace Sanc¢
a copy of the dginal in his own technique. In fact, since he was mastering thdisetgbere it
clearly appears his Roman art theoretical formation), he was able: «to work in different artistic media,
scales and manners but above hall to imitate everythingdhaadGinvented and created faithfully»;
HARTH 2028, p. 123SeeHOLANDA 2013, pp. 14148, 22221.

81The issue of forgery in Renaissance art, espec
masterd as a matter of economical and qualitative
general introduction, s&JLLER 1989, pp. 14149;SPEAR 1989, pp. 9B9; JONES 1992, pp. -14;
PARSHALL1993, pp. 55879;Wo00D C.2008passimAGEL-WooD 2010, pp. 26399,DAL PozzoLo
2011, esp. pp. 413.
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related to th@roceduresf the workshopsteaching through copy, reusing models,
variating on the same theme. Most of the example here analysed, belong instead to the
categpy of the o0free copyd or oOcreative cop
ocopydé seems not to fully cover the proce
described as oOadaptationséo

Both Coxcie and Mor s el e cahdely skilulyci f i c
used them to achieve their own goals.Wireteadlor 6 s ref erence to t
devel oped for the Habsburgs by the Emper
his career, Coxcie almost neaegknowledgedis sources clearly. Hs @8 of Ti t i an
works was bounded to his interest towards Italian art as the expreasioh @a nt i c a
formal values. Therefore, the Venetian was one of the many artistslialaghd
with to fully achieve the understanding of Roman and Greek art.

Apart fom the issue of copying, there are other aspects that must be addressed.
For the XVIith century onward audience, damonised and literayi dea of Ti t i
as an artist was not just linked to his models, but also to specific themes that he had
painted fo an internationaliteHe was the painter of theesiaamely the sensuous
mythologies that could compete with literary poems, of the naked flesh and the intense
religious scenes bathed in shivering light. Some subjects are still inextricabtly connecte
to the name of the Venetian master. However, how correct was this statement in the
XVIth-centuryNetherlands®hich inventions and themes by Titian had a factual
reception, and how were they treated?

These arethe questios thatwe should bear in mind idhdiscussing the wide
range of approaches to the art of Titian by Flemish artists.

4.1.1 The many lives of th&cce Homoand the Mater dolorosa

Whenin1555Char | es V ¢ ommi s skcecemendyue, thatopy of
was destined to the chapel of Coudenberg palace, in Brussels, he probably just aimed

to have a piece that functioriedocof anothe®** The task was entrusted to Jan

s42¢c [ €] pour avoir faict ung pourtraict déung Di
Tysian, painctre de Venise, avecq la grandeur des bordures y servans, et, apres avoir faict ung quartier

desdictes bourdures et le monstré a sa Majesté, icelle le vollut avoir faict en quareure de mesure juste,
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Cornelisz Vermeyen, who had been court painter of Margaret of Austria and Mary of
Hungary and who accompanied the Emperor in his conquest of TunistffA$35

we have already mentionedhbad beersent by Mary of Hungato Innsbruck and
Augsburg to portray family membensd a large number of his known works are
portraits.Again, we can reiterate the idea of the court artist whedarsdries of
operations: to portray, to replicate the pistreamany of them canfeom his
workshop), and to copy paintings. For these artists it was fundamental the practice of
producing a number of copies of the same object, with the different intentions of
spreading, multiplying, or preserving the original. Unluckily, this copgtwidse|

many others recordedHiabsburgslocuments and inventorf&However, we know

two elements that might reveal the nature of this copy.

First of all, we have a precise idea of his art style. As pupil of Jan Gossaert, one of
the first secalled Rmanist painters who worked with thd | &idiomtin tea
Netherlandshis figures are dominated by a certain Cdtaiiah plasticism and a
strong contrast between light and sha&®ws. exemplar painting for his approach
to religious subjects is th@nel depicting theoly family at the @ieded 1532 or 1533
and now at the Kunsthistorisches Museukfiefna(Figura33.5*°

ce que icelluy maistre Jehan a faict gerdik a perfection, livré et tyré en coulleurndorr 1989,
I, pp. 38, 98; see aldarRTH 2021, pp. 104112.0On theCoudenberg palace, 8&&GNOSTOPOULOS
HoussIAu2006.

843To celebrate this important victory, in 1546 Mary of Hungary and Charles V commissioned the
artist a series of twelve tapestries glorifying the recapture of Tunis from the Tdde\ $889 The
commi ssion of the copy aéyenchadbden rederginstudiedsycHc e Ho mo
2028, pp. 6784.

844For the documents abodte r me gogyNSEEENCHART 1856, p. 13&0RN 1989, I, p. 38.
See the example of the inventory redacted after the death of Philip Il, listing two versions of many
religious subjects by the Venetian, or the copies that Rudolph Il asked for his own collection, probably
made by Alonso Sanchez Coello. The copies are listed in the 1621 inventory, and they are all lost. It is
challenging to identify these copies unlegsrdmained in their original locations or collectans.
thecopies in thenventory of Philip Il seleALOMIR 2021 pp. 6475 For Rudolph Il, seEIMMERMANN
1905, pp. XLV, XLVI.

845For an analysis of the role of Gossaert in importing and developiggagéa | | dnathret i ¢ a
Netherlands, see the recBassM. 2016.

846 Jan Cornelisz Vermeyedply family at the; fit632/33; 66,5x50,5 cm; oil on panel;
Kusthistorisches Museulfienna SeeHoRN 1989, |, pp. 102.
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Secondly, Charles V had a particular interest for these subjects. He did send a
painted model of Bater dolordsdritian in order to have an image that could fit his
devotional expedtans, he commissioned Michiel Coxcie to paiBtee Horaad a
Mater dolordsa pair with Titiands, and he made
for the chapel of his own palace, the historical residence of the BurgGhdides.

Vos attehtsowcoppras substitute for Titié
document in which the Emperor resoltles payment for this work to his court

painte*’ In few sentences we notice that Charles V underlines the resemblance to the
original and especiaihat Vermeyen had made it with the right meaJurefore,

we might assume that the Emperor cared mostly for the function of these paintings as
odevotional toolsé, placed in relevant r
these two elements, vean assumavith a certain degree of confidertbat

Ver meyends copy was reproducing the them
qualities.

It is necessary to repeat, in order not to lose sight of our line of argument, that the
Titian of theEcce Honman slate and of th#laterDolor@swas the artist who
experimented with models and language from Clkalyaland not the famous
Venetian master of the o0l ate manner 0. Ch
his muscles and skin capturing the likgha statu&®and the subject, in diptych with
the MateiDolorosa was particularly popular in the Netherlands and appealing for the
devote Charles,Who personally commissioned copies and variations on the theme
Even though we are naferring to the painterly and visible brushwork that would
become the signature style of the master, but to a more concise and plastic pictorial
effect, it is not likely that Vermeyen would have tried to reproduce exactly the original,
and in particularat in the technique.

There is another painti ngEdcHomanditas al wa
is a panel of the same subject by the hand of the painter Maerten de Md@0R)532
Now in the church of Saint Jacob, in Antwerp, it bears theustgofthe artist and

847¢c [ é] icelle (Charles V) le vollut avoir faict
Jehan a faict en diligence PNcHaAS&E 13B.on, | ivr ® et
848 This effect also depends on the material of the supjak,dhhte, that influences the quality
and the expressivity of the pictorial surfaceN8ereN 2017, pp. 366.
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the date 156@igura34).2*® As recorded by Karel van Mander in Sictilderbogke

artist from Antwerp had travellexditaly, stopping in Rome, Venice and other cities,
beforehebecamepart of his hometown guild in 1589t is widely accepted that, in
Venice, he was employed in the workshop of the painter Jacopo Tintoretto (1518
1594), but none of his Italian works hachIseeely identified*In the art of Maerten

de Vos after the return to Antwerp, different scholars have identified motives, gestures
and poses thatightr ecal | Tintorettods wor ks.

I n spite of this acknowledged 8Veneti a
appears rather unique in the art of Maerten de Vos. As noticed bj*Zveitaint
Jacobds pan BEdce HommvenrDolling’a late pamting dated around
1560(Figura39, more than theersiormade in 1548 for Charles V. In fact, the frontality
of the body and the position of the head coincide. However, the resemblances could
be circumstantial. This representation of GHri@ttal, his wrists crossed almost ate
the centre of the bust, withetpalliunon the shoulders, a cloth around his waist and
the head slightly inclinedas particularlgommonin Italy and across the Alps. One
example is thEcce Horby Quinten Mssy$1456/661 53 0) at t he Doge?o:s
Venice(Figura3d, a panel that might have HBeen at
But the theme of the suffering Son of God, in an isolatefibladf showing the signs
of the Passion on his tortured body, wasgasticularlydeveloped in Lombardy in

the first decades of the century, especially in the work of Andrea Solarie (c. 1465

849 Maerten de Vogcce homidb62; 76x64 cm; oil on panel; Skobb; AntwerfseeFAGGIN
1964, pp. 552;ZwWEITE 1980, pp. 383, 262MEJIERIN VENICE 1999, pp. 50803;TAGLIAFERRO
ET AL. 2009, p. 355.

850MANDER (1604) 19949, |, pp. 31-818.

851 For Maerten de Vos and Tintoretto or, more generally, Venitey=erANI VIRDIS 1977,
pp. 314;LIMENTANI VIRDIS 1996,pp. 139143;MEIJER in VENICE 1999, pp. 13T138;HOCHMANN
20009, pp. 635.

852ZWwEITE 1980, pp. 382.

853 Titian; Ecce hopm 1560; 73,4x56 cm; oil on canvas; National Gallery of Ireland; Dublin, See
WETHEY 196975, |, pp. 888;VENICE 1999, pp. 52621;HUMFREY 2007, p. 22NMENICE-VIENNA
2008, pp. 26365.

854QuintenMassg,Eccehomo ¢ . 152 0; 95 x 7 4 Patage;Venice.Béevoace panel ; |
1999, pp. 518, 52fyr an analysis of the iconography between Venetian and Flemish models, see
BELLAVITIS 2011, pp. 26369, 36B65.
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1524§°° The artist from Milan produced many different variations on this subject,

slighty changing the pose, the format and the attributes of Christ. The one that seems

to be more relatabteo  d ds thé eessidn of the Indianapolis Museum of°Art

which is known through different repli¢aguras?). It is necessary to keep in mind

these models, even though they are not fully matching the work by de Vos, because

the comparison with Tit appea@rsatishing.| i n ver si
However, since the chromatism, the use of light and taim cegards, the lively

brushstrokes, might still point towards the Venetian, we cannot exclude a correlation

with a differenEcce Homby his hand. First of all, there was at least another version

that was sent to the Low Countries in the 1550s, ndraelforementioneahe or

two Ecce Hosfor Antoine Perrenot the Granvelle, now.idSecondly, we should

consider the work after which the print by Lucas Vorsterman H{&68%was made

(Figura39.%%8 This was considered to have been engraved aff@cthelorowned by

Anton van DycR*This suggestion was not accepted by Wood who, in his study over

the sec a | Cabidetde Télen ar gues that the version in

have been instead very close to the one now in the Brukenthal National Museum of

Sibiu®® Therefore, ie print by Vorsterman should have been after another version

855 Zweite underlines that tiiecce horbp de Vos has many traits in common with the hieratic
figures of X\th century, and in particular thiees by Solari@welTe 1980, p. 40.

856 Andrea Solaridcce hopw 1509; 59,7x41,4 cm; oil on panel; Indianapolis Museum of Art;
Indianapolis.

857The commissionfaeplicas of th&cce horfiom Titian by Granvelle was part of the strategy
of emulation thatharacterised tmeechanics of the couBeeSCHWEIKHART 1997, p.24&or Ti ti and s
replicas of this subject, SeaNNIDES 2019, pp82-95.

858 | ucas Vorsterman Il after TitiaBcce hopm 164650; 229x152 mm; National Gallery of
Ireland; DublinSeeHOLLSTEIN 1993, XLII, p. 92.

859\Wethey thought that the print was made aftéde¢h&loman Dublin, therefore it might have
been from the personal collection of Anton van Dyck, who purchased a canvas of this same subject.
WETHEY 196975, I, p. 88.

860 The Ecce hormaned by van Dyck was most likely the one that he had recorddthiahis
sketchbooWwhich is similar to the one in Sibiu except for the presence of the Jew at the left of Christ.
The Sibiu painting is likely the one originally in the collection of the Venetian Barolomeo della Nave
(7??21636), then in the gallery of Coudenbalace at the time of Archduke Leopold Willhelm {1614
1662). The artwork was also recorded in the 1651 painting by David Tenerd 89@pf0rtraying
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and, even though this engraving presents many similarities \ittehdomo
Dublin (Figura3g, thepalliunon both shoulders of Christ suggests that the model might
have been yet another version ofgbee Horffo

In this crowd of replicas and variations, there is one more priist waath to
mention, namely thecce Hortrure 13®Nngraved by the Flemish Jan Sadeler the Elder
(15501600) after a work of the German artist Christoph SchwartzZl8%48?The
biographer Carlo Ridolfi (152858),ir. e Ma r a v,wrgté thaeSclivartzhad ar t e
wor ked i n Ti likelydbetviesn the @550s arld a%6Despite the lack
of documents to prove this statement, a certain number of his paintings show a
Venetianinspirationand some elements of Titianism that suggest themacof
Ridol ffds words

Moving back to the engraving, it is interesting to notice that there are many
elements in common with the painting by Maerten de Vos. In the two images, the
pallium is on both shoulders, tied with a knot showing a smalldéagp that is
repeated also in the rope around the wristst he cane in Christods
of his arm and presents leaves. Apart from these similarities, we should also mention
that the position of the body is not exactly the same, and wed=monstrate that
there is a direct relation, nor between
between thé&cce Honlwy Schwartz and a possible lost model by Titian, one of the
many.

In all of these examples we were looking for a perfect étergwhen we ignore
the extent of the mo ckeck Hdojnorthe dppearancecdn (|
the model itself, supposing the existence of a different lost one every time that the

differences are difficult to explain. This way of procebdingyer, does not consider

the Archduke Leopold Wilhelm and the artist in the archducal picture gatleeyKnridtistsakches
MuseumoWienna For t he van \Dgop X189, pe 68695;doctheipmvenience e e
of the Sibiu painting, sBé&mBoiu 2017, pp. 19219.

861 SeeVENICE 1999, p. 520.

862 Jan Sadeler | after Christoph Schvizgee hoymidb791597; 196x123 mm; engraving; British
Museum; LondorHOLLSTEIN 1980, XXI, p. 118.

863RIDOLFI 1648, I, p. 225.

8640n Christoph Schwartz and his relation to Venice and the Venbtalisgén VENICE 1999
p. 503MEIJER1999, pp. 12156.
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the aforementioned conceptagimulagibut just the one of copywhenboth of these
precepts were equally valid in thethMientury art of the Low Countries, and they
were at the origin of inventions, copies\arnts®® A couple of examples which
had been related to Willem Key might give some relevant insights on the application
of these precepts and the afterlife of Hoee Homend MaterDolorosin the
Netherlands.

Giorgio Faggin, in his classical ess#lysompact of Titian in the Low Countries,
published two paintings, Boce Homaod aMateDolorosdrom a private collection
in Amsterdam and a Cologne auction h¢eige«49, and he attributed them to
Willem Key, but this attribution has been recently disptitée first is very close to
the painting for Charles V. The general physicality of the statuary tormented Christ is
here less bulkglenderer and more elongated, and we can fully see his hands. And
while even the knots seem to overlap, the right hand of Christ, partly cut in the original,
appears clumsy and not well executed, like it was unsuccessfullyeckesigorefil|
the gapThe quality of the picture does not allow to comment on the technique, but
we can imagine this as the kind of copy Jan Cornelisz. Vermeyen must have painted.

The discussion is different for thkaterDolorosa he figure does not coincide
with the two ong that Titian had sent to Brussels in 1554 and s position of
the handsbrought tothe chest in a gesture that expresses humble and constraint
affliction, changes the attitude of the Virgin. The body is leaning forward, diagonally,
towards the pasbn where Christ is supposed to be, the face appears somehow softer,
and the tears less evident on the pearlescent complexion. Is there an original by Titian
for this painting of the Virgin? Should we suggest, instead, that the painter might have
copied he lostMateDolorosay Michael Coxci¢he onethat was supposed to pair
with theEcce Hombthe Prado in the 1558 inventory of Charles V?

It is surely fascinating to look for a precise model, @neldiselyeconstruct the
appearances of lost paigs, but it is also utterly simplifying. In this regard, we can

consider another painting including the same subjects of the Virgin and suffering

865SeeJoNCKHEERE 2012, pp. 719.

866 Willem Key (?)Ecce homo and Matrosa. 1550; 65x52 cm each; oipanel The Ecce
homo was in the private collection of doctor H. Wezlar in Amsterdam, wiidedBmlorossppeared
on the art market in the Kunsthaus Lempertz (lot 45, 21 November 20Ea:@rel964, p. 50.
Jonckheere argues that the attribution taegsustainable, sSEaICKHEERE 2013, p. 157.

222



Christ (Figura41), also attributed to Willem K&{yThis artwork presents a peculiar
concept: it reunites in the same pictorial space twbkiedigures that were usually
isolated, each of them suspendeithéir sort of norspacé® The two parts of the
diptych are merged into one, in an uncommobnot unprecedentadlution for this
iconographyrigura4) 2 The painting seemstohen adapt ati on of Ti ti
for Charles V into a new artwork.
The half figure of Christ panted by Key maintains the general idea of the one by
the Venetian. A great attention is given to the body, to the nunsigeshe skin, so
much that it resembles a statue in flesh. Again, the body is not bulky, but wiry end
elongated. As noted by Jonckheere, also the features of the face are very different from
the one by Titian. In general, Christ is more elegant, yntaatveesembles tligce
Homdoy Maerten de Vos.
For the Virgin, the model might be MateDolorosaith clasped haatdhe Prado
(Figurd1), the first one that Titian had sent to the Emperor, but her relation to the space
and to Christ appears completely different. She turns her body toward the one of her
son, the hands claspeat tightly and the face on a different angle,-tfuager but
slightly inclined. The clothing is more simple, even essential, if compared to the
transparent veil and the t hrmel@os#&sdor our s of

Christ, the likeess of the face does not resemble the model at all.

867\Willem KeyEcce homo and Niatlerosd5551560; 74x100 cm; oil on panel; private collection.
SeeloNCKHEERE 2013, pp. 1558157, JONCKHEERE 202@®, p. 164.

868 The source for this iconography had been identified in the tradition lofailpe Pietatis
originated by the mosaic icon in the Basilica of Santa Croce in Gerusalemme, in Rome. For further
bibliography, sedYGREN 2017, pp. 366; for a more general dission on the iconography of the
Man of Sorrows, s&®GLISI-BARCHAM 2013.

869 An example of the Ecce homo and the Matdorosain the same space, next to each other,
is the panel by the Netherlandish painter Adriaen Isenbrandt {£5%490n this paiimg, dated c.

1530640, the two figures are located in an architectural frame that opens on the view of a city in the
background. A column is separating them, and they are not interacting, even though their sufferings are
related to the one of the otheelgy 6 s wor k i s conceptually different
neutral background, suspending the two figures in a space for meditation. Adriaen I€#nistandt;

crowned with thorns and the mournmdl¥8@i6; 104,4x92,7 cm; oil on cavansferred frompanel

Metropolitan Museum of Art; New York.
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Apart fromreinforcinghe ideahat Keymight have beamelcome enough in the
court environment to visit the Habsburg palace, where the paintings by Titian were
held until 1558°this paintinglsorsesyue st i ons on the artistaod:
far, the artists that we have been discussinglvezttyrelated to the Habsburgs, or
to the courtAnd Key would fit in the grougVillem Key was at first trained by Pieter
Coecke van Aelst, from B6@ about 1538'Coecke was considered an expert in the
Italian idiom, and he had a prominent role as a court artist under the rule of Mary of
Hungary and Charles V. His workshop was one of the most important of Antwerp at
the timéf?andit allowed Kex o get acquainted with pain
collection and to tie connections with coeldted patrori€® Between 15389 and
1542, Key finished his apprenticeship in the workshop of Lambert Lombard, in Liege,
when also Frans Floris was trainiayé.

Lambert Lombard was part of the group of Netherlandish artists who went to
Rome for their training, and after that they imported and elaborated laoththé a nt i c a
language and the imagery of the Italian Renaissance. Lombard did not limit his efforts
to a merely artistic point of view, but he was interested in the Italian artitbetidy
read and study the writings by Leon Battista Albert-{#4@%, and he reflected on
the issue of the socghtusf the artist in the Netherlarfds
Lombardf ounded i n Li ge what can be consi del
Low Countries, where his students used his drawings as models to copy, following the
example of Andrea Mantegna (14306), Albrecht Direr (141528) and
Raphaél™ For Lombard, drawing was the most important practice to achieve artistic

870 Jonckheere argues that visits to the Habsburg palaces would explain the presence of specific
architectur al el ements in Key®6s palasttsippey s, such
Dordecht. SedNCKHEERE 2018, p. 157.

871FRIEDLANDER 196776, XIll, p. 51.

872Se@]ANSEN 2007, pp. 8304.

873 Jonckheere underlines that his connections can be testified by his portraits of members of the
courtés entourage, such as Granvell e, the Duke o
JONCKHEERE 20138, p. 16.

874 The literature on Lombard is particularly vast, but a pivotal study is theDmne41hgNE
1990. For a recent and relevant essay on the role of Lombard in shaping the social status of artists in
the Low Countries, s&¢ouk 2012, pp. 365.

875\Wouk 201%, p. 114.
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perfection, to find out and learn the fundamental rules of art, whredahangfully
c a | gramhat@@’lt is interesting to point out that, in his artistic process, Lombard
was both copying the soureage are mostly talking about Roman antiquitied
alsogoing through a series of adjustments, corrections and variations. This process,
especially evidein his studygrawings, can be associated to the rhetoric concept of
aemulafig

Due to his training in Lombardods wor ks
theoreticamilieuHis approach to sourcesot just the classical ones, but also the
contempoary ones, Lombard includedias not to imitate them, but to use them to
achieve new and better solutions. In other words, as Jonckheere argues, the fact that
the specific sources are not so evident, might reveal that he had really applied
L omb ar dfesulatiod’® a o

There is another painting MaeDdoeoga t hat |
namelyhis Pietdrigura43 2 °This is one of thmost famous works by the painter, and
it is known in many replicas and variations made by him and his &sistants
composition of the panel relies on traditional Flemish sources, in parti®iketathe
by Quinten Massys and works by Rogier van delewand Gerard DavidIn spite
ofits OFIl emi shnessé, the painting shows a
classical torso of Christ and the atmospheric landscape. Jonkheere argues that the face
of the suffering Virgin appears differentftome of aci al typed used
religious paintings, and titat e s e mb |l es ¢ | os el WataDbl@osd i k e n e s
with her hands apatid3) 5

876 The termgrammatidarives from theiviunof the liberal arts (grammar, rhetoric, dialectic), and
it is used by Lombard to describe a set of ofirm
of grammar meant to elevate art to the level of liberal arts, and it was described byt @npso
more certain, infallible science, free of criticism¥W@&ae201%, pp. 104135.

877\WWouK 201%, p. 115.

878 This concept is discussadoNCKHEERE 2018, pp. 1617,passim

879 Willem Key;Pieta c. 1550; 112x103 cm; oil on panel; Alte PinakoBwlerische
Staatsgemaldesammlungen; Munich-FeE®BLANDER 196776, XllI, p. 52,JONCKHEERE 2013, pp.
163167.

880 SeeJONCKHEERE 2013, pp. 181182.

881 JONCKHEERE 2018, pp. 164165.

882 JONCKHEERE 201D, p. 165.
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Even though the two Virgins resemble each other, there is an issue to address. First,
Ti t iDalordss a painting that was made after a Flemisihe] as we have
mentioned before. Timeodel was chosen by Charles V, and it might have been painted
or drawn by a court artist, likely Michiel Coxcie for stylistic reasons. Since this specific
work had to meet the Flemishientedpreferencesf the Emperor in matter of
devotional paintinggte can see t hat (DalorogghedhapendE nt s i n
the vell, the rigid posture, tliempke 0 teagsi hd been elaborated from thedel
Therefore, we cannot give for granted th
Virgin are diretly related, because they might both refer to the same sources.
However, Key 0s &adaHbotamlMatedDolorasduggé@sisthatden 6 s
was well aware of theseentionsandthat he knew how to use them through a
creative process of adajutat

ToconcludetheanalysfiK ey s r el i gi ous paintings de
we should mentionkdoly famithat had been recengigssedn the armarke (Figure
144, and that was attributed to the Flemish &Ri$his panelin fact,appears
extremelyelatable t@itiand s uraler many points of view. The attribution was made
due to similarities with anothéoly familyy the artist a more complex composition
including saint John the Baptist, the lamb and an angel crowning the Virgin with a
flower garland which was sigdeby the artist and dated 15Bthure145.8%* To
strengthen the connectiore wight add to the group anothtaly familigigura46.8%
Thisoneincludegust the Virgin, the Child and saint Josaptihas a lot in common
with boththe aforementiongohintings: with the signed version it shares the pose of
the Madonna, with her eyes gazing down and the hand reaching for the grape, the ruins
in the background and Jesus playing with an apple; while it is comparable to the
Titianesque o olahing and veit, thee spatfal cogpositiorsand the

relationship between the figures. Another recurring element in the three paintings is

883 Willem Key (attributed tojoly famil\89x76 cm; c. 1550; oil on panel; Bernaerts, Antwerp;
12.09.2019, lot 6&INCKHEERE 2013, p. 172.

884\Willem KeyHoly family 1551 ; 129, 7x99,3 cm; oil on panel ;
46.FRIEDLANDER 196776, XIll, pp. 5253;JONCKHEERE 2018, pp. 154155.
885 Willem Key (attributed to}doly family 61, 5x 66, 5 ¢ m; oi l on panel

7.06.1988, lot 22BNCKHEERE 2013, p. 173.
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the centrality of the purple grapes, as a prefiguration of the last supper and the passion
of Christ, and the appleattrefers to the original $th
Unfortunately, the whereabouts oftithe othermaintings are unknown, therefore
it is difficult to judge, for the comparative works, the aspect of the style and the
chromatism. However, for what concernsHbg/ familthat was recently on the
market(Figura44), the style thecolourpalette and even the fagpe of the Virgin, can
be easily rel.atWe tuos el itthiea ntéesr nmoodneoldse | 6 an
the painting does not replicate a specific known work but celeragsats that recall
certain art of the Venetigglementghat seemmore fitting the widely accepimad
easily recognizabled e ai bf an@s g¥fe featuresbd
The face of the Virgin recalls Titianesque features in the dark and narrow
eyebrows, the big round eyes, the {sbaged lips. This fatge can be found in
mythological inventions such askl@aor theVenus with a musjdigportraits- or
pseudeportraits- like La Bellaor religious works likevargin with the Child and saints
from the 1520s and 1530s. However, the warm and earthy tones of the painting, not
only in the figures but also in the flaming sunset that is glimmering in the background,
recalls later works, like the 1558sa®r thepoesitn the work, in addition these
Titianlike elements, Jonckheere identified the use of another source, namely a statue
by Michelangelo, the -salledBruges Mador{rigure147) 2% This combination of
different Italian elements in the same painting, as we have seen, also characterized
Mi chi el Coxciebds use of the models of t hi
An additional aspect t oHohafanailghgws @n i s t h e
unusually rougbictorial technique and a particularly soft render of the skin. It is
interesting to notice the bold touches of white on the red sleeve of the Virgin and on

the transparent veil on her head and chest. The neck of the mother seems as velvety

886 JONCKHEERE 2013, pp. 154155.

887 |f we compare th&cce Honamd theMater Dolorosay T i t i aHoly fandlyh&lattgrd s
seems mor e 0Ve nthat presantd a series of fediuees thag hage dbeen associated with
the XVIth-century Venetian school by the artistic literature from Vasari onward: the attention to the
colour and the tonal painting, the loose and quick brushstrokes, the atmospheric sky.

888 Michelangelo Buonarroiruges Madgmal503.505; 128 cm; marble; Church of Our Lady;
Bruges. SEMANCUSFUNGARO 1971.
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as the chubbyddy of the son, while the reddish and tanned skin of saint Joseph
appears a bit sketchy, if compared to his other religious works.

As for the more experimental portraits by Frans Pourbus the Elder and Anthonis
Mor, also the style of thioly familg an dmost isolated case, as far as we know. Apart
from theEcce Honamd theMateDolorosavhich weredevotional paintings directly
connected to the Habsbumgeferences general and to Charles V in particular, not
manyotherTi t i ands ¢ o rearlg markion thenastistit proiductioraah the
Spanish Netherlandgenerating such a number of copi@aptationsand reworks.

For these reasons it i s meAdoratiorgofthel t
shepheatnong the Flemish painterstia second half of the XMlcentury, a theme

the reception of whidmad been so far overlooked by the scholars.

4.1.2 Unveiling the body of Christ in theddoration of the shepherds

That the print by Giovanni Britto was widely known is witnessed alse by t
famous letter that Dominicus Lampsonius had sent to Titian in 1567. In this text,
Lampsonius urges the Venetian to make Cornelis Cort, a talented artist who had
collaborated with Titian between 1565 and 1566, the only engraver authorized to
translate Isicompositions into prints. He listed six prints that, in his humble opinion,
would benefit from being remade by CortTitiemph of ChrigteConversion of saint
Paul theNativity of our LptdeSamsptheMystical marriage of Saint Catimekithe
Annunciatiéf The one referred to as tNativity of our Lasdusually identified as
Brittods Adorationbofthe $hepagaistinditieat Titian had made in 1532
1533 for the Duke of Urbirf® The original was dubiously recognized in the poorly
preserved panel now in the Pitti Gallegyra49 while a copy, also in a wrecked state,
is lacated in Christ Church, Oxfofrgura49 3

The print by Giovanni Britt(rigure2) had been mentioned already in the chapter

on Coxcie, as his primary source fogtisaillpredella in the triptych with thde of

889F0r the letter and the identification of every single prirfg;sreA-VoLpl 2001, pp. 11819.

890SedNVETHEY 19692975, |, ppl17118.

891 Titian; Adoration of the sheptBB#33; 93x113 cm; oil on panel; Pitti Gallery; Floramck
Titian; Adoration of the shephaéiets1533; 93,7x112 cm; oil on panel; Christ Church; University of
Oxford. SeeVETHEY 196975, |, pp. 11-119;HUMFREY 2007, p. 154
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the Virgidated about 155B6igure1). After that, another artist, the painter from Gouda
Pieter Pourbus, selected elements from the same print to paint the predella of the
triptych of theCrucifixionow at the Groeningemuse(mgura50).2%2

This triptych is peculiar because it is one of the few altarpieces entirely painted in
grisaille technique that was usually limited to the outside part of the shutters and the
predella, and becausés the only painting on canvas survived by the hand of the
artist**The central and the side panels repr&3eist carrying the thefescent from
the croand theResurrectféin all of them we can identdgaptationfrom different
source®” The Descenterives from a composition by Jan Gos¥aémm which
Pourbus has copied some elements, but shows also echoes from Raphael and a print
by Giulio Bonasongiguras1) 2’1t is interesting to notice that many of the models that
Pourbus had used in tgissailléerived from prints. He combined two prints by Durer
depicting the same subject for@ngist carrying the ores$rom th&reat Passanm
one from theSmall Passi&tror the panel of theesurrecti@looked again at Durer,
namely aResurremtfrom theGreat Passion at Raphael 86s Hel i odor
by Andrea Medof¥ (Figure1sd and at Gi oRegyireotiaft& hGiuloi 6 s
Romang®especially in the figure protecting his eyes with the(sipieid3.

892 Pjeter PourbusTriptych of the CrucifiXibiO; 100,5x105,5 cm central, 103x48,5 cm sides,
20x149 cm predella; oil on canvas glued on panel; Groeningemuseum; BBRIeSESEIB4, pp.
183188;BRUGES20172018, pp. 24045.

893SeeBRUGES20172018, p. 241.

894The choice of the subjects was related to the Bruges tradition of the altarpieces, exemplified by
the c. 151Passietafergighe cathedral of Saint SalvaB®UGES1984, p 183.

895As analysed BRUGES1984, pp. 18388.

896 The Descehy Gossaert is now at the Hermitage of Saint Petersburg.

897Giulio Bonasond)escent from the cr@§60103x101 mm; etching and engraving; Pinacoteca
Nazionale di Bologna; Bologna. Bee|LLUSTRATEDBARTSCH1978, XXVIII , p 118.

898 The two series of prints by Durer became benchmarks for the depiction of themes from the
Passion of Christ. The Great pass@omposed by elewsnodcuts plus a frontispiece, made between
1497 and 1510; the Small Passion is a series dfixhivpodcuts and a frontispiece produced in 1511.
SeeMILAN 2018, pp. 36870.

899 Andrea Meldolla after Rapahdg&liodorus expelled fhe tempédter 1512; 214x314 mm,;
etching; Royal Collection Trust; London.

900 Giorgio Ghisi after Giulio RomanBgsurrection of CABSIB80, 262x178 mm; engraving;

Museum Bojmans van Beuningen; Rotterdam.
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Among the printed sources, Pourbus referred also tenaeih engavings after

Titian: theAdoration of the shepiye@svanni Britto and th&nnunciatidoy Jacopo
Caraglio. Both of these prints had been used as models by Coxcie in a similar contexts,
namelythe aforementioned triptych with thiée of the Virgand the triptych with the
Adoration of the Mueyv at the Escorial

For theAnnunciatiatepicted in the smaliedell@gurass in the left side of the
triptych, Pourbus borrowed the figure of
Titian (Figures).” The resemblance between the two is evident in the elegant pose of
the body, with the arms crossed and the head graciously turning towards the angel, in
the eyes gazing at the floor to express the humility Mary while receisitgpftibe
angelHowever, the figure appears more elongated, and many details in the drapery of
the robe and the veil are different. Mo r
in the use of the lights and the shadows, like a polished statwas\Wheiprint
conveyed through its black and white the effect of a glimmering light, Pourbus created
a bagelief in which the monochrome is functional to render the surface of a stone.

We cannot be sure that Pourbus has seen themp@ni x c i e siénsofitadapt at
but some elements migidint at the printed sourcéhe kneeling table, absent in the
Annunciatidny Coxci e, i s 1 n preédellamd algothe gositiortof i N P o
the dove resembles more the one in the pypairt fromthese visdaorrelations, we
should also consider that Pourbus knew at least another print after Titian, namely the
Adoration of the shejherds).”*

In the centrapredellaf the triptych(Figurass, Pieter Pourbus representkd
Adoratiom a horizontal composition. The scene is crowded, we can see many angels
flying or kneeling around the Child, while seven shepherds are arriving from both sides
of the scene. The Fl emish artisdhei sol at e
collocated them in the new composition. The first, at the very centre of the scene, is
the Virgin who kneels in front of a wooden manger filled with straw. She is uncovering
the body of the naked Christ from the swaddling clothes, a gesture thawilas w
explain, was not common in the Netherlandish visual tradition. The second figure is

the one of the man coming from the right, the left arm raised in the gesture of

%01SeeBRUGES1984, pp. 18687.
902SeeBRUGES1984, p. 187.
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respectfully taking off his hat. The position of the body could overlap the ane of th
shepherd in Titiands artwor k, and even t
of the hat coincide. The only difference is the age of the shepherd represented: a
bearded and scruffy mature man in the print by Britto; a young-skioo#d young
man in the Flemisgrisaille

If we compare the 1550 adaptation of the Venetian model by Coxcie to the one
by Pourbus we can draw a series of conclusions. Both artists decided to refer to a
printed source in order to pairgrésaillé&cven though this ioha rule most painters
used prints as models for polychromous woikis noteworthy that they might have
found more functional to start from images that focused on merely lights and shadows,
making simpler to translate the original into a monochpaim&ng. Moreover, they
also referred to the prototype in a similar way: they isolated single figures and then
moved or flipped them to adapt to the new compositidrformat.
At this point,the recurrent question arises: were these models used dfeitesise
authorshipr was thigsspect merely coincidental?
It seems thateitherCoxcienor Pourbus specifically and meaningfully quoted these
artwor ks b e c au sBeth df theempergedcmany diffarentis@unaes s
their compositionsvhich appear equated and not as part of a hierantippafince
The rewor k of toTitithen imthe@wconmpasitias makestalifficult
to discern the models andeteenidentify an unquestionable and deliberated relation
with the orginal models.
In this contextthe merging of thesaultiple prototypes should not be considered
eclecticfor a series of reasolge must not apply on the Netherlandish artists the
same structural system that it was been shaped in the XVIth cerdarartiatic
theory, namely thdistinction between the-salled Florentinéor TuscarRoman)
and Venetian traditiont the ltalian artistic literature, tdespute between the
Centralltalian art and the Venetian was fuelled by the identificationiofdnent
features of the pictorial currents. The polarization of the concdsgdmdcolore
allowed the intellectuals to argument the superiority of the one over thEheter.
theoretical discussions basedtallnregionalism were not relavdor the artists
from the Low Countries that we have disclissday in fact theylid not hesitate to

combinedifferent modelsogether This attitudeowards the use of Italian models
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further demonstratethat is always fundamental to considerdidance between
theory and practice of avhile studying the phenomenon of reception

There is another aspectthe problenthat is worth to mention in this context,
and it is the iconographical one. In fact, the painting by Titian for the Duke of Urbino
shows some peculiarittat havepassedinnoticedand that are relevant to carry on
with the analysis.

The iconography of the Adoration of the shepherdsa n d saint Bridge
Revelations

The subject of the O0Adoration of the s
oNativityo, was represented quite | ate i
firsttime beyond thAlps at the end of the XWcentury®

The episode is described very briefly in the Gospel of*°tuleer the
announcement of the angels, the shepherds found Mary and Joseph, and the Child
lying in a manger. This scene was usually répceae theendaotf t he O Ador at
of the Magi 0: while the Magi symbolized
Gentiles, the shepherds were the first locals, therefore Jews, to worship the Son of
God. In the most common iconography, the evens ttan a stable or in the ruins
of a temple, where three or more shepherds approach the Holy Family bringing
humble gifts. Instead of goidcenseand myrrh, they carry a lamb that prefigurates
the sacrifice of Christ, eggs, or they play musicairiastau In this scene the Child
is represented as a Aeovn, placed onthegrounchost |y on a hem of t
robe on a heap of straw or in a manger.

The painting by Hugo van der Goes, thealledPortinari altarpiacthe Uffizi
(Figuras6), offers a paradigmatic example of this iconogf&phye Child, on the

903SedREAU 195559, II, p. 23236;LEXIKON 196876, II, pp. 104.19.A study that summarises
the devel opment of the iconogr ap MoONCEELAD.20BVe of t he
pp. 123165.

904] UKE 2:8.

905Hugo van der GoeRportinari Altarpiet47778; 263x608 cm; oil on panel; Museo degli Uffizi;
Florence. Se&TANAZIO 1989KOSTER2000K0OSTER2007 passim
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naked ground, emanates rays of light and is surrounded by the Virgin, gajra Jose
number of angels and the shepherds, all of themaiat ofidoration.

The painting by Titian, as we have seen, presents some peculiar elements. The first
and most important is the gesture of the Virgin, who is uncovering the naked body of
the Child from the swaddling clothes and showing it to the shepherds. This fact is not
described in the Gospels, but it appears particularly relevant in the composition.

The second element is the singular presence of the two children holding a candle.
They areclimbing the ruins of the stable and observing the scene with surprised
expressions. These two details had been overlooked by the scholars, but they might
reveal something more about the literary source of this image.

To depict the 0Addnsostiofithe X¥h anfl eatlyh)Xskh s h e p h
centurear ti sts started from the visual trad
that by adding elements. In the Venetidielclose to Titian, we can consider as a
significant example tiAeloration of thegherdg GiorgiondFiguras?y), painted at the
very beginning of the X¥icentury’®This work and the one by van der Goes present
a similar scenéhe Child on the ground, the shepherds humbly paying their respect,
the Virgin and Joseph kneeling and praying. Most Afltrationsainted between
the XMth and the first half of the XYH century- in Centraltaly, in Venice, beyond
the Alps- maintiin the same elements and the same attitudes.

The main literary source for this representation of the scene can be recognized in
the Revelatiarfssaint Bridge?’ The saint describes her visions ofdtavity in these

words:

906 GiorgioneAdoration of the shephB€#.0; 90,8x110,5 cm; oil on panel; National Gallery of
Art; Washington. S@eeTze 1949, pp. 220;FREEDBERGS.1993, pp. 5¥1 For a study focused on
the theme of the O0Adoration of the shepcherdsd, i
SeeMONTE ET AL. 2007, pp. 12375.

907Bridget of Sweden (c. 130373) was a Swedish mystic and saint who founded the order of the
Bridgettines nuns and monks. Since the age of ten, she received visions that she would record in her
Revelationes sdlbe text was translated into Latin by her confessor Peter Olafsson, prior of Alvastra
and Matthias, the canon Linkdping, in 1373. This collection of visions became popular in the Middle
Ages and in the Renaissance. For a stuthe life of the saint, s&TKOVICH 1973; for its
representations in art, @NBERG 2009, pp. 16169.
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«But yet, at once, | sdwat glorious infant lying on the earth, naked and glowing in

the greatest of neatness. Hi s flesh was mo
When therefore the Virgin felt that she had now given birth, at once, having bowed

her head and joined her danwith great dignity and reverence she adored the boy

and said to him: oWelcomé® my God, my Lord

We can find all of the visual references: the Child on the ground, naked, the light
irradiating from his body and the worshipping posfutteedHoly Family®® As we
have anticipated, this same iconography ohatigty was often applied to the
depiction of theedoration of the shepherddut the Revelatioossaint Bridget also
describes theerymoment of the shepherds visit to the #venmn Saviour.

In her study, Vida Hull comments on the bdbk sexuality of Christ in Renaissance
artand in modern oblisorLeo Steinberg arguing that the work of saint Bridget
popularized the image of the rydof the Child more than the scholar had
recognized®

In fact,the Revelatiacentainsa passage that in her opinion has been overlooked
by the literature, namely the moment in which the shepherds observe the infant to

determine its gender:

908 BRIGITTA (1373) 20045, Ill, p. 25e251.

909 This characteristic would become predominant in the no®athdtiesTo enhance the
supernatural glow of the body of Christ, the scene was set in the night. This kind of representation
would become more and marepular during the X and the XVIth century. Among the most
exquisite examples we might mention theMatilyitypy Geertgen tot Sint Jans (c. 1¢.66495), dated
1490 and now at the National Gallery of London, the one by Gerard David at thistidtiesties
Museum of Vienna (c. 1495), thealbedNightby Correggio at the Geméaldegalerie of Dresden (1525
30). It is also worth to mention the works of Hugo van der Goes. Besides his masterpiece at the
Gemaldegalerie in Berlin,Adoration of thegterdsc . 148 0) d efprind tgehd Owietf H eax tq d
was supposed to have painted night scenes bfathaty but they are mostly copies or doubtful
attributions such as the anonymidasivity at nigfet 1500) at the National Trust or ity at night
(152030) at the National Gallery of London. SeeNHARDT-HIRSCH2008, pp. 13141.

910While Steinberg claims that the nudity of Christ had a theological meaning and expressed the
devotional emphasis on his humanity, Hull propos&setredaticsns the major source for referring to
the genitals of the Son of God. SEBNBERG 1983 HuLL 1993, pp. #112.
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«At the samplace where the Virgin Mary and Joseph were adoring the boy in the
cradle, | also saw the shepherds, who had been watching their flocks, coming so they
could look at the child and adore it. When they saw the child, they first wanted to
find out if it wasa male or a female, for the angels had announced to them that the
saviour of the world had been born, and they had not said that it was a savioress.
Then the Virgin Mary showed to them the nature and the male sex of the child. At
once they adored him wigheat awe and joy. Afterward they returned, praising and
glorifying God for all they had heard and $€en»

The emphasis on the gender of the Child is visually represented by the gesture of
ounveilingd6 his naked body eyondtfemeanst of t
of this study to reconstruct the -develop
or, we might arguthed r e v e-aflChrist,gvbich imore problematic and complex
than we might expect. In fact, is argued by uiists transfeed the image of the
revel ation of the sex of the saviour fror
the Adoration of the Shepherds to other contexts, such as Adoration of the Magi,
devotional images of the Madonna and Child, or sacred coma&4tio

But asserting that all of the imagesludingthe Virginwho is uncovering the
body of her Child derived from that specific description means to ignore the existence
of at least another category of images in which the geston®ot be relatedtthe
Revelatiofi$ie secalledVladonna of thebyeRaphaelknown in different copies and
variations- is the most renowned example of an iconography in which the act of
unveilinghas been interpreted wahdifferent meaning, completely separatea fr

the episode of the shepherds. In fact, when the Virgin is unceweroayering?

911BRIGITTA (1373) 20045, IlI, p. 253.

92T hi s act is represented in scé&adenpaoiioteh t he 0 H«
Madonna of the(¥6il22 ) , known i n many Vv er BMadonnasofthe@&8® ast i ano
35) at the Capodi mont eHoly asndyuith saird Cati{g688) atthe o Lot t o
Accademia Carrar a; i of stceemelagui d hl itthe tOHheadoome | dat

century and questionably attributed to Hugo van der Goes, now at the Victoria Art Galtkmatiba

of the kingb49095) by Gerard David at the Alte Pinakothek of Munich or the popular variations on
the theme painted by the Bassano family in the second half of theet\iry. SeduLL 1993, p.
98,passim
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Christ with the veil, this g@sture appeaas a foreshadowing of the death shttud

This argument is supported by the variation on the theme in which the rhftihgr is

the veil above the sleeping Child, a common prefiguration of his Passion and his death.
We can consider this as a parallel development of the motive in ,cuestierent
iconography with different theological implications.

For what concerns¢hactual representations of the scene in which the shepherds
control the gender of the Child described irRéhe=latiomee must acknowledge that
they appear sporadically both in Italy and in Flanders. Hull gathered some early Italian
examples of thisaaographyp ut s he di d not mention Titia
of Urbino®*However, we should recognize that this iconographgne derived
from it - had a particular outburst in the Venetian art and became, at the end of the
XVIth century, the most representédRegarding this, we must mention the
remarkable fortune of thigoe of representationn t he Bassanods f ami

Bass anodswawlighlk speamlized in certain scenes of a pastoral
at mospher e, and the OAdoration of the sh
the many variations on the theme, painted mostly in the second half oftthe XVI
century, we see the recurrent motivila® Virgin unveiling Christ. This motive was
often combined with the night setting and the glow emanated by de body of the Child,
usually the only source of light for the scene.

Regarding our topic, we must focus on the eaktiesationgainted by &apo
Bassano, which show a particul-3rForattenti
instance, thAdoratiodated 1546 and now part of the Royal Collectionoustvs
some exact motivésgurasg, such as the shepherds who is removing his hat or the

913SedPARIS198384, pp. 124.25;BELLAVITIS 2009, pp. 12324.

914 Among these, we should mentionAlderation of the shefth6ddd 2) painted by Sebastiano
del Piombo preserved at the Fitzwilliam Museum; the drawing by Domenico Campagii&lé4(1500
at the Louvre, showing the Virgin uncovering Christ with both hands; the engraving by Giulio Bonasone
after Giulio Romano datdzbtween 1531 and 1576; the illumination of tlwalkwiFarnese Hours
manuscript (1546) created by Giulio Clovio (1898) for Giulio Farnese and now at the Morgan
Library & Museum.

BThere are exampl es bl553)BAandreaf Szhtavooe (d &8BEEB);Pi t at i (
Lambert Sustris (c. 151584), Dutch artist who worked with Titian; Jacopo Tintoretto-{B943;
Paolo Veronese (152888); the Greek painter El Greco (15814) who studied and absorbed the
art of Titian, Tintoretto and Bassano.
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dilapidated thatch of the stable, and adapts others, like the Madonna unwrapping the
Child from the swaddling clothes, the kneeling man holditegthof the lamb, and
the other shepherd who is arriving from the extreme right of the composition, who is
looking back over his shoul@érThe painting contains also other references, among
which D¢grerds prints and suanddubtablgticeanaiby Por c
sourceMoreover theAdoratiomt t he Gal l eri e (¢igukadd,0 Accade
dated 1548, mightbe relatedtot i and6s i nvention for the g
return of some key elements: the unveiling Madonna, the shepherd removing his hat
in sign of respect, the setting that merges the decrepit stable and sole classical ruins,
but especially the figureshd donkey and the ox entering the scene from thé'fight.
We can affirm that, in the genesis of his widely appreciated composition, Bassano
relied on the work of Titian and its popularization via the print by Giovanni Britto.

But there is another elemenf Ti ti ands invention that
Revelatiossd that would strengthen the correlation between the print by Britto and
the predellay Pourbus. In fact, in the visions of saint Bridget, the one related to the
birth of Jesus describes e detail:

«When they had entered the cave, and after the ox and the ass had been tied to the

manger, the old man went outside and brought to the Virgin a lighted candle and

fixed it in the wall and went outside in order not to be personally pradsebirét.

[ €] And while she was thus in prayer, | sa
and then and there, in a moment and the twinkling of an eye, she gave birth to a Son,

from whom there went out such great and ineffable light and splendourgthiat the

could not be compared to it. Nor did that candle that the old man had put in place

give light at all because that divine splendour totally annihilated the material

splendour of the candfé$

In this passage the light of the material world, reprebgrites fire of the candle,
is obliterated by the shine of the celestial glow of the body of the Son of God. A candle,

916 Jacopo Bassan@doration of the shepleerd546; 139,1x218,5 cm; oil on canvas; Royal
Collection Trust; London. SE®NTE ET AL. 2007, pp. 14546.

917 Jacopo Bassanédoration dhe shephperds 1548; 96x141 cm; oil on canvas; Gallerie
del | d Acc ade MONAEETAV. 2007, gpeldhds e e

918BRIGITTA (1373) 20045, IlI, p. 251.

237



helpful tool at night, in the stable where the Virgin was going to give birth, becomes
completely usele$8This episode from thieevations oul d expl ai n why,
invention, the two boys who are curiously observing the scene hold. 3’ &aedie
though the image does not fit the text exactly, it is the combination of the many
elements together that suggests the referencatfortraentioned text. In theedella
by Pourbus the connection to the visions of saint Bridget is even more explicit, since
it is indeed the figure of Joseph the one who is arriving in the stable from the extreme
right of the painting while carrying arog candle. This compresence of the
unveiling Madonnshowing the body of the Saviour to the sheplaadishe candle
might imply that Pourbus had referred to the print after Titian with a precise awareness
of its iconography and literary source.

Before noving back to the context of Southern Netherlands, it is due to spend
some more words on Bassaias very common that, in the nocturAdbrations
there is someone, usually a boy, holding a burning candle or blowing on an ember
which fire pales in corapson to the light of the Infatit This motive, that is almost
a trademark of the Bassadaorationsnd therefore had a great circulation in the
European courts of the X\th century, might be rooted in the art of Tiaaapting

the writings of saimgridget.

919 A candle or a lantern is often present in the NodfBarr o p e an  dihaetobjects t | e s 6 .
show the disproportion between the terrestrial light and tHaxealindirought by Christ to the
world. The stress on the different kinds of lights does notappej ust i rRewlatipiideé Br i dget
splendour of the holy light is described in the apocryphal Gospel of agiheéa (13:2). SBENTE
ET AL. 2007, p. 153.

920The dilapidated state of the Pitti and the Oxford versions preventiepthimnalysiof the
use of light in the paintings. In fact, it is not clear whether or not Titian gave some emphasis to the light
surrounding the Child.

921The list is too long, but here a couple of examples in which the correlation is particularly strong:
two boys whb are climbing up the wrecked stable are holding and blowing on a canélddratiuan
of the shepheatisthe church of San Giorgio Maggiore in Venice4399) ; and i n Leandr o |
Adorationow at the Rhode Island School of Design Museum- 94392 see both the climbing boy
who holds a candle and a kneeling boy, in the corner, blowing on an ember.
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Examples of Adorations of the shepherds different traditions, different
translations

Apart forsome scattered examples,can argue that this motive was not part of
the Flemish visual tradition, d&emfecially
the shepherdso.

An almost uniquanstancen the Netherlandish painting of the first half of the
XVIth century is thédoration of the sheftyeB#snard van Orldyiguras0,’*? court
painter of Mary of Hungary and master of Michiel Coxcie. On the perspective of a
classical gallery, the Virgin, in profile, lifts with two hands a white sheet, uncovering
the nakedChild lying on the manger. Two shepherds enter from the left with the ox
and the donkey, and they bend over Jesus, observing him and pointing at him. A third
shepherd, or maybe Joseph, arrives from the right of the scene and bends the knee in
front of themiracle.

It seems that van Orleyds painting migt
scene from thRevelatioiswe consider the close inspection that the shepherds are
performing on the body and the genitals of Christ. However, this earlgrdepicti
the subject does not depend on T+Hot i ands i
the veil- with both hands and to hold the cloth in front of the viewer finds a
meaningful antecedent in the skathwnMadonna of the byeiRaphagfFigure61).%22
This iconography had an important impact on the artists who were working in Rome
and Florence such as the aforementioned Sebastiano del Biongim)/asaj¥*or
the engravers Giulio Bonasone (148985) and Battista Franco (:2561).

Therefore, van Orley seemed to have adopted the Raphaelesque motive to
represent the moment in which the shepherds were verifying the gender of the Saviour.

Conversely, even though the art of Raphael has always been important to his artistic

922Bernard van Orledoration of the shephet885; 100x170,5 cm; oil on pAhetees Royaux
des BeauArts de BelgiqueBrussels. Listed in the catalogue of the paintings by van Orley by
FRIEDLANDER 196776, VIII, p. 105.

923RaphaelMadonna of the ¥611112; 120x90 cm; oil on panel; Musée Condé; Ché&uatilthe
painting andts numerous replicas and variationghseecent ORETO 2021.

924For instance, thadoration of the shetédd#ieria Borghese in Rome, dated c. 1550.
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development, Michiel Coxcie opted for the print after Titian, and this composition
seems to have had more fortune.

For instance, we can find an identical copy of a poiy quéie cloister of Saint
Barbara oGhent from an unknown painter and dated to the end of thin X&fthtury
(Figuret62,°® and a peculiar painting in the church of Saint Pancras in the city of
Sterrebeelgigura63.° In the latterthe painter did not refer to the prafter Titian,
but to the adaptation made by Coxcie in 16fgGe71). The unknown artist
di sassembl ed var i ogrisallend samegetd shemoih hisCox ci e
composition: he resized the kneeling man on the right, he flipped and moved to the
centre the figure of Joseph, he kept the Child and the manger, but he did put the Virgin
on the left, in prayer and not in the act of unveiling Jédmse &&amples show that
the iconography was circulating both through the engraving afteraiditre
adaptation by Coxciend probably, by others.

In order to discuss the different uses of this model, we should move back to Pieter
Pourbus. In 1564 xsyears before he finished predell&ourbus likely painted the
so-calledPolyptych of Hemelsdalén the church of Saint Giles in Briggsas4).*’

This problematic work was traditionally attributed both to Frans and to Pieter
Pourbus, and the scholars are still divided about the authorship, especially because of

the many restoratioff§In general, it can be said that this work was created in Pieter
Pour busd® workshop, with a high Iikelihoo
share in it. Anyway, the central panel represedtdaaation of the shephitinda

vertical composition, in which the Virgin unveils the Child and brings the other hand

to her chest. The donkey and the ox are bending the necks over the head of Jesus, and

a group of four shepherds are bringing humble- gifteasket of eggs, ata- and

carrying musical instruments. The Holy Family stands next to a dilapidated stable,

925 Anonymous after Titiasdoration of the shepbers90; 59,5x84,5 cm; oil on panel: Sint
Barbaraklooster; Ghent.

926 AnonymousAdoration of the sheph®5d4600; 229x197 cm; oil on panel-Baricratiuskerk;
Sterrebeek.

927 Pieter Pourbuglolyptych of Hemel&88ke 162x516 cm in total; oil on panekGiligkerk;
Bruges. SE8RUGES1984, pp. 17Q76.

928 Carl van de Velde opted for a hybrid composition and the collaboration between Pieter and
Frans Pourbu&/ELDE 1975, |, p. 113.
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while in the background we can see a series of classical ruins. In this case, even though
the act of wunveiling i s pr esearticgltyofher e a
the format and the composition in which the figures are positioned-dgirclalf
around Christ, with a strong disproportion between the shepherds closer to the viewer
and the ones further, differentsttee invention from the one by thienetian.
As we have mentionéd regard tdhe example of van Orley, there were surely
different visual sources for the unveiling of Christ, whether or not it was used to
directly represent the scene fromRbeelatioktowever, after thedoratioof 1564,
Pourbus found a different source forpnesdelld is difficult to understand the reasons
for this choice. It is possible that, since the §E3qillevas supposed to represent
specifically the scene from fRevelatioras demonstrated by theegence of the
Joseph with the candle, Pourbus opted for a model that was depicting the same theme,
even though he did not follow the invention of the boys holding the candle.
Nonet hel ess, the artist reused Britto
masterpeces: the scalledamhouder tripgtdhe church of Our Lady in Brugegure
169.°® The devotional triptych was commissioned to the paintelods de
Damhouder (150%581), jurist and one of the most influent citizens from Bruges.
Made member of the Council of Finance in 1552 by Mary of Hungary, de Damhouder
sided with the Spanish monarchy and with the Catholics, also becoming counsellor of
Chates V and Philip 1l. The central panel of the triptych represehdoeation of the
shepheiidswhich the figure of the Virgin reiterates almost identically the one of the
predellgherefore the print after Titian. Other elem&ota thepredelrerepeated,
such as the ox beind theknee and the lorgared donkey, and the two shepherds
coming in from the background carrying |
pointing at the Child. Even though the figure of Joseph in the work by Pourbus does
not coincide with the one in the print, we can spot many similarities: the body leaning
on the right arm, the diagonal position, but especially the pensive and worried attitude.
Pourbus took distance from his modé¢ reorganized the figures and the

compgsition in a new artwork that preserves just what he found most interesting and

929 Pieter Pourbud)amhouder trigtyi$ir4; 143x204,5 cm in total; oil on panel; -Oiexe
Vrouwekerk; Bruges. S8RUGES1984, pp. 19802.
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useful: the unveiling Madonna. We are about to analyse which other painters explored
this motive, and how.

As we have already introduced with the case of Bernard van Caley0Tgi mo d e |
was not the only one that was considered
with or without a reference to tRevelatiodsnd not in every case the unveiling of
Christ had its antecedent in the invention of the Venetian.

Some importaninterpretations of thAdoration of the shepheregainted by
Frans Floris, who created a crowded composition in which the Virgin kneels behind
the manger surrounded by shepherds and shepherdesses. Instead of a horizontal or a
vertical compositionhé¢ ones painted by Floris develop in depth, with many layers of
characters positioned un kaitle around the Holy Family. In one early version of
this subject, dated about 1560 and now in P(aguese,**’the Virgin is presented
in the act of adoring the Child, who is wrapped in swaddling clothes. But the most
interesting Adorationfor the present discussias the one dated 1568 and
commissioned for the Antwerp cathedral by the Guild of Gardenersef atet
Basket Weave(sguras7).>*! The structure of the composition recalls the one that he
had already experimented in the Prague panel buis inate, there are two
meaningful differences: the scene is set in a sort of classical ruin converted into a
stabl€®?and the Virgin is uncovering the body of Christ while bringing the other hand
to her chest. In his analysis of the painting, Wouk thiatethe gesture of lifting the
cloth, that would become an important iconography in the Counter Reformation, was
introduced by Floris in the Netherlandisli*&fthis statement does not correspond
with theanalysisf the examples we have listed s@fae might argue that it was the
privileged position of the painting on one sitathe Antwerp cathedral to make it
so important for the development of this motive in Flemish art. Even though the

painting was removed from its location less than oreftgedtrwas installdecause

930 Frans FlorisAdoration of the shepbed®60; 130,5x159 cm; oil on panel; Narodni Galerie;
Prague. S&&ouk 2018, pp524525.

931Frans FlorisAdoration of the shephB6#s 249x193 cm; oil on panel; KMSKA; Antwerp. See
Wouk 2018, pp. 52832.

932 The the arcades and the bricks that structure the architecture might recall the Basilica of
Maxentius, one of the biggest ruins in Rome, or the@athsacalla.

933\Wouk 2018, p. 522.
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of the Iconoclasmt was renstalled on the main altar of the same church in 1585,
after the Catholic reconquest of Antwétplowever, iremaingiebatable both that

the unveiling gesture was introduced by Floris, anthighaltar had a meaningful
Impact during the time we are considering here.

In anticipation to the analysis that we will latetenv el op on FIl or i s o
style, it is worth to mention some formal characteristics Aflthristion of the shepherds.
The colour palette is oriented towards earthy tones, dominated by browns and oranges.
Surrounded by warm colours, the cold paleness of the Child and the greyish vest of
the Virgin look even more transcendent. The brushstrokes appear visible and bold,
damg t he | oos es fPandihis Behse ofirosighreasscexplaived e 6
as appropriatéo the pastoral tone of the scene, dominated by an atmosphere of
humility. Giving up the meticulous, glazed surface typical of the Netherlandish art,
Floris brimgs the material values of the painting to the attention of the viewer while
adopting a technique that appears innovative in the environment of the churches of
Antwerp. Is it Titianesque though? We will discuss on this lasgreatherwe will
focusonFloi sd myt hol ogi es.

Another artist who showed an interest in the gesture of the unveiling of Christ in
his Adoration of the shemerdgho represented this theme on different occasions is
the painter Maerten de Vos, who we have mentioned in relation taHacé omo

Unlike the Flemish artists that we have mentioned before, Maerten de Vos chose
the night setting for some of Widorationd his option was nd&irly uncommorin
the Low Countries during the second half of thehX&éntury, while in dy it was
often adopted, especially by the Bassano tamdibfter the example of Corredio.
According to Zweite, de Vos did not rely on Italian models to paint his nocturnal
scenes, but he tied to the tradition founded by the generation of HugoGaase
Among his versions of taloratigrhe used the motive of the unveiling of Christ in

different occasions: the central panel of the triptych in the cathedral of Botenai (

934The reason of this choice is unknown, but the painting, part of a triptych, had been removed
from the chapel on 22 June 1568. It was reinstalled in the cathedral, on the main altar in 1585, after the
Catholic reconquest of Antwerp. $ésUk 2018, pp. 52831.

935\Wouk 2018, p. 524.

936 ZWEITE 1980, p. 315.
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1582)*"the Adoration of the shephergsivate collection, signedi alated 159%3°

and theNativitynow at the KMSKA (c. 160(igurasg 169, 170%° The latter is the

painting in which the nigketting is expressed by an intehszroscuamd not by a

od#oyni ght 6 solution. Here, the glow of th
of light in the scene, and it is the angel the charactéiftarthe veil.

These inventions were replicated in engravings by Jan Sdmnglemother
interesting addition to the group is the engraving by Jan Colleguriali) after a
design by Maerten de VV#sThis print does not coincide with the aforementioned
inventiors. In fact, this is a horizontal composition set in front of a classical building
that we have partially seen in other works Ygsfé'In this engraving it is interesting
to notice the presence of the shepherd arriving from the right and taking off his hat,
which was one of the most popular and re
the figure does not exactly coincide withe Venet i anod s, its posi
the tension of the gestuithe legs depicted in the act of walking, the hand dynamically
removing the hatseems to be reminiscent of the Venetian motive, probably through
the adaptation of other Flemishnpeiis.

To end this showcaseAdorationg the church of Saint John the Baptist at the
Béguinage in Brussels there is a pafftohaubtfully attributed to Adam van Noort
(15621641), that seems to connect different inventions into one, maintaithang as
centre of the composition the unveiling Vi(gura7?).

While the general composition derives from the 1598 print after Maerten de Vos,

all of the characters are slightly m@arednd and changeslen though the elements

937 Maerten de VoS;riptych with the Adoration of the ahég&&i% 225x290 cm in total; oil on
panel; Tournai cathedtral;, Tournai.ZSBgeITE p. 309.

938 Maerten de Vogdoration of the shephBa$98x66 cm; oil on panel; private collection. See
ZWEITE 1980, p. 299.

939Maerten de Vodyativityc. 1600; 262x211,5 cm; oil on panel; KMSKA; Antwergweer
1980, pp. 31315.

940 Jan Collaert lIAdoration of the shepkertiso8; 179x215 mm; engrgy british Museum;
London.

941The coffered barrefault is the same represented in the A@0@atioat the KMSKA, while
the structure divided in three of the building recurs also in the Tournai version.

942 Adam van Noort (?Adoration of the shephB8d4600; 76x106 cm; oil on panel;-$amr
Baptistkerk; Brussels.
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are the same: saint Joseph on the left, the three angels around the manger, the two
shepherds arriving with their totlensformedn two shepherdess, the man with a
dogwho is taking off his hat in respect to the Child. The only additions are the kneeling
man, who has a | ot 4ishepherdtimerpasiion ofithelegsTi t i an
repositioned into kneeling, the physiognomy, the small barrel at goabddtiderger
- and the scene of the 0 Aeftcamnercasartof on t o
counterpart to the 0ANnNu-mght Thisdompositbro t he s
(Figuret73d i s obvi ously modell ed on the print
Annunciatiqrgures).*?ltisane x t r eme si mpl i fication of th
light and holy appearance of angels to surprise the humble Virgin during his prayers.
The painter kept the figure of the Virgin and the one of the angel, slightly changing
the position of their arms baibt their relation or their attitudes towards the space.

A similar approach of extreme reductiod simplificatiors not unusual in the
copies after prints. We might mentionghsailladaptation made by Coxcie after the
Adoration of the shepbeltthe panel with th&nnunciatiarow at the Escorial. An
interesting and gar unrecognized example of this procedure is the panéheith
miracle of Lepanto: the vision of pafféePauis Wt ed by Pi €620, do6Ar g
painter and copyist at service of Antoine Perrenot de Granweatleotiector of
Ti t i a@hd@nhghe eersa of the painting, we can findhanunciation to the Nirgi
(Figura74, agrisaill® which just the flesh is painted in 4kimes*® The composition

copies the one painted by Titian for the church of San Salvador between 1559 and

943The print had been alsecorded n t he | i st of famous engravings
by Dominicus Lampsonius in his aforementioned letter.

%4pij er r e THedmiraclg & bepanto: the vision of pdap& B0s2A02x128 cm; oil on panel;
Eglise Saintlatthias; Cromarye&BESANGON 20172018, pp. 170Q71.

“pPjierre d6Argent worked for his palace in Besa
by his hand. Frans Floris, Michiel Coxcie and Willelm Key refused to admit the Burgundian painter in
their workshops whenrGanvel | eds secretary Antoine Morill on
studios. Sed/ouk 2018: pp. 184, 325

946This solution was not uncommon. Gerard David left a beautiful example of this tradition in the
panels representing tAechangel Gabaietithe Virgin Annunciate 1510) now at the Metropolitan
Museum of Art in New York.
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1564 and translatanto print by Cornelis Cort in 1566 (Figurei79.**’ D6 Ar gen't
eliminated the crowd of festive angels bursting from the clouds and transformed the
background opening on a landscape into a closed room fading in the dark. While the
Virgin and Gabriel are copied almost manically in all of the folds of their clothing, all

of the rest is flattened and minimalist. The painter, mostly a copyist, wh®ftithfu
source to the I imits of his cr adrigailttans hi p
versof a diptych.

4.1.3 The unveiling of Christ and the role of the Virgira theme of the

Counter-Reformation?

This casstudy on theAdoratonrs heds some | i ght both on
reception in the Southern Netherlands and on the problem of the reiteration of a
motive until it loses its original meaning.

First of all, the religious works by Titanwereem@ or i ncor porated
vocabulary mostly through prints. As we have discussed, around 1559 all of the
documented paintings that Titian had produced for the Habsburgs were moved to
Spain, and the artists who had access to the original Wetledikeurt painters like
Coxcie or Anthonis Mor. In fact, both of them showed a deep knowledge of the
originals and decided to approach the art of the Venatiadifferent intentions
Once we move furthérom the court of Brussels etlknowledge ohe originals and
the incentive t o | Wndektheareign dfiMargacenodbRarmar t | e
and the generals Fernando Alvarez de Toledo, also known as Duke of Alva, and
Alexander Farnese (154D2), Duke of Parma, the splendour and the centrfalit
the court diminished drastically. Artists like Pieter Pourbus, Frans Floris and Maerten
de Vos were working for a more diverse clientele, especially wealthy merchants, guilds,

andthe clergd*Ther ef or e, when they useshqdi nt s a

947 Cornelis Cort after Titiamynnunciatipie. 1566; 419x276 mm; engraving; British Museum;
London. Se&HE ILLUSTRATEDBARTSCH1978, LI, p. 31;THE NEW HOLLISTEIN 2000, prt |, pp. 48
52;LUDEMANN 2016, pp. 26203.

948 However, we should remember that one of the most influent patrons of Frans Floris was the
cardinal Antoine Perrenot de Granvelle, also patron of Titian.
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not consider it as the sign of the interest in the artist himself. This approach rather
shows a peculiar attention towards a certain type of Italian art, the one that was most
efficiently incorporating and translatingaHe | @nadels butalso the one that was
accessible through printed sources.

Therefore, Titiands art was merged tog
many other Central Italian artistss in the case of Coxejeand his most popular
prints around the midVIth centuy wereghe oneslerived from models of the 1530s
and 154Qghe years in which he was experimenting with classical models in the least
subtle way.

Concerning the unveiling of Christ andRlegelatioi@oxcie and Pourbus seem
to have consciouslychosenBt t o 6 s print after Titian in
episode of the popular book by saint Briddet.presence of the elements described
in the account of the nativity and of the
the print was indeleselected for that reasdie mustalsoconsider that, before
Coxcieds and Pour busd de pdoatiom af thesshepherdst h e
did not typically include the act of unveiling the Child. But, in the course oftthe XVI
century, thisesture would start being inherently associated to this episode to the point
that, in the XVIth century, it becanpart of theconograpifor most of the painters
of the Low Countrie¥?®

This motive, howevesgems tdave lost its original meanimgnd ionographic
reference or to have beenncorporated in another onty adapt to different
necessities. Apdrom the prefiguration of the shroud related to the Raphaelesque
tradition which was probabbn important symbolic referen@ee must introduce
some issues related to the image dabdtsuggesinothempossiblaneanindor this
kind of representation in the context of the CotRéformation.

There is a specific criticism that can be applied to these representations of the
0Ador at i epherds.fAs we Wik dissuks more in detail in the following chapter,
whereas protestants were doubting the legitimacy of the religious images themselves,
the Catholica/ere aiming to purge them from whatever heresy or indecorous element.
Joannes Molan@$331585) a LeuvelrCatholictheologiarwho wrote an influential

249\We might consider thieloratiomeade by Peter Paiibens such as the one at-Bailuskerk,
Antwerp (1608), or by Gerard Seghers, Jacob Jordaens, Gaspar de Crayer and many others.

247



treatise on images in 1570, expressed his criticism on the representation of nudity,

included children nudi§f.In his book, he writes:

«It is well known that artists often paint or schiptrifant Jesus naked; but for this

they are widely criticized by men of no little piety and wisdom. For what sort of
edification can there be in this nakedness? Alt one can hope is that children are not
endangered by this or little ones brought to .h@rCertainly, if these painters

should look at the work of past time, they would soon observe that the boy Jesus
was decently and modestly portrayed then, and realize how far they have degenerated
from the simplicity of their anceste&s

When he was itrating representations of naked Jesus as harmful, he probably
did have some paintings of the ONativityc
as dangerous for the children as naked w
Catholic believerHis @mndemn of licentious paintings was published in 1570,
therefore after the various depictions by Coxcie, Pourbous and Floris, but before
Maerten de Vosd variations on the theme,
that, even though the Child is steggrom hid swaddling clothes, his geroftds
result hidden by the position of the legs or by a carefully yd#caghiece of cloth.
It is always difficult to ascertain the exact impact of this kind of religious debate on art
- except for the case$ destruction of images. We will analyse, in the chapter on
mythological paintings, how this discussion brought the artists to experiment with the
concept oflecorimn or der to avoid cri t*ltcséemsn and 0
safe to suggest ththe artists whantroduced the gesture of unveiling the Child had
reasons to doingo andfound some visual expedients to avoid being accused of

indecorous representation of religious sulljgc@atholic®?

9500n this topic, SEEREEDBERG 1988;JONCKHEERE 2012\

951This translation can be foundHREEDBERG 1971, p. 239.

952\Nidely discussed JONCKHEERE 2012 ; JONCKHEERE-SUYKERBUYK 2013,

9530ne examplées analysed by Karolien de Clippel in her study of the representation of the nude
in Antwerp between 1Falbd thearebd aflfeh3 KAUSKAF appears moFel or i s 0
daring than his latémast judgemgedtged after 156 In those yearsdhCouncil of Trent condemned
Mi ¢ h e | hastguddgeroflitebscenity, and this condemnation had an impact on the depiction of
religious scenes in the Catholic territorie<CiSrereeL 2012, pp. 584.
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However, on the other hartties c e ne o f  twhsenpobtdhaferthe i t y 6
Catholics on different levels and t he Virginds gesture m
profound meaning. The stoasusedltheCountebed i n
Reformatiortheologistgo justify the represttion of Christwho was made flesh
and to Godds 0i ma qda of aweaiinglthe kodyntite Savibur and t
might have become a symbaleselatio relation to the Virgin Margis we are going
to briefly suggest.

The image of taking off thveil from something was used in the Bible to mean
the revelation of a higher truth. In this case, the New Gospel in the figure®sf Jesus
It is meaningful that Mary was the one appointed to reveal the body of Christ in its
humanity, becausé her role ® mediatriketween the believer and God, a role that
was refused by the Protestant doctrine

It would take further research to fully demonstrate the idea that the unveiling of
Christ by the Virgin served the purpose to reaffirm a Catholic dogmeurbulent
religious context of the Southern Netherlands of the end of the century. For instance,
if we consider the religion of the painters, we notice that Pieter Pourbus seems to have
been Catholic until 1578, when Bruges became Calvinistpaoddidyconverted,
like his sorto thisdenominatio>® His depictions of thAdoration of the sheptithrds
the oOoOrevealing6 Madonna predate this sup
draw some conclusions. While Floris has been Catholic all of his life, Maerten de Vos
was notoriouslg Rotestantvho converted to Catholicism after Antwerp surrendered
to the Spanish authorities in 1%58Bpart from theAdorationf Tournai, which was
stylistically datexhtel 582 by Zweit&®the other paintings seem to be posterior to his
conversion.

Thus, wheresa the nudity of the Child was considered indecorous by Catholic
theologians, it served the purpose of illustrating the sceneR#vitiatioasd, in
combination with the unveiling Virgin, might haveahdmbmatic and purely Catholic

meaning.

954Some exsmple of these biblical references atiemadnnBELLAVITIS 2009, p. 125.
955SeeKREITZER 2003, pp. 24966.

956 SeeBRUGES1984.

957SeeZ WEITE 1980.

958ZWEITE 1980, I, p. 309.
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This is caainly an interesting topic that deserves further developments but, for
what concerns t h&donaterc a fthe shepiterslgpdssibl€ tot i an 6 s
propose the following though&ur el y t he print after Titi:
introducng this motive and in anticipating its future fortune, because, as we have
argued, it became a benchmark for the ar:
t he s h evphhthe rmotved of the unveiling Virgidirectly or indirectly. We
cannot exclud¢hat other sources, such as the-kvelivn Raphaelesque prints

circulatingt he case of Giuli o Bo(pgarsipmesedts et c hi
some similarities withr ans F | o r i-%¥@ight have ponauriret o spread

this motive, butw s houl d recognize that both in
production and in th8outherlMe t her | ands, Titiandss print

far neglectedimportancé®

959Giulio Bonasone after Raph@alpration of the sheph&8@60; 290x149 mm; etching; British
Museum; London. S&SsSARI1983, p. 167.

%0 The importance of the Bassanos in spreading cestdijects and compositions in the
Netherlands and in Europe was discuss&mkiama 2011, ppl101138.
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5. Mythological painting and Titian in the Southern Netherlands

before theage of Rubens

Whereas thédoration of the shepbkends usually consideradcharacteristic
Titianesque theme, mythological paintings crowded with sensual female nudes are
easily linked with the art of the Venetian master. Titian was the paietpoesidr
Philip Il, a group of masterworks that would bec@meenchmark for the
representation of the Ovidian fables, bul
- theBacchanal of the Anlde¥Worship of Veraunsl theBacchus and Arigidlnstrating
Philostratug€ikonées' - and of the popular reclined Venus or Ddttae.

In retrospect, it seems almost natural to discern an echo of Titian in every painting
in which a naked woman is languidly lying on a bed or in a landscape, especially when
sheis a Venus and she is represented with tactile and flourishing skin. But, as we have
said before, the development of the o0i de:
a long historical process, and it is necessary to analyse every step of it, guarding
ourselves against the temptation of anachronistic interpretations.

In the first decades of the X¥Hlcentury Peter Paul Rubens became the star of
the Southern Net.hFeomlha 630sthié pradoundiinerrestioc s c e ne
Ti ti ands utanytn,his mythdlogioah paintings, was part of his success. He
had carefully studied the works of the Venetian through a series of copies in which he
chall enged himself not just with Titiani
technique and chromma value$®® While the copies showed an unprecedented
resemblance to the modeksven though the hand of Rubens is always visiie
original myt hol ogi cal paintings also cl

inventions. For example, tlenusat the mirr¢t61314), now at the Liechtenstein

9%610n the relatiometween thBacchanalwd their literary sources, 8gALLI-BIJORKMAN 1987,
passim

%62 Apart from theDana¢hat we have discussed already in the first chapter, there is another series
of variations on the theme that had a particular fortune, namely the five paintings \depitiagd
the musici&eesI0RGI 19903=EBASS2002, pp. 2B3.

963 This topic wathoroughlydiscussed iwoob J.2010.
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Museum of Vienn&?shows a sensuous woman with golden hair and a lower back so
plump and palpable that invites the viewer to touch it. The painting is not conceivable
without taking into consideration thainting of a Venus that Titian had sent to

Charles V, an invention that had an immense fortune and that was replicated and
copied numeroustim&&However, it would be misleadin
of Ti t i a thatofany afthielFlamiskpainters working in the second half of

the XVIth century. This chapter aims to trace the change of perception and approach

to Titiands model i n t hehtSleXVitheentary, Net her |
through the bias of the representation of nudrtyparticular ofemaleudity- and

mythological subjects in the Habsburgs Netherlands. How was this representation of
female and mythological nudity shaped by intellectual debatexyesand more

prosaically, by the peculiar features of the Natlesh art market?

5.1 The biblical heroines and the pagan goddesses: nudity between
religious debate and humanistic claims

The depiction of nudity was already part of the artistic visual tradition of the
Netherlands, especially the religious one. XMttec e nt ur y, subj ects su
and Eveo, the oOLast judgement 6, t he o0Ba
martyrdom included naked figures, whose nudity was justified by the Biblical narration.
Since the advent of the XK'entury, the culture ofétantique which had started to
interest many artists from the Low Countries led to particular attention to the anatomy
of the body and the study of the nude according to the caniciesloéauf® In
experimenting with the art of the Italian Renaissance, Flemish painters dealt with new
styles and subjects in different ways, and these innovations were directly relevant to

contemporary religious debate. The lasciviousness of the representatiwaiketithe

%4 pPeter Paul Rubengenus at the mirb8131614; 123x98 cm; oil on panel; Lichtenstein
Museumyienna SeeVIADRID 20022003 passinwoob J.2010, |, pp. 19097.

965For the discussion on which paintingyehushates V had received from Titian in 1545, see
first chapter. At least thirty variants executed by Titian and his workshop wereR@tedBN-
NEUWALL 1934, pp. 35884.

966 SeeCLIPPEL-CAUTEREN-STIGHELEN 2011 passim
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body and the emergence of mythological subjects with erotic and moral connotations
were important issues in the X\Méentury dispute on images.
In the dispute on the images that characterized the intellectual and the religious

life during the X\th century, nudity was condemned by all the factions involved.

Naked figures, especially women, were inherently lascivious and could arouse feelings

of lust in the viewéf! The fear of carnality was certainly a fundamental reason for
criticizing the represttion of nudity, but we need to make some distinctions related
to the subjects and the functions of the paintings or, more generally, the artworks.
Religious works were usually the main target of blame, and theologists expressed
their concerns on the dgers of sacred images on different levels: while Protestants
focused their attention on the way images reduced the Divine to a terrestrial object,
both Catholics and their opponents accused indecorous images of perverting the
viewer by transforming faithté carnal desire. These concepts are embodied by
Protestants in the metaphor of the-plalstitute, present in the Old Testament and
popularized in their writingf§.However, for Protestants, the images and their

authorship were just part of the probldie lasciviousness of images and their

misrepresentation of the sacred could have been problems created by the artists, but

theabusef t hese I mages, the idolatry of o0i
of the Word of God, were perversions of lileéevers encouraged by the Catholic
Church®®

These issues were particularly relevant for the nudes presented in a public space,

especially the ecclesiastic one, where they were accessible to a wide number of citizens.

The most cited controversy about a great display of naked religious figures in an

ecclesiastic space is the one regarding#tgudgemientMichelangelo in the Sistine

%7 For the religious debate on the dangers of lustful images, sed-REfE®ERHRG 1971, pp.
229245;FREEDBERG 1982, pp. 13353;DEKONINCK 2011, pp. 10915.

9%8|n the Old Testament the idols are often described as obscene, and this obscenity was linked t
the concept of prostitution. l dol's induced to
with God. Se®VENIN 2005.

969The theological discussion is too complex and long to summarize, but Catholics were defending
the cult of images becauseuareration passed from the images to the subject that they represented,
which were worth to adore. This concept derived from a famous passage by Saint. Baisidrsee
1953, pp. -B4.
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Chapel, which became subject to censorship from the Church during the Counter
Reformation in the 15608Mi c hel angel ods masterpiece ha
of the XVIth century, and the mahgast judgememitsch were painteid the Low

Countriedater ordialogued with the fresco of the Florentine &ftlsirge panels by

Frans Floris, Pieter Pourbus, Chrispijn van der Broeck (ccl%31), Maarten de

Vos a Jacob de Backer (1540/1%53591) ornated churches with crowds of naked

bodies in poses that emulated the ones of classical statues and examples from the
Renaissance ltalian art. This is not the place to discuss in depth the impact of the
devastationsf the 156@eeldenstamd the application of the decrees of the Council

of Trent on sacred imagé&ut we must at least mention that there were substantial
differences between altarpieces painted before and afeemti@asni’® Some of

them concered the representation of nude figurespecially the dissimulation of

genitals and others were related to specific iconographic changes meant to avoid
misinterpretation of the Holy Scriptures and heresy. Restrictions on what could and
coul dn 0 sentdd eerivect fpom ¢he widely discussed notialeadrymnand
therefore didnot only concern | ascivious
el ements and details that didndot suit bi

of profane and theacred’*

970 This fresco was celebrated for its artistic quality and condemitedidok ofdecorum
shamelessly exhibiting a plethora of genitalssc8eeT 2005, pp. 11349;DEPASQUALEIN LOS
ANGELES-LONDON 20182019, pp. 36373.For a general view dhe tmic of the art and Counter
Reformation in Italy, sé&AGEL 2005, pp385409.

971 Paintings of theast judgememte already depicted in Flanders in thia B&htury, and they
displayed a great number of nude figures, although they were not represented according to the classical
anatomic canon. A great example is Hans Memlingo
(146771) now in National Museum in Gda k Pol and. On the fothmtune of
century Low Countries, 94@rRBISON 1976 CLIPPEL 2012, pp. 584

972The subject was addressed irDénvocatione, veneratione et reliquiis sanctorum et de sacris imaginibus
(Sessio XXV,-8 dec. 1563). See the reGnviuccCl INSOLERA2016 passim

973 On the specific topic of the developments of art in the Habsburg Netherlands after the
Iconoclasmsed-REEDBERG 1988;JONCKHEERE 2012\; JONCKHEERE-SUYKERBUYK 2012 BLONDE -
PUTTEVILS 202@, passim

974 For the concept oflecoruand its importance in the X¥icentury Netherlandish art, see
JONCKHEERE 2012..
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However, CounteReformation and Protestant discourse on indecorous religious
imagery were not restricted to images in public, ecclesiastical spaces. Thus Johannes
Molanus expressed the ideas of the most radical GRafdenation and denounced
religious pai ntbookReypiGturis et anaginbdus(saplishechin h i s
Leuven in 1578} andtook aim at indecent paintings in private spaces. To Molanus,
artists were guilty of depicting sacred scenes in an indecorous manner, fout also o
choosing to represent subjects such as 0
her bat hdé or oMary Magdalen before her
unnecessarily malicidlfsThis discourse responded to the popularity of paintings
portrayingseductive and almost naked biblical heroines, a typology in which the
Antwerpian artist Jan Matsys (15405) specialized in the 1550s and the ¥560s.
TheDavid and Bathsluzted 1562 and now in Pdrigura77) is a perfect example of
a sacretistoriturned by the painter into an object of desire and®llike beautiful
body of the heroine is ostentatiously placed in the centre of thesitimmpdhe
arched pose enhances the perfection of the body, the pdileeilsiim catches the
gaze of the viewer, the jewellery and the alternation between the transgiarent air
veils and the richly decorated clothes draped on her legs show tzcafig siiiating
intention more than a strict narration. This kind of representation could have been
easily attacked on the grounds that the
the decency of the subject. Such reprimands were commonly atiegsstedwho
were considered to be looking for glory and admiration of their paintings rather than
putting their art at the service of religious purg<emrgio Vasari referred to this
issue in hi¥iteeHe defended t he i nthatwasimiaingthe 0 g o o0

975Sed-REEDBERG 1971, pp. 22245.

976 Sed~REEDBERG 1982, p. 135.

9770n the painter, SERUIJINSTERSSMETS 1995GALASSI2015, pp. 16281.

978 Jan MissysDavid and Bathshdla®?2; 162x197; oil on panel; Louvre Museum; Paris. See
BUIJINSTERSSVETS 1995, pp. 19900.

979From the arguments of the German Hugo von Hohenladenberg {£532% Catholic bishop
of Konstanz,totf accusations of the displ bagtjudgémesmich Oex c e s s
also to the comments of the Italian Courgésrmist Giovanni Andrea Gilio (?2384), artists were
pointed out as guilty of deforming the purity of the subjeetdajat them to the beauty of art. See
DEKONINCK 2011, pp. 13213.
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beauty and perfection of Godds creati on,
viewer® Of course, with these words, Vasari was defending the interests of the artists,
their role as creatoras the supreme creator, Gaahd theistatudt is important to
underline that the debate was not just in the hands of theologists and ecclesiastic
institutions, and it was not limited to the intellectual and theoretical fields: artists
responded to their critics through theirtgriexperimenting, dialoguing, and pushing
the boundaries of interdictions and new nétms.

I n contrast to their Catholic peers, t1l
concern in the ranks of the Protestants. They cared above all for a cleamdistinct
bet ween sacred and profane art. Apart fr
|l ascivious content, pagan oO0Ostorieso6o whic
of pagan antiquity, appeared way less dangerous because they were maintaining the
0 p oty af the sacred and nsna ¢ f®€atthiplic theologists and writers used these
ideas against their opponents, accusing them of harshly criticising devote artworks
while accepting the depiction of immoral stories and scenes which were infesting the

house of the citizens while corrupting their mor#fity.

5.1.1 The first steps of mythological painting in the Netherlands: becoming

Apelles

Moreover, we have to consider that, in the Netherlands, the practice of depicting
mythological subjects was relatinely by the time the image debate erupted
contrast o I talian art, i n which mytplttwd ogi es

980\/ASARI1568, I, p. 362.
981 \While the result of the Protestant propaganda wésotheclasmthe Catholic prohibitions
did not sort such an immediate and explosive effect. For the refaswffectiveness of these
interdictions, S6EREEDBERG 1982, pp. 13639.
982Sed~REEDBERG 1982, p. 138.
983The criticism against licentious images in private households had been popular especially since
the writings of Erasmu€lfristiani matrimonii utgjil526). The idea that an obscene image could have
induced to imitation of i mmoral actions and infl

Johannes Molanus. $&EEDBERG1971, p. 241.
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di histortla s i n cth cemntuny®&*thexavtists of the Low Countries did not show an
early and consistent interest iythology’® Traditionally, the artist considered the
first to have paintedalal @omtsidaadacossaerdt s ubj
van Mabuse. He was described by Karel van Mander as having brought from lItaly:
Ot he correct maadmagimg piotires tulbonuades ana al kirss of
allegories [é], which things wer & not so
his largescale nudes of classical deities were regarded as an absolute innovation.
Neptune and AmphiriigHercules aDdianiratwo paintings commissioned in 1516
to decorate the residences of Philip of Burgundy-{5284, the illegitimate son of
Duke Philip the Good and future bishop of Utré€hdre the most striking early
examples of artworks that glorified theeseign through mythological references and
a |l | daagudge ic the Netherlaffts.

It is difficult not to notice how the relationship between the patron and the painter,
who worked in his court between 1516 and 1521, followed tkeavetlAlexander
Apellesopo¥?In the humanist court of Philip of Burgundy, it was almost obvious to

984This topic is too vast tme treatetherein any detaileven for a summary. See at least the pivotal
LEE 1940, pp. 19269; the rece®MESLEWIS2000KING 2007.

985 About the resistance of the Southern Netherlands to the introduction of mythological subjects
in the pictorial tradition of the XWand XVLkh century, seklEALY 2000, pp. 736. For a general
analysis of the developments of mythological painting, printing, and drawing in the Low Countries, see
BosQUE1985.

986 MANDER (16041994991, p. 161.

987 About Gossaert as the initiator of lasgale mythological paintings in which he combined
classical style and classical subjectS,8&FER in ATHENS-DORDRECHT 20002001 pp. 388.0n
Neptune and Amphéried a gener al interpretation oBAssGossaert
M. 2011, pp. 683.

9%88\We have already discussed in the first chapter how with the reign of Charles V the classical
idiom and the references to the history and the myths of the ancient Roman Empire started to take hold
alongside the Burgundian customs astigaidge of power in the Netherlands, adopted on different
levels: political propaganda, architecture, and artistic patronage. It is interesting to identify such an early
use of the same language by the Netherlandish Duke. In his commissions to Gaksplestetean
early and sophisticated humanism and interests in eroticiStTHRRAO80passimBCHRADERIN NEW
YORK 20102011, pp. 567.

989SeeBASSM. 2016, pp. 42, 57, 142.
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call Jan Gossaert %The Elemisipastistialsopaintetl somen e c e |
titillating goddesses, fldhgth and completely naked, among whitgmnas and Cupid
t hat was in Philipbds private study. The
covered by a curtain, indicating that theestibjas not appropriate for all viewers.
Depicting a naked Venus for his most renowned patron was meaningful for a court
painter in a humanistilieuThe literaryopos f Apel |l esd painting o
Alexander the Great, modelled onthe featufes t he | att er 8ds mi str es
many Renaissance artists to challenge themselves with the representation of the
goddess and, more broadly, with the seductiveness of the womanly body. That the
portrayal of feminine beauty was possibly the highéstement for an artist and an
essential skill to whoever aspired to be called the Apelles of their times, was already
di scussed when we nvemd Clmmesed Ti ti ands gi f

Whereas in Italy a court envdéultuenfment wh
humanism and showed a strong fascination with the art of the antiques, and where the
sociaktatuef an artist was measured by his embrace of litgregpd his aspirations
to be considered the new Apelles was the norm, we cannot sag foe thee XVih-
century Netherl ands. Filipczak, in her s
role of the artists, in particular painters, between 1550 arff $66alescribes that
the idea of painting as a liberalahich had been progresdiveaccepted in Italy
between the XW¥ and the XVih century, was still far from being widely recognized.
This was a fundamental step for the artists to change the way their profession was
perceived and to reach a superior and more resgiattesd

To undestand the production and the reception of mythological subjects painted
inanal | dameém@ncda t he role of Titiands model s
necessary to keep in mind, on the one hand, the issukohtdaasnand the image
debatepermeating the Xt century life, and, on the other side, the connection of
the mythological subjects to a humanist environment imbued with Italianism, to the

social claims and aspirations of the artists and to a restawiagthe art itself.

990The court humanist Gerrit Geldenhouer, also known as Noviomagtb@Z)2rote these

words in a poem dedicat edSEHROI98iINLE. p of Burgundyd:
991 SeeSTERK 1980, pp. 56, 137, 227, 285.
992F|LIPCZAK 1987, pp. 6.
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5.1.2Historie and poesie

Lodovico Guicciardini, an lItalian historiographer and merchant who spent most
of his life in Antwerp, wrote in HXescrittione di tutti i Paes{B#5%) that Gossaert
was the artist who broughe ¢onthid Nree hreu c
Whilehistorias usually associated with episodes from the Bible and classical antiquity,
poesigas used to describe the depiction of poetic narration, mostly of subjects taken
from classical mytholof§Poesiandfavolavere wods with precise connotations in
Italy. At the end of the X century, the ternpoesiaould describe a painting
conceived to odelight the senseso. Il n Ve
beginning of the XMh century in relation to paintings derived from poetic literary
sources, but Giorgio Vasari popularized the plural iviteisby defining the
myt hol ogi c apbesigf’ai nti ngs as 0

't is i mportant to remember ndwders by cal
were evidently referring to the famous dictum by the Roman poet Ho&&C(65
ut pictura po&Sishis idea oparagobetween painting and literature was one of the
key arguments for the recognition of painting as a liberal art in &shbatikground.
In fact, it implied that artists were able to transfer the aesthetic qualities of poetry to
painting, achievirde factopoetic rather than a literal eff€cthe general tendency
of Italian artistic treatise, from Leon Battista Albavtiard, was to elevate the act of

pictorial invention from a mere illustration of a text to a poetic ptéassyvocative

993 GUICCIARDINI 1567, p. 98For a general introduction on Guicciardini and his importance
together with Vasari and van Mander in the elaboration of the Netherlandish art tHerxyiNsee
2016, pp. 24956.

9% |n the Netherlandish inventories and literature, these mythologiesistere also called
Oheydensche fabulendé (pagan fables), o0fabulen der
and oOoOpoeetsche ver si e SUJTERROOO) pp.(145 BEE7Q UiTERINnent i ons ) .
ATHENS-DORDRECHT 20002001, p35.

995For a summary, SEaLOMIR in MADRID 2021, p. 16.

996 See the fundamentate 1967.

997 Summarized b§oHM 1991, pp. 124.

998 The concept opoesi@ relation to mythology and its importance in the process -of self
determination of Netherlandish artists, in particular Frans FloRsrEeza 2016, pp229244.
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example is the one expredsgaolo Pinm hisDialogo di pitt{i&48), who wrote:
0la pittura =~ proe¥ia poesia, cio inven:
When we mention the wapdesii is almost impossible not to think about Titian.
The seriesd |iterary fortune and its i m
painting attest to which extent this commission became a benchmark both for its
artigic achievements and for the emblematic relation between the patron and his
favourite painter, which becamwposo emulate for the following centuries. The
series of mythologies that Titian had painted between 1551 and 1562 for his prestigious
patron Rilip 11 was defineghoesley the artist himself, demonstrating his awareness
of the contemporary intellectual discourse around art and his ambition not just to be
part of it, but to have a role in its developrif&y writing in 1553 to King Philip
[l that he was finishing tipeesfer him*'Titian was likely stressing his role not as
a mere executor of the paintings, but as the one responsible for their invention,
entrusted by the most power ful mhsnar ch o
operaton was supported by the writings produced by the intellectual circles related to
the artist, in particular the aforementioned Pietro Aretino and Lodovico Dolce
(1508/101568), and took place in the broader context of a Venetian theoretical answer
toVasar s p u bl iViteaatseriesmof biographiek @ the greatest artists of his
time- excluding Titiarthat endorsed a Florentioentric idea of aff??
Essentially, as impeccably phrased by Falomirpeébtim fact marked the

culmination of arassociation between mythological painting and the court context

999PINO 1548, I, p. 115.

0000 n T i poasithenliferature is immense. The most recent exhibitions on thiseries
2020 andMADRID 2021. More specifically, for fheesie relation to the concept of pictura poesid
its use in the sedfetermination of the status of the artist thrduglalliance with writers, intellectuals,
and circles of humanists, se espeBlagND 1972, pp. 52846;MANCINI 2009, pp. 5200; and the
recent contributions BY¥IVEL in LONDON 2020, pp. 1:31;CARVALHO 2021, pp. 593;FALOMIR in
MADRID 2021, pp. 189 CHECA CREMADES2021

1001SedVIANCINI 1998, p. 21&uPP12012, pp. 26R01;LONDON 2020 p. 194.

10020n Dolce and his impact on the Venetian art theory of thih X&thtury, seBoskiLL 1968
For more specific studies on Titian and DolceP$errARKEN 1991, pp. 7899;ROGERS1992, pp.
22-35;ARROY0 2011, pp. 4156 ARROY02016
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that began i n IMaanldy Tairtoiuanndd sl 5n0a0me] ébj eéc a me
to the concepts that we have discussed before.

As we have said in relation to Gossaert, the goligtwas fertile ground for
these ideas and artistic aspirations. However, we need to remember that both Gossaert
and his patron had travelled to Italy and that they had consciously decided to adopt
these cultural ideals derived from Renaissance huiidiidmen Titian worked for
the King of Spain, his role as Apelles and his position as court artist who had the
privilege of freely painting mythological subjects that could aspirestatuko
oOpainted poetryd, becameserptiattiedmbiiomnaoft i c. B
the painters who specialized in mythological subjects in the Netherlands was to paint
opoegie i n the sense of Titian and the Ital
adjusting their intentions and their outputs to the dantexich they were operating
and to the shifts which characterized the Netherlandish market in the second half of
the XVIth century?

5.2 Mythologies between market fluctuations and problems of international
patronage

After this general introduction tbet religious debate and the discussion on
intellectual and social implications of painting mythologies for court artists, it seems
obvious that the Habsburgs and the nobles gravitating around thefirstdebaling
role in sponsoring antique themesia da | Gtgler We ltaee ascertained that most
of the series of mythologies u ¢ h  a Londlemtied MarydoSHungary were
part of iconographic programs aimed to express a political message and serve the
opropaganda mac hi hmsdastlsmelidenchdey thegmemence i gn. T
of mythological subjects inthecsa | | ed O0j oyous entresd of
After 1559, once the centre of power moved to Spain and the foRagierg did

not i nvest the same money and interest

1003FALOMIR in MADRID 2021, p. 15.

10049 VER 1986, pp. 40 BASsSM. 2016, pp. 468.

10050n t he Habsburgds role in introducing and st
Renaissance in the Low countries, see the first chap@®o@seRT 1998. For the joyous entries,
especially Philip | |BUsSEL01l2.ry i n Antwerp in 1549,
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Mechel ends court. We have already menti o
Regenbf theLow Countries from 1559 to 1567 andRementf her son Alessandro

Farnese (154892) from 1578 to 1582, who established her residence in Mechelen

and seemed more interested in commissions aimed to efficiently consolidate her
political position, such eslebratory prints and stained glasses in important locations,

than in an active patronage forrttegnificerdgfahe court. Nevertheless, in the second

half of the XVth century, mythological paintings represented a not indifferent share

of the market.

Of course, there is a great difference between a series of mythological works
owor ksdé because they wer ewhitlywereoonaeieed N s r e S
for public spaces and celebrations, and theasb | ed myt hol ogi c al 0e
which were commonly displayed in private setfiffg$Vvhat factors were
determinative for the production of the latter? Who were the artists responsible? What
were the subjects and stylistic properties of these mythological paintings?

Before the 1540s, Antweagptists were not consistently painting mythological
subjects and especially not in the style of the Italian High Renaissarficen @y
1540s Fl emish painters introduced sizeabl
large, lifes i z e d frbothd goddésses and biblical herditiealthough we can
partly explain this change by way of an increased interest in Italiaradrtlarida nt i ¢ a
style and subjects due to different reasons, among which the travels of Netherlandish
artists to Italy, Jonkkere invites us to consider changes in the art market. The
establishment of tigchilderspamthe 1540s, run by the painters themselves and not
by the ecclesiastic authority, l'i kel y a
crowded with nudes, to ri8¥The large quantity of paintings produceih many
replicas and variants of the same origirsalggests that they were destined for the

open market and produced on spec.

1006The series of theoesfer Philip 11, for instance, was probably located close to the gardens of
the Alcazar palace. Under Philip 1ll (+3881) theywee hi d f or reasons of oOmod
IV (16051665) displayed them in his summer apartments, facing the gardens. Therefore, the private
display of these erotic mythologies suggests a more aesthetic and poetic value instead of a political one.
Sed~ALOMIR 2021 pp. 2627.

1007 JONCKHEERE 2014, p. 27.

1008 JoNCKHEERE 2014, pp. 2536. This study relies on the work/aRMEYLEN 2003.
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Among the artists of this generation, we can cite the aforementioned Willem Ke
and Frans Floris, but also Vincent Sellaer (c:af49@544) and the Master of the
Prodigal Son (active 15B%60). These painters produced mythological works
representing naked figures, especially sensual women, mostly following their Italianate
eduation: Lambert Lombard trained Key and Hahis latter surely travelled to Italy
-, Sellaer emulated aspects of the Lombardian and the Florentine schools, and the
Master of the Prodigal Son became an important Flemish interpreter of Italian
Mannerism.

A comparison of the paintings with mythological subjects that these artists
produced around the middle of the ¥Vtentury, shows how some themes and
typologies were more recurrent than offi®ghe predominant subject was the
depiction of Venus. Reclihesitting, or standing, usually accompanied by Cupid or
Mars, the goddess of beauty and love seemed to have been particularly suitable for the
market. And, among them, the reclined Venus was top ranking. An example is Willem
K e yveéms and Cumdde irthe 1550¢Figura7g, in which the sensual goddess lies
on a bed while in the background is visible the fire consuming the city'8fWey.
should notice that, in this case, Venus is positioned diagonally, and that the space is
divided by diagonal lines: the frame of the bed, the marble balcony, and the arrow that
Venus is pointing over her shoulder. This compositional solution diveryésefr
usual representation of a reclined woman in a landscape, namely the one modelled on

the Venetian and German type and already explored in the Netherlands by artists like

1009This estimate started from the analysis of the mythological paintings edited in monographic
studies on the artistavhenthere were anyand on images databases such as the RKD. It is interesting
to notice that many of these paintings had been attributed to different artists of this group or to painters
of the following generation, in particular to Jacob de Backer en@dighet, whose artworks we will
discuss later. The estimate has been confirmed by the work on Antwerpian inventories between 1532
48and 1566 567 carried out by Maximiliaan Martens and
and CupidéoNoget heguwiei{b) o6 have the highest numbe
theme named Opoeticad could have included Ovidiar
considered to estimate the numbers of a precise theme or subMeR1&eis-PEETERS2006, pp.
46:50.

1020 Willem Key;Venus and Cupid 1550; 95,2x129,5 cm; oil on panel; present whereabouts
unknown. It is known at least one workshop replica of the painting, now at the Anteviusieichn
in Braunschweig. S&RNCKHEERE 2018, pp 174175.
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Jan van Scorel and Maarten van Heemskerk. In fdayjnigeof Cleopétigara79 by

van Scorel (15280)**and van Heemsker cvenisandVdugichel ang

dated 1545gurasg,'**?show the body of the female protagonists lying parallel to the

surface of the painting, while in the background we can see a landscape with some

signs of civilization buildings, ruinsgcaves-, accordingly to the

inclination of the bed to change the view on the body of Venus is considered to be a

Netherlandish innovation on the théffie. Ar ound t he ti me when

mythologies for the Habsburgs arrived at the copdriicular th&enus at the mirror

and the series of ti®dndemnedme subjects elaborated in the Venetian environment

were already explored anenuscaddCpiiided, | i ke |
Two subjects both including Venus as the protagonigiained particular

popularityVenus and Mars surprised by dhdctreJudgement of PHnisse scenes

focused on the narrative aspect of the event instead of portraying the characters while

emphaizing the eroticism and the fashionable! Giglei®t> TThesa iconographies

were painted in different replicas and variations by the painters, but it is interesting to

notice that they present many similarities, both in composition and in stytetcenoug

create confusion with their attribution to a precise’&ftistile the common thread

for the depictions of Venus and Mars interrupted by Vulcan and the gods was

identified in van Heemsker ckdsFigpeaa)nel wi't

1011 Jan van ScoreDying of Cleopatta152€4; 36,3x61,3 cm; oil on panel; Rijksmuseum;
Amsterdam. S&¢ENICE 1999, pp. 49495

1012Maarten van Heemskerttenus and Cuplié#45; 108x157,5 cm; oil on panel; Musée Wallraf
Richartz; Cologne. SBaSNIEWSKI 2003, pp. 4.6.

1013SeeHEINZE 2016, p. 162.

1014\We shouldmention that the representation of the sleeping Venus in a landscape, probably
elaborated from the iconography & steeping Nymph described inHlgpnerotomachia Pq(igtap),
had parallel early developments in Veneto, with Giorgione, Giulio Campagnd/al@y&acopo
Palma the Elder (c. 148828), and also in Germany, especially in the works of Lucas @rana
Elder (14722553), who depicted the subject at least fourteen times after 1BENZe2016.

1015Ahout the different nonarrative and narrative approaches to mythological paintings through
the Southern Netherlands XNtentury, seHEALY 2000, p. 7396.

1016 F o r i nst ance,Mar¥ and ¥Yenustsurpised by §8148iH50) now at the
Rubenshuis in Antwerp, was previously attributed to FransA-kitidy on the fortune of this theme
in the XVIth century Netherlands and of its emitnotation inJCHAz 2016, pp. 24370.
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and engraved by Cornelis Bos (c.-1586)?!'the differentversions ofludgement of
Pariskeems to have started frgbasedwaadesagnt oni o
by Raphael around 1520(Figurasd), **®one of the most popular prints on this subject

and which influence is recognizable adtlen Floris, Key and probably also van
Heemskerck®

As recognized by Healy, the number ofmarmative paintings with a focus on
eroticism and a moralising message was higher and gained popularity durithg the XVI
century, while mythologies which pmésg narrative aspects were less common until
the works by Floris in the Southern Netherlands and by van Heemskerck in the
Northern©2°

To sum up, after the opening of tBehilderspahd number of mythological
paintings with naked figures significantly increased and some of the most renowned
painters of the Low Countriepainters who travelled to Italy or showed an interest
in Italianism- started to produce different versions amlicas of themes like the
reclined Venus and ancient myths, but different faxtdesl ugo a change of the
market in the following decades.

First of all, starting from the 1560s, the rebellions of the Seventeen Provinces
against Philip Il led in 1588the separation of the Northern United Provinces of the
Netherlands from the Southern Spanish Netherlands. At the same time, in direct
correlation to these upheavals, we must remembBeddenst@hil566 and its

consequences on the artistic scenge dmve mentioned in the previous chapter. In

1017Maarten van Heemskerslenus and Mars surprised by; XL6[@&N96x99 cm; oil on panel;
Kunsthistorisches MuseuXignna SeeVELDMAN 1977, pp. 2B4. For the comparison between the
works and the hypothesis that van Heemskerck might have been the main visual $texce, see
2000, pp. 886;JONCKHEERE 2018, pp. 176177

1018 Marcantonio Raimondiudgment of Parid5120;291x437 mm; engraving; Metropolitan
Museum of Art; New York. SeEw HAVEN 19992000, p. 78.

1019 Frans Floris painted at least two versions, one at the Staatliche Gemaderie Alte Meister in
Kassel (c. 1548) and one at t hédugHentronRawbxlye of St .
previoushhad been given to Gillis Coignet, is dated around 1540 but its present location is unknown.
Jonkheere suggests that van Heemskerckods paint.i
21/04/2004, Lot. 48) might have been a source for both the painterHEA%8e2000, pp. -80;

JONCKHEERE 20138, pp. 178L79.

1020HEALY 2000, pp. #80.
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an age permeated by religious conflicts and secessionism, the image debate escalated
within the CounteReformation and was carried out in a series of writings that
followed the Council of Trent. From Giovarkmdrea Gilio (?22B84), who

published hiDi al og o d e gdlready énr166d,rto thedadofemeantioned r i
Johannes Molanus and his investigation of provocative paintings in theDeotable
picturis et imaginibus, satited in 1570, to Gabrié¢lea | e o t t1598@)Biscqrsb 5 2 2
intorno alle imagini sacre et profane diuiso jrateduisBari to the 1584iposby

Raffaello Borghini (1545688), a dialogdeeatise in which the author tried to
elaborate norms for a decorous representatireligiousistorig?

In the chapter on religious painting, we have already outlined how the image
debate and the sogqiolitical alterations from the 1560s onward had relevant
consequences on the artistic scene of the Low Countries. In this Kantégt) de
Clippel focused on the study of the nude in Netherlandish art between 1563 and 1585,
two meaningful dates: the end of the Council of Trent and the Fall of Antwerp
resulting also in the closing of the river Scheldt. She recognized a diftadmnt a
towards the representation of nude bodies, especially after 1570, exemplified not just
in religious paintings but in pagan representations such as the mythological allegories
used in the joyous entries organized between 1566 and 1585, whiath rappeare
chaste than the previous ol&sThis display of conservatism in the public sphere
mi g ht have been, i n her opinion, oan an:
el i™eod.

A numerical analysis brings further insights. Compared witbaddgaries such
as religious paintings and portraits, the number of mythological and allegorical scenes
was quite low for most of the X¥Wlcentury. From the analysis of Antwerpian

inventories, Martens and Peeters concluded that, between the yeEs48 1482

10210n  Gi | i o 6 sBurv R0, ppndgl.5-or Melanas and the impact of his writings in
the Netherlands, s&eREEDBERG 1971, pp. 229 4 5 . Paleotti 6s adumeeas on ar
Reformation had been analyseBrRoDI 1965, pp. 12P12;BIANCHI 2008. For an introduction on
Raffaello Borghini, seeNnGo 2013, pp. 11335.
1022]n particular, Karolien de Clippel compares the 1549 joyous entry for Philip Il to the one for
the Dukeof Anjou dated 1582. In the latter, female personifications such as nymphs and sybils were
fully clothed, and the rare nude figures usually had negative connotattomREe®12, pp. 573.
1023CLIPPEL 2012, p. 62.
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15661567, the presence of these themes doubled from 2,6 to 5,1'&lcemt.

consider the database made by Bert Hendrickx, in which he listed 145 inventories of
burgers living in Antwerp and dated between 1565 an#?168@&an still notice that

the number of artworks with mythological themes was very low: on a total number of
1.289 paintings of which the subject is known, justssixtgpresented a pagan

history, which was most likely a nude, representing the 5,3 percent of tH©fotal.

couse, the numbers and the percentages of these two studies cannot be compared
accurately, because of the differences in the databases and the methodologies, but we
can picture that the initial growth was somehow slowed down.

Another peculiarity of the digtntion of mythological paintings is the high
concentratiorof suchworksin the homesof certain collectors, usually prominent
members of the Antwerp mercantile community, some of which are worth mentioning
in this discussion. The tapestry dealer Jorsleée (c. 1493570), a merchant of
luxury items who furnished the King of France and head of the Mint in 1545, owned
eleven of the sixtsix mythologies listed in the 18&®0 inventories, including two
paintings attributed to Anthonis Mor, namely a&dbarsand a naketenud®?’

These panels remind us of the fanidaisagecorded by van Mander as one of the
most beauti ful paintings by the artist,
nowadays, unknown. Wetiown is the case of the wealtigrchant and financier

Niclaes Jonghelinck (151570), who displayed in his suburban home a cycle of ten

1024The study compared the contend®b Antwerp judicial inventories of confiscated goods for
the years 153536, 1540548, and 1568667. SERIARTENSPEETERS2006, p. 47.

1025HENDRICKX 1997.

1026 VVermeylen summarised the database, elaborating the composition of median painting
ownership accoiig to their subject. SEERMEYLEN 2003, pp. 14849.

1027 There are listed BacchuaPomonaVenus and Mdrg Gossaert, Narcissus a 0st uck of
poet ry e QupddeyPietertCoenkg van AelsElara a oOVeausmntde @ Marshyect e 6
Anthonis Mor, aMars and VenasOrpheud is unclear to me which painting in the list might be the
el eventh mythol ogy. I can assume that the object
might have referred tovarsion of thécarugc. 1558) by Pieter Bruegel, now at the Musées royaux des
BeauxArts de Belgique of Bruss@seDENUNCE 1932, pp. §.
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canvases representirabours of Hergud@st of theSeven Liberal A& Banquet of
the Sea Gausl aJudgemanid aTriumph of Pardl ty the hand of Frans Floi$’

The master of the Mint Jean Noirot (2B72), in whose inventory dated 1572 we can
find aCleopatra and Cupitbre likely a Venus anActaeqgraJudgment of Pamis
many ditrorfiéd*f whioht seetmed to have portragetl | &igures, masty
goddesses.

Niclaes Jonghelinck surely was one of the most interesting merchant collectors in
Antwerp. Wouk suggested that he had an important role in shaping trends in collecting
among his peersjch as his associate Jean Noirot and likely also VéZétefarct,
all these families had some ties with the Mint of the city and with the artists Frans
Floris and Pieter Bruegel. The brother of Niclaes was the sculptor Jacques Jonghelinck
(15301606)the artist who likely accompanied Pieter Bruegel on his trip to Italy. His
statues often represented cycles of mythological subjects and could be compared to
FIl ori sd appr oa c% Hetbecantemasterof tiee Mimtiafteathe death d e
of Noirot,in 1572. Joris Vezeleer had also some connections with Niclaes Jonghelinck
because they both were memBb°%Thisnewbrk t he gu
I's usually studied concerning the patror

works, or becausd the connection with humanists such as Goropius Becanus (1519

1028They are referred to as oOoacht stucken van de
seven, emde &o»hsped could have been a painting re
1559) now in Puerto Rico. BERGMANS 1964, pp. 17879;Wouk 2018, pp. 343852.

1029 The relationship of patronage between Jongelinck and Floris and its importancd-in the sel
fashioning process of the merchant to change his statWWpsgre2018, pp. 32880. For the
transcription of the 1566 document in which he pledged his paintings as guarantee against his tax debt,
seeDENUNCE 1932, p. 5.

10305Troni@ i s a wo rillk a headestidy producgckirsttee workshop of an artist, or more
broadly an expressipgeudep or t r ait. These Oheadsd repledsented a
af f et t,canddhey wefe aised to build a stock of physiognomic studie® thdisthand his
collaborators could udeor a general introduction to this artistic practicesegewALD 2011.For
Fl ori s pract i ctreniesdeNopka2D18,tpp. 21§6l.and usi ng

1031SedNouK 2018, p. 333.

10320n the artist, se®IEIJER 1979, pp. 11635;BUCHANAN 1990, pp. 16213; SMOLDEREN
1996; ant the recePsPPOT2017, pp. 682.

1033SeeViuYLLE 2020, pp. 248.
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1573) or Abraham Ortelius (15508) but it is also relevant to outline aspects of the
collection of mythologies during the second half of the c&#tury.

Returning to the analysis by Karolie Clippel, she also argues that during the
1570s and the 1580s, few artists were painting mythologies with nude figures in
Antwerp, and just as significantly, most of these subjects were destined for the foreign
buyers®®*As we have discussed before,ithmanist courts were the perfect soil for
the nude mythological painting to grow and prosper, arcbtiieruled by the
Habsburg Rudolph Il (1585612), Holy Roman Emperor from 1576 to his death, was
no exception. His renowned court in Prague was shieadi®n not only of many
Flemish paintings with mythological subjects but also of Flemish artists like the
Antwerpian Bartholomeus Spranger (4%44.), who first worked in Rome and then
becameKammermater Rudolph Il in 1581°* The court of Spain wdikewise a
suitable market for the afor emexstetnt oned a
relationship with Flemish artists and hiskmelvn interest in mythological and erotic
art. It is important to include France in the list of markets thatié@ade Clippel
di scussed. Apart from a gener al i ncrease
like Paris and Lydf¥’ one of the artists who specialised in the production of
mythological and allegorical paintings with a great display ofwmaked and
goddesses, the Antwerpian Jacob de Backer (¢58595is recorded by van Mander
to have exported many of his paintings to France through the artist and dealer Antonio
Palermo (c. 1503/18 1589)%¢

Open to slling to international marketsght have been determined by many
factors.It was a strategy to overcome the local lack of demand for mythological

1034 The erudite network of Abraham Ortelius in relation to Netherlandish antiquarianism and
artistslike Pieter Bruegel, Frans Floris, Maarten de Vos and Otto van Veet62B)56e of the
teachesof Rubens, was investigatediBGANCK 2017.

1035She refers primarily to the market of the nude, and she operates a distinction between public
and private se. See especi&@lyPPEL 2012, pp. 680; see alddeaLy 2000, p. 882.

1036For the mythological collection of Rudolph 11, lseeFMANN 1985, pp. 286. For the art of
Spranger and his role in shaping the taste of the Emperor and his ddax; 6erxk 20142015.

1037French started to be particularly interested in Netherlandish painting in the 1570s, due to a
network of Flemish artists in Paris reconstructed and anal@&edtty 2002, pp. 14985.

1038«Palermo made good profits through the work of Jacques and sent much of it to France, where
he sold it for good money» MANDER (1604199499 |, p. 185.
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paintings and allegorical nud@es] it was the result of a growing foreign demand of
art. The years after deeldenstovare also charadterd by a high rate of emigration
of artists from the vexed Southern Netherlands. Vermeylen described two waves of
migration, the first from 1567 to 1572, and the second starting in the early 1580s and
becoming, after the Catholic reconquest of AntwerJ6&5b, a real exodus of
Protestant paintet¥? The artists moved mainly to the Northern Provinces or to
German lands, where they could find already established Flemish communities. This
largescale migration to the North gave an important boost to tlgeDigich art and
impoverished the Habsburg Netherlands of a great number of skilled professionals.

Il n this context of changes and turns,

received by the artists who were struggling to reshape the boundariesi6f their

5.3 Frans Floris: reaching for an elitist clientele

I f we consider the st r dasheogngesansdlbrisNet her
surely represents an exemplary case. The decoration of hidismaeypalace)
104%finished in 1565 wakesigned to directly engage with the art theoretical discussion
of his tim&®! The fagade showed an alliance between intellectual and mechanical
activities, claiming a place for sculptors, architects, and painters among the liberal
artists. It is not cogidental that, in the same year 1565, the first books on
Netherlandish art had been publisf&dhe Latin biography of Lambert Lombard,
master of Floris, from the pen of Dominicus Lampsonius, and also the collection of
verses entitleDen Hof en BoomgherBoes(@he court and orchard of pobms F 1 or i s
pupi l L u ¢ a s1584)dcdreaeingea sqniebirBwhich the author glorifies his

master and a poem that c¢c¥%ntraposes Flori:

1039See/ERMEYLEN 2012, pp. 94.08.

1040This is how it was referred to by van Mander in his biografiteyartist.

1041The decoration of Florisd house and especiall
emancipation of Netherlandish artists from craftsmen to liberal artistsLiS2&975], pp. 3436,
308312;VELDE 1985, pp. 12134;FILIPCzAK 1987, pp. 3B9;Wouk 2018, pp. 46301.

1042 For the development of the theoretical discourse on art in the Netherlandish literature in
relation to the Italian art theory, 8@ 10N 1991, esp. pp. 1:2%9.

1043 s Titian, he wasoeomnlblyed udclapmse IDIGeHseée rien thheec apu s €
titl e t dranacriqediiVouk 20080 pp. 54343.
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As Titian, Floris was wellware of the current intellectual debate on art; he was
part of a network of artists, intellectuals, and humanists who were shaping the artistic
canon of their times and promoting a specific image of Floris Hitfeetf;he was,
essentially, actively participating in the process of emancipation of the Netherlandish
artists.

Even though we can draw some parallels between the strategy of Titian and the
one used by Flortawvhich we will discuss laterdepth-, it is evident that ¢hartist
had shaped his artistic identity on the one of Raphael. Vasari, in his 1568 edition of
the Vite, called him the oOoORaffaell o Fiammingo
Low Countries and most likely to an indication of Dominicus Lamp¥$trins,
Floris himself alluded in the decoration
of Palazzo Br%conio dell dAquil a.

Floris was one of the few painters vpnoduced a conspicuous number of
mythological subjects and nuads | 0Téis dhoice ®adefinitely fitting for an artist
who had studied with Lambert Lombard and who had travelled to Italy between 1541
and 1545. His engagement in elevatingtdigsf his category of art practitioners is
also usually attributed to his Italian experiéotaén doing so, he was also working
hard to establish his owtatuand to ensure his artistic legacy. For this reason, his
palace was an expression of humanist and artistic propaganda, visited by eminent
members of the society, as recorded by van Mékdehe Counts of Egmont and

1044He was part of a circle of humanists including Abraham Orteliud 5882 7the publishers
Christoper Plantin (c. 152889) and Hieronymus &o¢15181570), the aforementioned Lucas
ddHeere and Dominicus Lampsonius.

1045 ampsonius was an important source of information for Giorgio Vasari when he was writing
on Northern artists. Their correspondence just partially survived, but on the bakitterfstiae can
argue that his title of Flemish Raphael derived from Lamp&@Engi 1568, p. 585.

1046 The palace had been for years mistakenly considered the house of Raphael, and it was
particularly renowned in the NetherlandsVBmex 2018, pp. 47479
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Horn, or the Prince William of Orange (+3384)°*’He also actively engaged with
the court of Margaret of Parma, who he had also portrayed in th€*1560s.

We have mentiondtat after his earlyenus and Mars surprisbe lgpdsted
1547, Floris continued to paint mythological subjects. This aspect of his production
became even more important when the number of commissions of altarpieces dropped
in the 1560s, and he dedicated himself to the growing market of pfectesand
smaller formats. In the 1550s and the early 1560s, we fahtheet of the (fags:
183'%*°and theBanquet of the sedrgodss),'**°and differenludgement of Ragise
189 among his themé&$! These paintings present a numerous group of characters,
usualha | | dadastquoting classical and Central Italian sources. There is almost no
space forthe landscdpe c ause t he bodies are position
reduces the sense of the depth of the image.

Since he devoted his work mostly to secular painting, he experimented with a more
sensuous treatment of the bodies. Important visual sourhes®r 0i nt er nat i or
el egant styled were Italian and French
Fontainebleati>? Among these prints, Floris might have found some inventions by
Titian, inventions that had been popularized through the collabbedtieen the

1047V an Mander writes that Florisd® house hosted e
for gathering and discuss on religion and philosophy. Since the Counts of Egomont and Horn, and the
Prince doéOrange wer e | e@gdtihaspeer disqussedenvbetherfFlorishad Dut c |
shared his political opinions. $&e\DER (1604) 199499, |, p. 222.

1048\/E| DE 1975, |, p. 166)ouKk 2018, pp. 38388.

1049Two beautiful examples are: Frans FBaspuet of the Gb6S0; 150x198 cm; oil on panel,

Royal Museum of Fine Arts; Antwerp. And also, the painting for Niclaes Jonghelinck: Frans Floris;
Banquet of the;god$57; 116,5x165,5 cm; oil on panel; Universalmuseum Joanneum; Graz.

1050 Frans FlorisBanquet of tlea g9ad4561; 126x226 cm; oil on panel; Nationalmuseum;
Stockholm.

1051The earliest one: Frans Fladisggement of Rarib48; 120x159,5 cm; oil on panel; Staatliche
Gemaéldegalerie Alte Meister; Kassel. And the painting for Niclaes JonghelinckirisSrdnddgement
of Parjx. 1559; 135x188 cm; oil on panel; Hermitage; Saint Petersburg.

10520n the topic of Floris and the mythologiespaesi¢he most important reference for this
study is the chapter of the book on the painter by Edward Wouk.pkiacpon the problem of
Fl orisd mythological painting focuses on his resp
in the following paragraph. S8euk 2018, pp. 41465.
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Venetian master and a series of artists who adapted his inventions into eéffjravings.
Among these, it is fundamental to mention the fruitful artistic relationship between
the painter and the Flemish engraver Cornelis Cort, one of the |legzhggtprs of
Titiands art®™ n the Netherl ands.

5.3.1 Sources of inspiration: printed mythologies and what else?

When Dominicus Lampsonius wrote to Titian in 1567, he thanked him for sending
six prints engraved by Cornelis Cort after his inveHtiohisese were the fruit of the
first collaboration between the two artists, wioick placéetween 1565 and 1566,
and they included two mythological subjddtgusor the Condemnieat Mary of
Hungary, andiana and Callistiee poesifor Philip 111°°¢ Lampsonius also warmly
suggested Titiao have Cort make an engraving afteMVeémreus and Adotiscause
the prints which were circulating after ploissiaere not of good quality’’ In their
second collaboration, around 1571, the Flemish artist translated intogrinithea n 6 s
forgeafter one of the thredlegories of Brékataritian had painted for the ceiling of

1053 Tjtian is known for his active collaboration with the artistsngh® adapting his paintings
into prints. He was aware of the importance of prints for spreading his inventions, and he decided to
be in control of the image of his art and his persona that these engravings were conveying. For this
reason, in 1567 he aslkechd obt ai ned from the Council of Ten
distributing the prints from his own invention.
LUDEMANN 2016passim For a more precise appr ofghbnngn t he rc
strategy, sedANCINI 2008, pp. 12158;TAGLIAFERRO ET AL 2009, pp283409 MANCINI 201%,
pp. 205232.

10540n Cornelis Cort, s€fELLINK 1994 BOREA 199, pp. 21582Q

1055F0r the letter from Lampsonius to Titian, SeeLLA 2001, pp. 12T720.

106 The Tityusvas also engraved by Martino Rdew years later, in 1570.Cornelis Cort after
Titian; Tityus1566; 388x316 mm; engraving; British Museum; London. And also: CarnefierC
Titian;Diana and Calljst®66; 432x361 mm; engraving; British Museum; London.

1057He was probably referring to the ones engraved by Giulo Sanuto and Martino Rota. In his
opinion, Cort was the only artist who could translate the pictorialofaliigsn in the medium of
print. However, this letter also demonstrates that the invention for Philip 1l was alrdamymvell
though prints, even though they might have been considered to be not up to the mark. Giulio Sanuto
after TitianVenus and Adgr. 1559; 538x415 mm; engraving; British Museum; London.
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the Palazzo Comunale of the city in 1568, destroyed bind fif&>*We should

also mention here two subjects that are not exactly mythological, but which refer to

secular sources and pay particular attention to the beauty of the naked female

protagonistsRoger and Angeliieded 1565, anBarquinius and Luarg@roduced

during the years 151572:°Some other mythologies had been printed in the years

1550s, when Giulio Sanuto engravedPrieeus and Androméda e r  Pdesid i p | |

and theTantaluBom the series of tHeondemrt&fand in the 1570s, whan artist

usually identified with the German Melchior Meier (active €138ZpPproduced a

print after the Danafna version of Titiani
This premise is fundament al to start d

compositions on Floris. Indiit is very difficult to ascertain if Floris had experienced

first-hand the paintings of the Venetian &rte did, which ones. Unlike Coxcie and

Mor, Floris was not a court artist, and his contacts with this environment are not

documented before thiene he portrayed Margaret of Parma, who was Governor of

the Low Countries just before 1559, when Philip Il arranged the moving of all of the

Titiands masterpieces toTiStpipamigs hadouk ar

remained in Coudenberg palace a#eng moved from Binche and that Margaret of

Parma displayed earlier works by Titian and commissioned new ones to reinforce her

1058 Cornelis Cort after Titiay u | ¢ a nH82; 410x3923 @m; engraving; British Museum;
London.

1059 Cornelis Cort after TitialRoger and Angeli&®5; 305x405 mm; engraving; Rijksmuseum;
Amstedam. And also: Cornelis Cort after Titlearguinius and Lucrésé5; 372x279 mm; engraving;
Rijksmuseum; Amsterdam

1060Gjulio Sanuto after TitiaRerseus and Androm®8@1550; 380x511 mm; engraving; British
Museum; London. And also: Giulio Sarafter Titian;Tantalysl5501560; 447x350 mm; engraving;
British Museum; London. For the production of reproductive prints in the workshop of the painter and
outside between the 1550s and the 1580s)BERANN 2016, pp. 16917.

1061 Melchior Meier after TitiarDanage c. 1570; 257x308 mm; engraving; Rijksmuseum;
Amsterdam.
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authority by linking herself to the imperial aftidtowever, these statements are not
supported by evidence and they are therefore mere specffiations.
Infactt he richest known collection of Tit.i
of Antoine Perrenot de Granvelle. From the letters exchanged beenaisttand
the Bishop of Arras, we know that he had commissioned and received his own portrait,
the one of his wife and of his fatherEace Honsomilar to the one he had made in
Rome'*®* a copy of the portrait of Philip Il that he had made in Mffaand a
Magdaletf®We have already discussed the presence of mythological paintings in the
collection of Granvelteo, documented by a 1607 inventory in his palace in Besangon.
The inventory lists two famous mythologies by Titemud/before a metdibly Cupid
andDanae and the shower'tf Bhld, there are two more paintings attributed to the
Venetian which might have been in the Graneellection,but which are not
mentioned in the 1607 inventory, nam&lgraus on a bed with an caga@Sieeping
Venus and a hidden 3digse paintings were sold by Francois Perrenot de Granvelle
(??22607), grandchild of Antoine, to Emperor Rudolph Il, as recordetetter
dated 24 July 168%Weresuchpaintingsaccessibl®r an artist like Frans Floris?
Granvelle was a prominent patron of the art of Floris. He owned different heads

studies by his hand (some with mythological connotations), but he mostly

1062\Wouk 2018, p. 436.

1063|n the first chapter we have discussed how the documented paintings which Titian had sent to
the Habsburgs all moved to Spain within 158gefdre their presence in Coudenberg seems unlikely
at best. Plus, it was Titian who sent prints to Margaret of Parma to remind her his privileged relationship
with his father the Emperor, but we have no clues of commissions made by Margaret while she was
Regent of the Low Countries.

1064The Ecce homon d ot her paintings, l'i kely the portrai
mentioned in the letter that Titian had sent to his patron inMBX8INI 1998, p. 17PupPprI 2012,
p. 155.

1065MANCINI 1998, p. 18%upPr12012, pp. 17576.

1066MANCINI 1998, p. 23@31;PupPri2012, p. 232.

1067\Venus before a mirror held by Cupid (p. 46), Danae and the shower of gold (p. 55), in Castan
1867.

08T j ti ands painti ngdwoavorks oflart selecedbyddiphdl frantiteh e t hi r t
Granvelle collection. The entir eZMervaN 1888,. pai d by
LIl
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commissioned religious paintittfsHowever, otherevidencesuggestghat the
possibilitiesthat Flosawt he Ti ti ands paintings in the
were very low. First of all, except for the paintings that Antoine Granvelle had bought
directly from Titian, we cannot know if the ones listed in theriv@®ifary had been
collected by him or by his heirs. If we also consider that Francois Perrenot de
Granvelle had been the ambassador of Rudolph Il in V&hineeikely had the
chance to enrich his collection of Venetian paintings after the deatheofdiatiugr
and Floris himself. Secondly, we have no evidence whether these paintings were kept
in his palace in Brussels or if they were hanging in Besangon. Even if they had been in
the Low Countries, they likely left Brussels around 1564, when Antoinell&ra
retired to Franch€omté following the suggestion of Philip II, due tayiosving
unpopularity.

Of course, Frans Floris likely had contact with the art of the Venetian during his
stay in Italy, even though this does not shine through his skes;hkbick were
mostly devoted to drawings from the antiffiéilso, his sojourn in ltaly had
happened in the 1540s, when the most important mythologies made by Titian were
the ones painted fortlrea mer i nof dAhf abaett odDdaet e and
Wouk writes: OFl orisds O6turndé to Titian
under $tQuite dparbfrom the questionvahyFloris turned to Titian, however,
we might also ponder the material questidmwfgiven the scarcity of pangs
available as models. In contrast to what has been supposed, in fact, the presence of
fristhand sources of Titiands ar tegaiagn n ot b e
paintings of Titiands | ate style.

10690n Granvelle and Floris, sé®uk 2018, pp. 28898.

1070SeaGACHARD 1863, p. 71.

1071 There are different groups of sheets that atdbwith a different degree of confidence to
Frans FIl or i s 0 -calddd&onah Bketahtosk; now ih Base§ and the Aloum Dansaert,
now lost. SE¥ELDE 1969, pp. 25386;Wouk 2018, pp. 7+108.

1072\WWouk 2018, p. 435.

276



5.3.2 Engaging with style and themes: the &tary judgment

To add another |l ayer to our understandi
to open a parenthesis on the devel opment
theory, which had started to appropriate and echo concepts and disénagsion
Italian authors.

In his biography of Lambert Lombard edited in 1565, Lampsonius lists the best
ltalian painters of his tim&? He states that Michelangelo Buonarroti and Baccio
Bandinelli (1488560) from Florence, Raphael from Urbino, Titian Yfemce were
the artists who were most inspired by the antiques and who imitateld’faftee.
that, Lampsonius mentions Titian several times, focusing on the aspect that
characterized the most the Italian artistic discussion around the Venetiatheamely
splendour of hisoloreéhat so powerfully imitated nattfféThe artist is called upon
for technical issues like therfection irthe depiction of the flesh and is referred to
as the source of the rich and viaatbrito f L o mb a r d°6Bt Largpsomus i n g s .
al so cont r cojpre s e tnteldentiai ah dAndr ea -1IM®Nt egna
Michelangelo and Baccio, somehow alluding to the popular Italian debate on the
dichotomydiseghcoloré’’

That Titian was cast as the Venetian champitve oblorés evident also in the

aforementioned letter that Lampsonius addressed to the artist in 1567. He writes:

1073For a study focused on Lampsonius and Titian with emphasis also on the figure of Lambert
Lombard and on the literary context underlying theotetical discussion, $8R0ss02018, pp.
241299.

1074&cioLLA-VoLPI 2001, pp. 490.

1075|n the letteraddresde t o Gi ul i o Cl ovi o, L a mupgligirocoloribre r ef er s
showing his knowledge of the 1557 book nddriech | o go del | a hylLotavicoDalcei nt i t ol a
(1508/1601 56 8) , i n which Titiandvibs S$ieteeVoLPIQ@L, lp.ed wi t h

127;GR0OSS02018, pp. 25858.

1076SeesCIOLLA-VOLPI 2001, pp. 50, 51, 55, 56.

1077|n particular, for the defence of tworand the primacy of Titian as tenmaf the values
namednvenzigriésegramdcoloritave show consider the aforementiori@@dlogby Lodovico Dolce
as one of the main sources for Lampsonius. However, we must not forget that he was in contact with
the most strenuous advocate of FloremisegnGiorgio Vasari. S&I0LLA-VOLPI 2001, pp. 480;
GR0OsSS02018, pp. 25859;Wouk 2018, pp. 43837.
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¢c[é] dovungque mette V. S. |l a sua divina ma
tale che i vostri colori pareno non gia solamentalatia anco non so che di piu

divino, augusto et immortales>

This concept would be central also in the biography of Titian published by Vasari
in the reedition of hisvite- the sec a | édizidne giurdinpublished in 15687°

Whil e we are di scus s tanigealthat hephgpdobablyu sd i de
formed and shared with his circle of friends, artists and intellgctugsworth
mentioning an important topic that does not find space in the present study.
Lampsonius, in the same letter, praises the artist for his painted landsicgpbsitstat
Titian took over the leadership from the Flemish painters in thi§fiek high
regard for the \acsaggii anfbadegdgi ahdooaanfi et
Mander in hi®en Grondt der Edel vry Scbiiq604), a sort of imdduction to the
Schilderbaelwhich the author lists the fundamental elements of the art of painting,
including the landscal®Thi s subject, in relation to t
- in paint and pring, on the art of Pieter Bruegel the Elled the Netherlandish art
has yet to be fully investigat®d.

Moving back to Lampsoniusd praise of Ti
impressed by htelordis imitation of natura depicting flesand maybe surprisingly
for a Flemishby his ability in depicting landscapes. Considering his eagerness to
receive more of Titiands compositions t hi
also admired his talent in the aspedtssehtianddispositibloris, on the other hand,
had not beeparticularly admired for his coloti#40n the contrary, his strong points

were theinventionend thedisegnwith which he adapted | | draodeisi as a

1078xCI0LLA-VOLPI 2001, p. 119.

1079SeeHOPE in BELLUNO 20072008, pp. 341;FAIETTI in OXFORD 20152016, pp. 399.

10805cIOLLA-VOLPI 2001 p. 119. On this topic, $&R0Ss02019, pp. 19215.

1081MANDER (1604) 2009, pp. 1:237.

1082] want to thank Manfred Sellink for the indication and for the interesting opening to further
research.

8 0One exception is the Latin dedication to Ni
publication of thé.abors of Herc(&63), in which Lampsonius writes that Cock was able to transpose
the lively colours of Floris paintings into print. However, tieissnefore to theoposn the ability of
theengraverth t o a r e a |colgitdheitranscriptidn in FVbuk ROil8s ip.-540.
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remembered by Lodovico Guicciardini, who also gives him the credit for having
introduced in Flandefsr om |t al y: ¢cla maestria nel f
maravigliosi¥¥®In his 1568/ite, Vas ar i expressed enthusi a:
beautiful and bizarre inventions that he knew through Bfints.

But Lampsonius did not spare criticism fariglin the collection of Latin
epigrams namee@ictorium aliquot celebrium Germaniae Infepotitisfédias 1572
after the death of the painter. The author writes:

«If you, as painter, Floris, had acquired for yourself as much skill in art as yo
bestowed on you by naturgince you prefer to paint much above making work of
paintings, and find no pleasure in spending time on the proper use of the file and
hard work then | would cry: yield, painters, whether you were brought forth by our
fathes of our forefatherg6

This posthumous epigram shows Floris as
who wasted his skills, probably referring to his last problemati¢®yearhad
somehow failed his adhesion to the Netherlandish traditionEteckian oil painting
technique, and he had lost the chance to be an artist second to none. Apparently, with
the Horatian polishing the work with the file, Lampsonius was criticizing the looseness
and sketchiness of the Floris technique, a loosenesstaatilyaed by Wouk as part
of the artistdos di dogue with the figure
't is striking to compare van Mander ds
years 1560s to the one that Vasari had m;

1084Transcribed and translatedNouk 2018, p. 245.

1085 \/ASARI 1568, V, p. 441; VII, pp. 5885, 589T he r el i ability of Vasar.i
questionable, in particular to what concerns the foreign artists.Hypothesized by Charles Hope
that Vasari mostly based his comments on letters he had receMe@e3685, pp. Q3.

1086 Translatiorby Wouk 2018, pp. 54348.

1087\/an Mander wrote that in his last years Floris had become a drunk and had accumulated debts.
SeeVELDE 1975, |, pp. 4647.

1088 The analysis of the style of Floris as a response to Titian is an interesting topic, especially
consideng that this aspect of his technique had beer
dealingonly with some problems and excluding others, as we will discos®UuBe2018, pp. 435
449,
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«For itlooks as if a lot of time and labour has been put into the faces and the nude
parts of the body, especially if one stands at some distance; then things are revealed
which are not apparent close to: or rather one sees things which are ae&e theres.

Int hi s case, the criticism of Lampsoni us

a Centraltalian and a Venetian depiction of the body through a reference to the

description of Titiands | ate manner ma d

biography ofhe Venetiat’®In fact, Vasari writes:

«Concio sia che le prime son condotte con una certa finezza e diligenza incredibile e
da essere vedute da presso e da lontano, e queste ultime, condotte di colpi, tirate via
di grosso e con macchie, di maniera cheedao non si possono vedere e di lontano
appariscono perfettest

We have already analysed this famous quote from Vasari in the first chapter, in
relation to the comments expressed by Philip Il and Mary of Hungary on the painting
technique of Titanammln t he ori ght distanced6 to ful
in this context, can we interpret the criticism of Lampsonius retrospectively and
through the |l ens of van Manderds direct
or the Venetians?

The angser to this question is obviously negative. The lack of polish, the looseness
identified in the late art of Floris, is interpreted by Lampsonius as a downgrade of his
Flemishness instead of an improvement towards a style characterized by the Italian
concepof sprezzatushwhich Titian was the absolute artistic benchmark. Put in these
terms, it seems that Lampsonius was criticizing Floris for the same aspects which were

fundamental and appreciated in the art of Titian, namely his way of avoiding too much

1089MANDER (1604)199499,1, p. 225.

1090Walter Melion compared theerdichéyt aci | i ty) with which van Man

with thelichtveerdichegtui ck, | i ght and secuxal hedeoskecome Inauwn:

SeeMELION 1991, pp. 12324.
1091\/ASARI 1568, I, 815
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polish in favour of a light hatfBut we must be careful in drawing these conclusions
from the judgment of Lampsionius.

First of all, t he humani st Eolaranda r i |y
naturalezz&s we have discussed in the chaptepastraiture, the Venetian was
brought as the major exampl e ofpresentpai nt er
the subjects of his paintings as they were alive. He was praised for his depiction of the
skin, the trembling flesh, and not specificadlji§ loose brushwork?But Melion,
in his analysis of Lombardds biography wr
the author on the painterodos celerity and
brush, showindacilit{maybe also reéat to thesprezzat®g , i nstead of a
cleand pi &fLampsonils weuld not lave eescribed enthusiastically the
sprezzatwaf Lombarddés brush in connection to -
dedicated to Floris. We should probably operate a distinction between the concept of
sprezzatum painting, namely a looseness in handling the brush which appeared
efforttess and the painting oO0condotte di col p
typical of Titiands | ate styl e.

This is definitely a complex topic to add®s®Vithin the limits of this
dissertation, it suffices to raise some questions on the receptioa obtivepts in

the Netherlands, focused on the years before van Mander. If Lampsonius used the

1092The connection between Titian and the concept of sprezzatura was for the first time expressed
i n D ®ialoge deka pittlilee Venetian was a master in not indulging in an excess of polish in order
to achieve e seemingly effortless executioe piihted surfacBoLCE 1557, fol. 4@erso

1093As we have discussed in the first chapter and in the chapter on portraiture, the comments of
Philip I and Mary of Hungary should not be interpreted as the acknowledgement of what Vasari would
call eéabet saylthe expression of a visual culture
paintings and portraits.

1094SeeMELION 1991, pp. 16566.

0%5For instance, it is improper and somehow redu
consideringhat some of the paintings by the Venetian from the 1550s, and most of the ones of the
1560s and the 1570s, present various degrees of
late style and its ideological and technical interpretationis tn&eest literature. Here, some selected
authors and textisloPE 2003 SoHM 1991, pp. 262;GENTILI 1992, pp. 9327 and iBELLUNO 2007,
pp. 135243;BOHDE 2002;ROSEN 20QL; AIKEMA in VENICE-VIENNA 20072008, pp. 889;CHECA
CREMADESIN VENICE-VIENNA 20072008, pp. 689 GENTILI in BELLUNO 20072008, pp. 13543.
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Dialogby Dol ce as a source, then heoloas awar
Dolce was not only referring to the choice of colours, but tortleetcpassage from
light to shadow, which had to blend smoothly and softly while avoiding marked
outlines?® Checa pinpoints in this passage the description of what might be
considered the first stage of the change that would bring to what Vasdriealleanit at e
styled and t he t ec hn'¥qasae, omthie othdnlmndpspems t ur a
to refer to some paintings realized between 1550 and 1566, mostly for Philip I, when
he mentions the artworks that should be looked at from afar, andmosthadical
examples of the late styldnich were indicated with the expresionon % ni t 06 .

It is safe to suggest that the art of Titian celebrated by Lampsonius and referred
to by the Netherlandish artists that we have analysed so far was duntttes fdea
of the onon finit oo spreazatdmerfacilitandienrdidbod t he ¢
necessarily imply a sketchy brushstroke.

In this regard, it is interesting to notice how in tk\déntury Dutch there was a
linguistic difference betwe&ni t i ands oOpi tt urraw(roagh)madc c hi a o,
used for instance to describe the sketchy and impastoed paint handling of Rembrandt
van Rijn (1604669); and the wotdssighdldoseness), which translated the Italian
concept okprezzatuaa tle dexterity of hand which dissimulated the eHorsae

Smith analysed these differences in the artistic vocabulary, concluding that the concept

0% | a principal parte del colorito il contend,i
mezzo, che unisce | 6un cont r aremeno,secandolil lisagnd,r o e f a
di stanti, dovendo il pittore avertire che, nel c
aver sempre | 6occhio intento alle tinte, principeé
chelamescolandae 8 col or i sia sfumata et wunita di modo ct
of fenda gli occhi: come sono |l e |inee ded contorr

|l a negrezza chdi o di c olundetbnhbfegaosh corgiutlicioeetrade, fannad i suni t
tondeggiar le figure e danno loro il rilevo che si ricerca; del qual rilevo le figure che sono prive, paiono,
come ben diceste, dipinte, percioché resta la superficie fixmaseih557, pp. 18384.

1097SeaCHECA CREMADESIN VENICE-VIENNA 20072008, p. 63.

10980 some of his late paintings, Titian gave up to the vivid chromatism for a monochrome
approach. We should mention his fanfélaging of Marsfes767 6 ) now at KPied mi ©2 H, 0
(15757 5) at the Gallerie dell dAccademia in Venice.
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of lossigherdphysical terms was most likely linked to the fine and detailed painting,
calleche{(neat, polished), instead of thestyle**®®

It is important to somehow mitigate and contextualize the experience of
Lampsonius, who likely had his most relevantericaur wi t h Ti ti ands a
where he was between 1554 and 1558 and wheentleeand Adonis sent in the
same years, and who demonstrated his assimilation of concepts derived from Italian
art theory'®A similar point might be made for the tstitke Frans Florisbut also
Michiel Coxcie, Anthonis Mor and othefsor many reasons: t he
extreme experimentation were yet to come, the selection of his paintings made by the
Habsburgs in the Netherlands followed a taste thattedalantral Italian and
a |l | dspects,ithe prints were more available than the original artworks.

After this |l ong and complex premise, W
increasingly visible brushwork in some paintings of the 1560s. Woukdltbeuss
comparison between Vasari s description
comment on Floris and also hypothesised
was a precise choice in dialogue with the Venetian, which: «may have also been
calculated to reflect the shifting tastes of his Antwerp cliéfitele».

If we want to prove the validity of this assumption, it seems insufficient to focus
on the issue of the style. A looser and less detailed manner of painting might hardly
have a meaning itself, unrelated to the form, the iconography, and the context.

Moreover the same scholar identifies another shift in the style of the artist, to
which he gives a different reading. Floris apparently moved frortthelsd ed o r el i ¢
st yl e 6 lyceligious pasntingsanamely the one standardized by Raphael and his
followers through the medium of print, to a style characterized by visible brushstrokes
and an -oii knp&@ srteonder i ng "éExamplds ef thisishifttinor i al

1099SeePOUSAO-SMITH 2003, pp. 25879.

1100SeeGR0OSS02018, pp. 25863.

1101SeaNouk 2018, pp. 44349.

1102t is curious that Wouk discusses the issue of style in the art of Floris in two separate chapters
ard that he does not relate the two interpretations whatsoever. The style shift in the religious paintings
is related to adhesion to the religious movement Biethatio Modemwaile the mythological themes
it is directly connected to dialoguing witraTitid s ar t i s Waouk 20p8epp.L@3R5aesp. Se e
276283.
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the religias painting are the 156%rist carrying the cross with Mary and Simon of Cyrene
(Figuragg, theHead of Chr{stguras?), which is probably a study, and a seGimibt

carrying the cfegsasd dated about 15682In these cases, the loose brushstrokes

are explained by Wouk as the artist taking distancevifranie callan elitist style

whose goal was to educate the audienmee @mimed to move the viewer emotionally,

in the spirit of théDevotio Moderfa achieve that, Floris carefully drew from the
Netherlandish tradition of the dramatic clgsef scenes from the Passion and his
Italianism, painting idealised bodies framdvih e | a n g anergifigformsanca t u e s ,
style to convey an emotional mesSeffenother painting that is usually brought as

an example of this loose style,vhichis not discussed by Wouk in the chapter on
experiments on religious art, isAkeratio of the sheptibedsve have analysed in the
previous chapter, dated 1568.

Did Floris experiment with this style in the emulation of Titian to attract courtly
patrons who would have appreciated the reference? This is a recursive question we
have dealt ith many times concerning different Netherlandish artists. However, it
seems more difficult to give a straight answer in this case. First of all, the analysis of
the sources, visual and literary, shows a problematic image of Titian, which did not
exactly aincide with the one developed in the lItalian art theory. Secondly, while

Coxcie, Mor, and the other painters ment.

1103Since this chapter does not focus on religious painting, the topic is not going to be analysed in
depth here. The paintings mentioned in the text are: FransGHdsscarrying the evilk Mary and
Simon of Cyremel555; 114x81 cm; oil on panel; Kunsthistorisches Museum; Vienna. The second is:
Frans FlorisHead of Christ 155&4; 48x34 cm; oil on panel; Staatliches Museum; Schverin. And
finally: Frans Flori§hrist carryitg tcross 1560; 74,5x47 cm; Kunsthistorisches Museum; Vienna.

1104|n the 1560 painting @hrist carrying the,crosshe body of t he Saviour ¢
Risen Christ Santa Maria Sopra Minerva, dated-2818loris does a clever operatiothis panel:
he uses an extremely renowned statue and transforms the stone into a different material. The skin
appears tactile in the medium of paint, fragile and in the process of falling apart. This approach is
interesting both in relation to the probleni t henessmagef t he artworks (tq
materiality and artistry) and in relation to the theoretical discussion on the imitation of the antique
sources, which will be addressed among others by RubeBiimtiiation statuarBe®\Vouk 2018,
pp. 282283. On Rubens and his contribution to art theory, see in paMioui@r 1982, pp. 229
247.
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subtly, but in an ofterecognizable way, Frans Floris seems to avoid directly referring
to his ompositionsalthoughhe demonstrates knowledge of them.

We will now analyse a series of paintings by Rloaishave been considered
dependant from Titianesque modaelslifferent leveishe style, the composition, the

theme, or a combination of them.

Diana and her nymphs surprised by Actaeon

In the 1560s, Floris focused his production on mythologies, and he also
confronted himself with Ovidian themes which had been made popular by the series
of thepoesk®y Titian for Philip Il. The literary discourse around them, which we have
already mentioned, referred to plagagometween poetry and painting, and to the
claim that the latter could achieve the same poetic expression as the first. We are
referring toa layered and nuanced relationship between image and literature, painting
and words, that preoccupied many artists, including Frans Floris.

The aforementioned decoration of Fl or i
Lombard and his humanist friends, dmdrtistic partnership with Jonghelinck and
his circle, corroborate the image of an artist who was consciously deciding to approach
these themes. In fact, he would p@iaha and her nymphs surprised hyAatgeon
revitalized by Titian in 1559 evhhe sent it to the King of Spémurasd.’'*® The
original painting is now lost, but its appearance is preserved by a photograph, an olil
sketch(Figura9g, and an engravir{ggura9l) by Frans Menton (c. 158®15), all of
which show different aspects of his compositién.

There are some minor changes between the photographed painting and the oll

sketch. The composition and the distribution of the elements in the space coincide

1105 Titian; Diana and Actaedb5659; 184,5x202,2 cm; oil on canvas; National Galleries of
Scotland; Edinburgh. S&ETHEY 196975, Ill, pp. 7374, 138L41; and the receBMESTON-LEWISIN
LoNDON 2020, pp. 14755.

1106 The photography records the painting when it was in the collectiand Middleton
(Wollanton Hall, Nottingham) and bears the measures 170x257 cm. The oil sketch: Fbias&loris;
and her nymphs surprised by écl&#dn 415x485 mm; pen and brush in brown with oil and white
heightening on parchment on paneljs€i@hurch Picture Gallery; Oxford. The print: Frans Menton
after Frans FlorisDiana and her nymphs surprised by Acl&&ith 220x290 mm; engraving;
Rijksmuseum; Amsterdam.
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but, in the painting, one of the nymphs who is standing behind Diana is missing, and
another shows her shock touching her head, Actaeon points at the goddess instead of
raising his hand in a gesture of surprise, and the nymph at the extreme left, caught in
her act brunning away, moves forth her right foot instead of the left one. There are
ot her mi nor changes in the pose of the
(probably part of her chest plate) lying next to the fountain.

More relevant alterations are pregem¢é compare these painted versions to the
print engraved by Menton. In fact, here some elements had been isolated and re
arranged. It seems like the left side of the painting had been cut, mirrored, and pasted
at the tight of the composition. In thisyw®iana had become the centre of the
composition, and the two nymphs are now running on the right side. Most of the
postures had been slightly moved, but some had been visibly changed, namely the pose
of the nymph who is running with her arms stretchéth@one of the nymph who
i's untying Dianads sandal s. While the fi
women depicted in the representations of
reminds of a pose used by Floris foMeisus and Cupidhe Louvre, dated about
1569(Figura 9.1’

As noticed by Wouk, Floris interprets the Ovidian text pretty literally, even more
than Titian. Wesee the nymphs taking care of the goddess, removing her sandals,
taking the weapons awaydetail present in the lost painting, but not in the engraving
or in the oil sketch and bringing herwat¢tHer e, it i s one of Di a
who immediatg tries to cover the goddess with a cloth, and not the goddess herself.
Another narrative componemhichTitian ignores is the act of Diana spraying water
at the hunter Actaeon. However, the Venetian focuses more on the rendering of the
element of the wer, which is particularly relevant in the original story. In the lost
painting, Floris had also included a spring of water next to the fountain, but this had
been excluded from the engraving and the oil sketch. Theyefw#h Titian and
Floris show dierent degrees of freedom from the literary spard¢bey might have
used a different one.

1107Frans Florisyenus and Cypid1569; 103x132 cm; oil on panel; Louveeiu; Paris.
1108SeeNoUK 2018, pp. 43841.
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Butwas Florisre |l aborating Titiands wor k? Wouk
two poestey Titian, the aforemention&lana and Actadepuragd andDiana and
Callistdrigura93, two paintings foPhilip 11 which had been conceived together and
which were sent to Spain in 1560rhe elements borrowed frdbiana and Callisto
seem to be the nymphs turning away from the central action, the naked body of the
goddess and the figure of the crouched dbgse would be, if isolated, labile
connections. But other el ement spogsieght de
For instance, the hairstyle of Titiands ¢
used by Floris in other representations of Ofraua94.**°Sure, the crescent moon
was a typical attribute of the goddess, but this similarity might strengthen the
connection.

However, the most e v Diaheand Actagoslantdied s our c €
in a print after Francesco Primaticcio represevengs attired by the G(eiges
195.1* This invention was probably related to the context of the decoration of
Fontainebleau, and this is not ssipg if we consider that Floris had already
interpreted models by Francesco Primaticcio and Luca Penni (c.-15686/6%),
two artists who worked for Francis | ameteexponents of thesma |l | ed oschool
Font ai A'éBxdem faruh& goddess hefstle nymph who is styling her hair
and the one with the bowl closely resemble the two corresponding Graces in the print
after Primaticcio. This adaptation of the model appears way more straightforward than

the previous ones of Titian. It is so evideat th almost looks like a citation.

1109 Tjtian; Diana and Callist®5659; 184,5x202,2 cm; oil on canvas; National Gallery; London.
SedNETHEY 196975, Ill, pp. 142143; and the receWtiveL in LONDON 2020, pp. 15865. For the
di scussi epoesemd THK It ¢ rain HB/OUK ROL8& ppt4888M , s ee

1110Frans FloridDianac. 1555; 42x33 cm; oil on panel; present location unkifevikmow that
many oOheadsé of gods and goddesses were produced
marlet. Granvelle, in his collection, had a head of Bacchus and a head of Ceres by the artist listed in his
1607 inventory. SEASTAN 1867, p. 45.

1111This connection was identified by Carl van de Veldg (1p@. 383384). Anonymous after
Francesco Primaticcigenus attired by the GrEe4®/50; 304x250 mm; etching; British Museum;
London.

1112The influence of the Fontainebleau school was pointed Bwus¢MANN 1943, pp. 133
157. The multiplicity ofdtian and French sources used by Floris in the treatment of the female body
was identified bjosT1960, pp. 535.
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Moreover, Penni designed a few prints depicting women at the bath in the context of
the school of Fontaineble@guraog 197, which might have offered some suggestions

to Floris for his depiction of the sensuous and intimate moment in which the women
were exposing their bodies before being interrupted by Actaeon.

The only element of the composition that seems to have a strong connection with
Titiands model s is t he bodyDiapafand®allsto a, Vv er
Another element in this respect might be, in the foreground, the presence of a nymph
gtting and showing her naked and plump butt to the viewer. This motive would
become recurrent in the scenes of Diana bathing with her nymphs, but it is difficult to
locate the origin of this connection. Understandably, a scene with many naked women
was theperfect pretext for showing them from every angle, a multiplicity of points of
view that also Titian researched when he sent Philipviétius and Adommswhich
the goddess was seen from the B&tk.

We havenot yetmentioned the style because thgiral painting was lost, but
the oil sketch reveals a particular attention to the fleshiness of the bodies and the
smooth and blended passage from light to shadow. The rapid touch was obviously
related to the typology of the work, which was not a firpsimgthg but a preparatory
study. The pictorial abbreviations and the few touches of white, together with the
softness of the skin, recal | Titiands wo
However, we cannot separate the style of the oil sleteh frh i sin-prwaog rke s s 0
nature, and we cannot safely assume that this looseness might have been the means
for engaging with a specific clientele.

1113The theme of the bathing womeas a typical output of the court of Fontainebleau. Almost
all of the artists connected to that environmesduced at least one artwork representing this sensual
subject. See Zerner 1996, pp-22BLTwo examplesf this themare Jean Mignon (active 134555)
after Luca Penni/enus bathing attended by herlm@aphs527x431 mm; etching; British Muose
London. Jean Mignon after Luca Pémumen bathibg4555; 332x502 mm; etching; British Museum;
London.SeeENKINS 2017, II, pp. 30801, 31617.

1114The idea of the variety of poses, related to the discussed tiparagyghwas expressed in
the letter from Titian to Philip Il. Here Titian gives some indication about how the paintings would
have been pos i canarimedde dlearktatel that He ihad gainted Venus seen from
the back because thanaevas seen from the front, and he wanted to varPuBee2012, pp. 213
214.
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At this point, it is necessary to draw some conclusions. When Wouk writes that
Diana and Actaectiemonsttae s b ot h hi s direct knowl edge
subject and his s&lbnscious distance fromit3he makes an interesting statement.

Floris approached a theme that was popularised by Titian in those years, which was
characterized by a strongtmism and the claim of poetic value, but he avoided the
direct comparison. On the one hand, this reminds the approach that we have
interpreted as thmodus operaidVillem Key in his adaptation of thece Horaod
MateiDoloros®eing both pupils dfombard, we might deduce that they studied the
models and then adapted them similarly, namely through a preeesslatomed

at finding better solutions without exactly copying the constitutive elements of the
original. On the other hand, his refiees to Primaticcio, the school of Fontainebleau

or, in other circumstances painters like Raphael, Giulio Romano, Francesco Salviati
(15101563) or Giorgio Vasafithe Central Italian exampleswere often more
explicit:'®

It seems very unlikely thatiFlo s was wunaware of Titiands
suggests that he knBiana and Callisadich was also more easily available through
Cortds engr avi ng, Dianaahd Acthemsra viduad sodrge.dFirsh ot h a
all the references thatwetne f ound connect Florisd pair
not to the second. Second, the many details from the Ovidian teXefaimrphosis
suggest that the Netherlandish artist looked at the literary source directly, and this
might have been relatiedthe fact that he was visually integrating subjects different
from the one he was representing, and he needed narrative details.

It is difficult to deduce something about a possible commission, even though the
painting was listed in the inventory ofdbkection of the Duke Charles de Croy of
Aerschot (1560612) at Beaumont. The Dukes of Aerschot had strong bonds with
Emperor Charles V first and with King Philip Il after. Faithful to Catholicism and the
Habsburgs, Philippe de Croy (:2365) refusetb join William of Orange in the
rebellion, was made Knight of the Order of the Golden Fleece by Philip 1l and was

115\WWouk 2018, p. 438.

1116 The important role of the print medium in disseminating the languabe swhool of
Fontainebleau among collectors might have been relevant for the issue of recooiz #islitple
of print, se& ERNER 1996, ppl25145
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appointed Stadtholder of Flanders. His son Charles followed a different path: at first,
he abandoned his Catholic faith and his loyaltg titly and became Stadtholder of
Flanders for the Protestant rebels, but after the reconquest of Antwerp in 1585 he
converted again to Catholicism and swore to be loyal to Spain again. In his 1612
inventory are listed many mythological paintings, amargsehie of the themes of

Ti t ipeesidl@vever, conversely to what is indicated by Wouk, there are no
paintings by the Venetian or somehow referred té'fiim.fact, his name is not
mentioned once, while Paolo Veronese is present with many religimgs pBloris

is present with some subjects arguably TitianesqueSldepimg Venus crowned with
flowers and naked Cupittnus and Cupid mourning the death'8f Rutpifighis is

the most relevant source to argue a Titianesque switctisohRloe 1560s, it appears
insufficient.

We can endorse that Floris knew Titian
suggested by the literature. Even though we cannot reject the idea that there were some
copies or replicas in Flemish collections,ghist an assumption. And it would be
necessary to add another layer to this hypothesis by assuming that artists would have
had access to these collections. Prints are the safest option if we evaluate Titianesque
sources after 1559, and they were likidyctaal together with other prints and mixed

in the same way that Michiel Coxcie was doing in those years.

Danae and the golden rain

The first of thgpoesieas the depiction d¥anagfinished and dispatched to the
then Prince Philip 1l in 1538°This extremely erotic painting was repeating the one

with the same subject executed for Cardinal Alessandro Farnese in 1545, an invention

117\Wouk mistakenly records a large number of Titian paintings or copies of his inventions. The
only anonymous pdinn ng t hat mi ght have been Titiands is ¢
pendant, et le Cupidon nudz, eslez, aussy debout a ces pieds». But it seems unlikely because the
description fits the type but not the composifRmMCHART 1860, p. 162.

1118PINCHART 1860, pp. 160, 166.

1119]n chapter one we mentioned the discussion on which verBianasvas sent to Philip 11 if
it was the Prado or the Wellington one. Since it is not so relevant for the following argument, here are
listed both of them with the da®posed i.ONDON 2020.
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that we have previously discussed for #gat®ration of models in particular by
Michelangelo and Primaticcio, and adsat$ importance in the theoretical debate
aboutdisegramdcolorie n  V &/gedrrthe &av Counties, the illustrious antecedent

was the lavisbanady Jan Gossaert, dated 1527 and presenting the woman sitting in

front of a rich architectural baaognd merging gothic ardl | &elementgrigua
199M*°Apart from the sensuality of the woma
as different as they can be in their interpretation of the subject.

The only trace that Floris measured hfmail this mythology is a print after his
design engraved again by Frans Menton, dated aboltidb6®).'*** This print
deserves to be carefullpserved and analysed not just for its composition and
references, but for its interpretation as part of a possible dialogue of Floris with the art
of the Venetian.

The el ements of the engraving (s embl e
59, 60. Completely naked, Danae is lying on the bed in the foreground, her back
sustained by thick pillows. A curtain hangs above her hemddikepy, precluding
hal f of the background from the view. A |
while the old maid is watching the scene.

Even though the presence of the maid had been considered as a confirmation that
Floris knew th®anador Philip Il (Figureo),*#*this figure already appeared in previous
sources, since the illuminations of Raoul Lefévre (active in the second halftbf the XV
century);?*but the most relevant antecedent for heesgmtation in the scene is the
fresco by Primaticcio for Francis | at Fontainelfieata9), translated into print by
Leon Davent between 1542 drtelt7(Figureod.'*?* The strongest links between the

compositions of Floris seem instead to be the arrangement of the image and the pose

1120Jan Gossaeanagl527; 177,2x161,8; oil on panel; Alte Pinakothek; Mégrdh. particular
S UTER1999, pp. 45 BAssM. 2016, pp. 11630.

1121Frans Menton after Frans Flobisinae and the golderra®66; 214x264 mm; Rijksmusum;
Amsterdam. S&¢LDE 195, |, p. 406Wouk 2018, pp. 44247.

1122\Wouk 2018, pp. 44844.

1123 For an analysis of the sources and an interpretation of the presence of the nurse as a
representation of greed in opposition topiingty of Danae, S8&NNER 2018, pp. 344.

1124 éon Davent after Primaticcibanaec. 154247; 233x296 mm; engraving; Metropolitan
Museum of Art; New York. S&NKINS 2017, Il, pp. 2@1.
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of the woman. In fact, Floris might have known the composition through copies such

as the one made by Anthonis Mor and recorded by Masaplicas like the
aforementione®anaea t t r i buted to Titian and | isted
1607.

But we have to consider that, again, what could have been an evident quotation of
Titiands renowned inventi osandsobreesvsf I nst e
inspiration. It is interesting to notice that the bed is positioned diagonally, in a way that
recalls even though it is not as much accentudegly 6 s d &/enusamndiCopid o f
Other resemblances to this painting are the peduffiansicreating a pattern in the
blanket that is sliding on the floor, and the background with a detailed city which is
never present in Titiands depictions of |

The pose of Danae, which is so peculiar in the Venetian painting, as we have
previos | y di scussed emul at ed anddaaddighpt ed mo c
or the two interpretations of the subject made by Correggio and Primaticcio. However,

Floris makes some decisive changes to the position of the torso, arms and legs, and he
showsher face in profile. These alterations make Danae resemble more closely the one
of Venus and CupidPrimaticcio engraved again by Léon Ddmegntoi)."*?*Floris

likely knew this source and he had adapted it on other oct&fdamae and Venus

both stretch the leg closer to the viewls almost possible to superimpose them

and bend the other one, and they rotate the hips and the tshsmwt@ven more

clearly the pubic area and the breasts.

While it is difficult to imagine that Floris would have opted for these visual
solutions without a tDanagvamustnaicedgainthathept i on
employed many other sources, mgaitiem particularly recognizable to a public who

might have been acquainted with prints from the school of Fontainebleau.

1125] eon Davent after PrimaticcMenus and Cupid frorseities of twelve muses and.ddsitiess
56; 226x170 mm; etching; Metropolitan Museum of Art; New YOrREReER 196 pp.116117;
JENKINS 2017, 1, p45.
1126 The goddess iNenus, Mars and Cupid surprised by(¢hd5fijsnow in the Brukenthal
Nati onal Museum in Sibiu is considered to be a ¢
Wouk 2018, pp. 42021.
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Reclined Venus with Cupid

l't seems | i ke the depi ct-haeernalmbéstabdofen us
the inventories whiclstiseveral mythological paintings. Sometimes alone, sometimes
with a Satyr or Mars, the goddess was the most popular subject, for the reasons we
have already discussed. In many cases, the author of the painting was not transcribed
in the inventories, sorther times it was. The name Floris appeared in the inventories
in relation to this subject, together with other names that we will cover later.

It is common to find panels with this theme, especially with a reclined Venus
resembling the ones of the Vemetiradition but painted in the Flemish manner,
attributed to these artists, and also to FlorisV&has and Cugid 1560) from the
Hallwyl Museum of Stockholpigureod was attributed to Frans Floris by the museum,
the same as anothéenus and Cupilv at the Uffiz{Figureo3d, but they were both
rejected by the recent literattifeHowever, even though the attributions are
doubtful, these paintings might be an interesting starting point to discuss the following
artists and the issues related to their production.

The first painting(Figure209 is surely the most Titianesque. Again, Venus is
completely naked, heubes covered and underlined by a transparent veil. She lies on
her side, offering a full view of her body to the viewer. A green and velvety curtain
creates the illusion of intimacy, while the messy bedsheets allude to sexual activity. She
holds an armw and gazes down at Cupid, who is stretching his bow. A landscape with
a city appears on the right corner and it fades in the distance. The pose of Venus is
frontal and recalls a type that had been frequently depicted by Venetian painters like
Jacopo Palmthe Elder (1482528), Paris Bordone (15(8¥1) and Titian himself,
especially in the theme ¥énus and a musidizat he would paint in about five

different version$? These paintings are often studied to better understand the

1127 Frans Floris (?Wenus and Cup@ 1560; 295x420 cm; oil on panel; Hallwyl Museum;
Stockholm. Frans Floris (?Enus and Cudii5060; 121x156 cm; oil on canvas; Galleria degli Uffizi;
Florence. The paintings are not mentioned in the monograybydey1975 or in the extensive study
by Wouk 2018.

1128 The development of different types of reclined nude female figures in then\aeet;

focusing on Giorgione, Titian, Palma the Elder, Paris Bordone and also Giovanni Casidi {1490

293

a



production process of i t i ands wor kshop, especially
replicas and variations which started from the original invention and then were adapted
to different patrons or markét®. Panofsky suggested that the earliest of these
canvases was the one noBenlin, and that the features of the organ player resemble
the ones of Philip I, concluding that he likely was the patron who commissioned this
artwork*'*If so, the series would have had its origin in the Habsburgs context.
The face and expression@thwo man | ooki ng doMemusbri ng t
with an organist and frxaoghe Prado, dated about 1%&6ure04.**' The angle of
the face, th round chin and the small hesdraped lips closely resemble each other.
The same is true for the soft belly, fleshy and trembling, and the small breasts. We
know that one of the versions painted by Titian was in the Granvelle collection in
Besanconandisb sequently sold to Rudolph 11, re
un organistadé, but it was more |ikely a
While the likenesses are pretty strong, we also have to consider the Flemish
sources for this painting. Vincent Sellaer usey simglar poseexcept for the arms
- and face in his two representationdugiiter as a Satyr and Antiope with their children
painted in the 154Qsgure0s.'***The hairstyle with braids and jewels seems also closer
to Sell aerds depiction. The gesture of pc
who is handling his bow is also relatable to a Netherlandish model, the aforementioned
Venus and CupidWilem Key(Figura79. Whi | e t he gesture i n K

to the dangers of love, represented by the city of Troy burning in the background, in

Boni faci o d5%58), GRdlamada iTrev{sd (4888F4) and Lorenzo Lotto (148856/7),
was analysed HeINzE 2016, pp. 885, 113125 For the theme dfenus and the musexaBIORGI
1990;5FEBASS2002, pp. 283;CHECA CREMADES200%, pp. 8397;GENTILI 2012, pp. 24256.

1129Se€el AGLIAFERRO ET AL 2009, pp. 22831.

1130SedPANOFSKY 1969, p. 12ZENTILI 2012, p. 248.

1131Titian;Venus with an organist andca dsfsP; 138x224 cm; oil on canvas; Museo Nacional del
Prado; Madrid. SA&ETHEY 196975, Ill, p. 200MADRID 2003, pp. 24851; CHECA CREMADES
2008, p. 87EBERHART 2012, pp. 795;GENTILI 2014, pp. 24853;BURKE J.2016, p. 32.

1132The painting mentioned in the 1600 letter to Rudolph Il is usually considerédniadeith
an organist and Ciagpitl55aL555) at the PradSeePANOFSKY 1969, pp. 12223.

1133Vincent Sellaedupiter as atyaand Antiope with their chddds®0; 100x130,6 cm; oil on
panel; Musées Royaux des Béatsxde Belgique; Brussels. ISewize 2016, p. 158.
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the other case Venus seems more relaxed and playful, and there is no trace of the
moralizing intent that was usually the trademark of NetherlandisH¥iudes.

Moving on to the second paintiMgnus and Cupimlv at the Uffiz{Figureo3), it
appears so different not | ustentifedgeove t he p
that it is difficult to agree with this attribution. However, this ex@ripteresting
and necessary to introduce a fortunate category of painting in the Netherlands in the
second half of the XYH century: the allegorical mythologies.

I n the case of Ti t ioBVerusand aamusitkreiaten s o n
generalt wo school s ofuptohdwmgletr:prteh@at opinn whi
images as purely erdtifand the symbolic reading. The latter considers the paintings
as a complex system of references, especially to the five sensesPiataniteo
view** This duplicity derives from a precise level of verisimilitude of the images,
which appear to imitate nature while hinting at the compresemac®odlayers of
meanings. But this is not the case with the W#izus and Cuptttibuted to Floris:
herewe witness an overload of symbolic elemenisgpiesence is so overwhelming
to remove all doubt about the verisimilitude of the representation. The two doves are
the only attribute that we would expect to see in Titian and in Floris. But in the
foreground are laying three masks, jewels and coinss, flop@&rrot and what seems
to be the famous Golden Apple of Discord from the judgment of Paris. In the
background, many other birds, flowers, and even a smaller scene, maybe the moment
of the judgment itself. This attention to detail, the disseminatibjeofs, animals
and figures, and the accurate treatment of the natural landscape are very
uncharacteristic of the work of Floris, and they confirm the inconsistency of the

attribution.

1134Typical of the mythological painting developed in the Low Countries in thee?Mury is
the absencef a real narration to focus on the erotic aspects infused with a moralising message. For
these reasons, the most popular themes were the ones regarding adultery (Venus and Mars surprised by
the gods) or the dangers of beauty and sensuality (Judgneeig)oSBelEALY 2000, pp. 736;
HEINZE 2016, pp. 15562.

1135A pivotal example is the worktbdpPE 1980, pp. 11124.

1136 SeePANOFSKY 1969, pp. 10238;RosAND 1980, pp. 37#381;GOFFEN 1997, pp. 15269;
EBERHART2012, pp. 795.
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Many of these elements are present in a painting by Jacopo Cawrc@skn
Pontormo (1494557) after a lost drawing or cartoon by Michelangelo, the famous
Venus and Cufrdureog.’**’ The cartoon and the paintingreveo popular that they
had been copied and adapted on many different occasions. A Florentine artist who
showed a particular interest in this and other Michelangelesque inventions, re
elaborating them by adding many symbolic elements, was Michele5D84i67 )
also known as Michele di Ridolfo del Ghirlandaio. WhNehiss and Cupgdust a
copy of the model by Pont o Nighastartstrdme adapt
the statue by the artist and adds masks, a lantern, an hourglass, aetavis, tall
enhance the allegorical aspect of the itffage.

Another artist who similarly approached the theme is the Florentine Agnolo
Bronzino (1503572), when he paintédnus, Cupid and Jeaowsy Budapest and
the 154%Allegory with Venus and @ugid National Gallery of Lond@@mgureo?).'**
The |l atter, |i ke Michelangel ods inventior
paintng. While there are no compositional or stylistic resemblances, all works present
similar allegoric references. The gesture of Venus and Cupid kissing, with the little god
sensually grabbing his mother, the masks, the flowers. Plus, the Uffizi paeding sha
with Bronzinods the doves, the Golden Apyg
It is not relevant to the means of this study to discuss thdayeidéid themes,
symbols, and allegories of these paintings. Here it is important to underlee that t
work of Bronzino, like the one of Pontormo, was the expression of a very sophisticated
and erudite courtly &H?In the painting, the flawless and malikéepictorial surface
serves the unnatural elegance of the bodies and the artificial systahmw#ssages.

1137 Jacopo Pontormd/enus and Cupid 1 5 3 3 ; 128x194 cm; oil on pane
Florence. SdeaLLETTI 2002 passim

11380n these copies and adaptations by the artist Michele TodiEGee2001.

1139 Agnolo BronzinoYenus, Cupid alehloysy. 1550; 175,5x142 cm; oil on panel; Museum Of
Fine Arts; Budapest. Agnolo BronziAblegory with Venus and ;Qupi845; 145,1x116,2 cm; oil on
panel; National Gallery: Londd@oth paintings have been thoroughly discussed in relation to the
Florentine court bBROCK 2002, pp. 21337.

1140 For the context of the Florentine court of the -Xidth century and the role of Agnolo
Bronzino as court painter for the Medici familyFseelanl 2010;GALDY 2013;FLORENCE 2017;
GAMBERINI 2022.
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This system of values and symbols must have been shared with the French court,
where this painting was very I|likely sent
(15191574) to King Francis*

A similar taste for elegance andatnendance of allegorical references is present
in the Uffizi painting. Even though it might seem incompatible with the mythological
painting that we have seen so far, and especially far from the production of Frans
Floris, this type of representation hapadicular fortune. Anthis fortune was
somehowonnected to French art and the schools of Fontainebleau.

These two reclined Venus exemplify two attitudes for what concerns the
representation of nemarrative mythological subjects with an erotic compdrien
first case relaborates models from Italy and the school of Fontainebleau through the
l ens of Flemish adaptations, i mplying a
without clarifying it. The suggestion of a moratexths evident and setimes even
made explicit by an epigraph. The second shows a taste for erudition through an entire
series of allegorical references, together with an attention to detail that combines the
Flemish eye with Central Italian forms and concepts.

As we have dedad, the importance of the art of Fontainebleau needs to be
further explored to understand the choices of the artists working in the Spanish

Netherlands who specialized in mythologies.

5.4 Mythological painting and the developmenof an international style in

Antwerp

The latterVenus and Cuypliglss oriented to naturalism and more to an elegant
expression of Mannerisms from different international sources, was not alone in the
artisticpanoramaf the Low Countries. In fact, to better understand thisdfype
mythological painting and its fortune at the end of the century, we must first discuss
the role of Jan Massys in shaping and spreading it. His erotic depictions of women

based on the elaboration of Italian and French models painted with glazed

WlThiswagy ecor ded i n Midg «ecg unoquadra di aimgolaiesbellezza, che fu
mandato in Francia al re Francesco, dentro al quale era una Venere ignuda con Cupido che la baciava,
et il Piacere da un | ato e il Giuoco con altri A
d 6 a myasArid568, II, p. 864.
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Netherladish brushwork, surely set the trends of the mythological painting for the
following generation. This generation was even more compelled to sell abroad and to
private collectors, and they carefully merged the Mannerism of Florence and
Fontainebleau, the mhels of Raphael, the ways of the followers of Leonardo, and the
subjects and inventions of Titian. Jacob de Backer and to some extent, Maerten de
Vos, elaborated or used what we might defawetas nt er nati onal styl e
greater share of the rket.

5.4.1 The elegance of Jan Massys between the Italian peninsula and
Fontainebleau

We have already mentioned Jan Massys, who became master in the Antwerp Guild
of Saint Luke from 1531, son of tiweltknown painter Quinten Massys (1466
1530)“?Forcedto leave the city in 1544, he travelled abroad until 1555, when he was
allowed to return. In these years, he surely spent some time in Genoa, and he likely
visited Germany and Fontainebleau. The trace of these travels and contacts with Italian
and Frenctlart is visible in the elaboration of a specific type of erotic paintings with
female subjects from the Old Testament and mythology. In these works, Massys shows
a frontal naked woman, sometimes covered with a veil or partially open clothes to
reveal her lmasts and shapes, whose identity of goddess or biblical heroine seems just
pretextual to represent a beautiful and elegant figure on the background of a detailed
and meticulous landscape. These-duglhity paintings were likely sold to wealthy
citizens ath foreign princes®

Everything, in these paintings, is represented with extreme elegance and grace, and
with a taste for the refined traditional oil technique that characterized the old Flemish
masters. Poses and body types, on the other hand, reqdéskam Lombard art,
such as the reclined naked women in a landscape by the Leonardesque Bernardino

Luini (14811532)* Florentine examples like the aforementioned Bronzino, and

1142For this painter, SEBUIINSTERSSVETS 1995.

1143\We find the paintings by Jan Massys in the collections of Rudolph Il and, at a later time, of
Archduke Leopold Wilhelm of Austria (14662). Se€LIPPEL 2012, pp. 685.

144For instance, théenuslated 1530 and now at the National Gallery of Art in Washington can
be recognised as one of the sources for elaborating his femBlatypeERSSVETS, 1995, p. 58.

298



models from the school of Fontainebfé&kriedlander describes with theseds

the characteristics of Massysd worKks

Fontainebleau: «the same chilly sensuality, the pleasure in the bath and feminine vanity,

in smooth marble®?words that, as we will discuss, are suitable alsoad tfe
Jacob de Backer.

It is debatable whether Massys visited Fontainebleau, or he entered into contact
with this art through prints and through the Florentine models which inspired the
French styl€*’ In any case, the impact of Florentioatainebleasubjects and

forms ha been widely accepted by scholars. On the other hand, possible interest in

t

h ¢

oruseof-Ti ti ands model s has been under st and

because the aspect of his paintings is so close to Florentine and FreaghnMann

that a link to the Venetian sounds conflicting. However, there are a couple of examples

of works attributed to Massys that might

models.

A Venus and Cypithted about 1559 and now in Krakewureog, had been
related t o T4The goddéss lies ima panialyi uprighg position on a
red sheet, her elbow supported by a-guloroideregbillow. Behind her back, the

sheet is tied to the branches of a tree, creating the illusion of a canopy. She caresses a

placid dog with her left hand, while she embraces Cupid with her right arm. The god

of |l ove climbs hi s naodldviegtygazes mihgn direchoa, h o |

approaching for a kiss. The landscape represents a city on a gulf, ships on the sea and

a mountain in the background. All of these elements are depicted with extreme

1145The secalledNymph of Fontainetidgabe sculptor BenvetauCellini (1500571), made in
154243 for King Francis |; goddesses and allegorical figures designed by Primaticcio and then etched
or engraved by Léon Davent. A painting that had been directly related to the production of this type is
the 155CEva Prim&andorhy Jan Cousin (149660), now at the Louvre. S28INSTERSSMETS,
1995, pp. 567.

11460n the hypothesis of the Fontainebleau sojourfrRseBLANDER 196776, XllI, pp. 1722,
esp. p. 18.

147Maria Grazia Galassi questions the Fontainebleau fitajrigyalternative Italian and printed
sources for the usually mentioned Fontainebleau mod&a 8882015, pp. 16779.

1148 Jan Massyd/enus and Cypd 1558; 94x132 cm; oil on panel; Muzeum Uniwersytetu

Jagi el |l ozs Kheecpton betwenk oWwi s painting and Titianos

out in her anal ysi sGAn$si20MB, pps¥E/®. |t al i an sources
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attention to detail, and we can see people walkigngrhorses in the distance and
shepherds with their flock of sheep.

Gal assi rel at ed Mehug ang @Guipich With engwgat the T i t i an
Uffizi,***°a painting connected to the aforementioned group depicting Venus with a
musiciar(rigureo9. This type of Venus in a landscape, however, has a long tradition in
Veneto, and even though there are some compositional elements in common with
Titiands wor k at ithithes inkgmtibni thel connection seems gener
pretty weak. Nude women in a landscape by Jacopo Palma the Elder or Paris Bordone
mi ght be an equally suitable soMenuse of i |
in a landscdpeure19 seems more convincing, and for many re&Stis.we have
said before, the body type, which is less soft and more statuary, is way closer to the
Lombard than to the Venah. Secondly, the organization of the space, with the
landscape showing a city on the sea, mountains in the distance, the inclusion of small
figures of peasants for a sense of liveliness and the attention to natural elements, are
all features similarlyvagoped in both paintings.

Although this striking similarity, we cannot limit the sources to Luini and exclude
that Massys considered Titiands model s t
erotic paintings. In fact, the compresence of Cupid, whimgstb draw the attention
of his mother, and the dog, similar to the one in ticall@Venus of Urbjmaight
be elements that he had carefully selected from Titian. In fact, as Galassi summarised:
«Jan Massys used models taken from Italian paintargpus personal ways: here in
a manifest and clear manner and elsewhere in a more crypti¢ way».

Another example is the peculiar painting now at the Louvre, usually considered by
the oOcircle of Mas®é€odos aodkaknbedsah j B0 St 0
oOVenus and Psyche @iueiy dmeecompaosition and thé o we r s

1149 Titian; Venus and Cupid with ;acdd®5@0; 139,2x195,5 cm; oil on canvas; Gallerie degli
Uffizi; Florence. Se&ETHEY 196975, Ill, p. 199HUMFREY 2007, p. 30A/ENICE 20072007, pp.
391392 GENTILI 2014, pp. 24853.

1150 Berpardino LuiniVenus in a landscep#530; 106,7x135,9;ail on panel; Metropolitan
Museum of Art; New York.

1151GALASSI2015, p. 178.

1152]t seems to have been mentioned just in the catalogue of the museum. Jan Massys (circle of);
Venus and Psyche or women widMltdwaastury; 131x114 cm; oil on panelvre Museum; Paris.
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woman on the right directly recall an invention by Titiawéhhave discussed in the
first chapter, namely the OPsyche presen
goddesso6. The wor k, now | ost, was presen
have hypothesized that the painting might be the composistingexn many
variations and replicas which was interpreted as representing Venus, Bacchus and
CeregFigurel).

Comparing the paintigt t r i but ed to Massys and Titi
we have no doubt that the Venetian canvas was the main source for the composition.
It appears obvious in the figure of Psyche, represented in profile with bare breast and
putting her right hand ondfchest, the hair styled in braids caressing her neck, and in
the arrangement of Venus and Cupid. Cupid, behind the back of her mother, puts one
hand on her shoulder and with the other grasps the side of her neck. The peculiar
expression of the goddesghwieavy eyelids and a sort of suspicious look, is also
common in both paintings. This kind of unmistakable quote is not unusual for the
work of Massys but it seems to be the only time in which he cites Titian. It is also
interesting to suggest that thmiag he is actually taking as a model, namely the one
in possession of Mary of Hungary, might have had a bigger impact than it was
considered by the literatéi®.

That said, why mention Jan Massys if the connections with the art of Titian are so
tenuousBecause the mix of visual sources and inspirations that he shows in his work
and the way he elaborates them together is not so distant from the approach of Floris,
which is meaningful to outline the way Ti
the other sources; and because both artists had a great impact on the mythological

painting of the following generation, who also aimed for a more international market.

5.4.2 The de Backer group: great colourist conquering the French market

Jacob de Backem Antwerpbased painter of the following generation of Jan

Massys, can be somehow considered his successor in what concerns themes, style and

158We should point out that, in the art market,
in XVIth and XVIith century Flemish styles. They are usually attributed to Southern Netherlandish
artists. For instance, there is a oarsi Sine Cerere et Bacchus frigetr&@atisg on the art market
under the name of Frans Floris, another under Jacob de Backer.
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visual modefs> First of all, we should point out that there are not many known
paintings or drawings bearingdignature, and none of his works mentioned in the
Schilderbde&s been traced so far.Nevertheless, the de Backer name had been
applied by the art market to a series of paintings of heterogeneous quality presenting
the same set of features: malikie figures recalling Florentine Mannerism
Bronzino, Vasari, Pontormo, Andrea del Saeimtic scenes expressing a moralising
message through allegorical references; elegant and refined style. Therefore, recent
studies started to refer tothese workstas r i but ed t o the o0de Ba
to the persona of a single ati¥Most of the paintings attributed to de Backer appear
to be replicas and variations of inventions, and many paintings, except for the
altarpieces, were in a small format. Taeseigns of a production model aiming at
deconomical flexibilityo built on ol at
di fferentiationd and t he!™Thebuyasfforthese he ap e |
products were private collectors, usually foreigaldaubcals who were informed of
the trends in French and Italian'&#t.

By reading van Mander we find important information on this painter, his
acquaintancesvhich are relevant in this conteamd his pictorial styl&’His master
was Anthonis Paleon(15131589), a history painter and art dealer. There is no
painting today that can be attributed to him, but we have some knowledge of his life
through documents. Likely of Italian origin, he was a master in the Antwerp Guild of

Saint Luke from 1545 ahd had a prominent role in this institution, being appointed

11540n this artist, selIULLER HOFSTEDE 1973, pp. 22260; Huet 198%;EUSCHNER1994 pp.
51-63;LEUSCHNER19%, pp. 521;LEUSCHNER2001, pp. 16192;L EUSCHNER2008, pp. 9910.

1155] EUSCHNER2001, pp. 16T68.

1156 See_LEUSCHNER 2001, pp. 16T791;LEUSCHNER2008, pp. 9200;JONCKHEERE 202\, pp.
289290.

5T he productive methods r eocdomgter u mtt ed efsdri ntgh & o
the highly developed manufacturing culture that was becoming prevalent in Antwerp in the second half
of the XVith cent ur vy . The oO0industrialé and specialised
printmaking industrlONCKHEERE 202@, p. 289.

1580n t he target of the de Backerds small mythol
see EUSCHNER2001, p. 173.

1159The life of the painter is recordedViaNDER (1604) 1994999, IlI, pp. 33839.
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Dean five times between 1555 and 18°ATan Mander records that Palermo sold
many of de Backerd6s paintings on the Fre
out of it!e!

Moving back to the sc® but relevant information that we find in van Mander,

this is how the Dutch writer describes his painting technique:

¢c[ €] he i s caoordtsatoAhtwerphad kripwns e had a fleshy manner
of painting because he highlighted not just witte Wbt with flesh colou#s$2

De Backer was praised for his technique of colouring, a technique that is even
explained in detail as the wuse of ofl est
painting, namely the use of flestoured lights and darks,swsuggested by van
Mander as the correct technique for the artists who wanted to avoid ruining their
paintings with the use of pure whit&.This was essential to obtain the
ovleesachtichfieytf f | es hi ness) t hat , ficotgeicihéy@d r wi t h
(facility of execution), were colmift®6i der ed
It is interesting to notice that, in the same pages in which van Mander discusses the
correct use of colour, he lauds the Italians and strongly criticises his compatriots who,
even when they think they are painting flesh, are actually achievingpjustiofeh
like bodie$!®*Si mi | ar reasoni ng wa ¥itaphombasdinnt al so
fact, the danger of painting too uniformly and giving the impression of seeing wood
or stone had to be solved by using colours different from black for the stwadiows

1160SegCIuLISOVA 2012, pp. 833.

1161MANDER (1604) 1994999, |, p185.

1162The italic is min@MANDER (1604) 1994999, |, p186.

1163There is an entire chapter devoted to how to apply the colBens Grondhe introdictory
practical treatise on art written by Karel van Makid@IiDER (1604) 209 pp. 177178.

1640f cour se, van Mander el abor aViteashd,toBomee conc e
extent, he was repeating his judgment towards Venetian art inasppm#ite Florentine tradition.
SeeMELION 1991, pp. 10406.

1165MANDER (1604) 209 p. 178.
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white for the lights. Moreover, the representation of flesh colours was possible just by
using pigments with a certain degree of graininess, to imitate the pores dt%he skin.

We have already described the bodies in works attributed to the der@acker g
as oOmnrhairkbelée and painted wi t"Wwhicedeemse&od OFI o
contradict the words of van Mander: if Titian was brought as exemplary of good
colouring, how could de Backer, who shows a completely different technique, have
been one fothe best colourists? This is a question difficult to answer, and for many
reasons. This somehow also connThed s t o t
seems to be an unresolved tension betweerettiehefyteatness, diligence) of the
Flemishmasters, above all Jan van Eyck, which was related to the observation of
natureifaar hetleven and t he pai nt i ngrebeoalisedfthe i ands
intense work behind it and the fine result from the distance, and also brilliantly
imitating naturé*®|f we consider thissigheidt as the product sprezzatytaut as
thesprezzatuitaelf, as suggested by Melion and further argReib§ieSmith?**it
becomes more complex, focusing on the Netherlandish art theoretical context of the
XVithcent ury, t o under sdolaritacd late stylewera actualyx t e n t
known and appreciated, and to what extent they were used in broader thscourse
establish the position of the Netherlandish art in the Eurppearama

Moving back to de Backer, if we consider one of the few paintings that are
unmistakably attributed to him, namelyLth&t judgemeighed and dated 1571 now

in Antwerp(Figure12), it is possible to understand v

1166SeeSCIOLLA-VOLPI 2001, pp54-55.0n the use of coarsely grained pigments to reproduce a
more realistic and natur al skin in the paintings
workshop practice and art theory focused on the ideas of Northern authasmses 2008, pp.

87-109.

1167Sed EUSCHNER2001, p. 169.

1168SeeMELION 1991, pp. 16408.

1169Melion writes that the van Mander related the late manner of Titian to Netherktidisyt
by suggesting the filiation of the early and late works, which share the same meticulous work and the
same fine result (one from close, one from &agsaeSmith, as we have said, goes further,
demonstrating the distinction betwéassighdgbrezzatura, light and confident handinessjuand
(rough, loose painting). 3¢eLION 1991, p. 10BROUSAO-SMITH 2003, pp. 25879.
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ability of this painter in using colotif€The softness of the skin is achievealth
the use of green and brown shadows, while the healthy glow of the youth appears
through the skilful use of carmine and ochre. However, this depiction of the flesh
appears not comparabl e to THtdlianamantes. and |
The slight roughness of the painting seems to depend on the deterioration of the
painting and the emergence of the canvas support, and it does not matter in the
judgment of the pictorial stylé.If we consider other paintings included in the de
Backercgpusthis aspect does not change, showing that one of the best colourists of
the Low Countries was, indeed, painting with Florentine colours and hégticiséyt

All information point to an interest in the international market for de Backer: the
collabs at i on with Antonis Palermo, the 0ind:1
have already mentioned, the Italianate style and the focus on erotichib#mes
sacred and profanavith an allegoric twist, which seem to follow the same path of
Jan Massy$§?But this is not an isolated phenomenon. It is important to underline
that the increasing internationalisation of the art market, the eased circulation of artists
and works, and the artistic renovation of powerful European courts, especially the one

of Rudolph II'in Prague, set new waves of trends yet to be fully understood.

5.4.2.1 The international panorama: Prague, Paris and Antwerp

The last decades of the XVicentury were characterised by a series of
contingencies that facilitated the emergence of@i nt er nati onal 6 sty

together artistic features established all around Europe which go under the name of

1170Jacob de Backdrmast judgemdri71; 164x198 cm; oil on canvas; Royal Museum of Fine Arts;
Antwerp. SeklUET 1989, p52;LEUSCHNER2001, pp. 16869.
11711 This is one of the first examples of painting on canvas that we have analysed so far. The use
of this cheaper and edestransport material and the small dimension, peculiar for a subjibet like
Lastjudgemesgeni o be typical of the De Backer86s group O0i
1172 Alongside the erotic paintings, de Backer also produced a great number of religious works,
usually many variations and replicas after a precise invention. Apart from tleshjatgemeve
know a number dfladonna with the Giriltirepresentations of tfigtuedike Charity
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Mannerism!”® The increasing circulation of people and objects, and especially the
flood of prints that invaded the art market, alladeals, styles and compositions to

travel and mutually influence each other. Fontainebleau in France, Vienna first and
Prague after for the German court of Rudolph II, the Italian artistic centres like
Florence, Rome and Venice, Antwerp in the Southerarhdetiis and Haarlem in the
Northern, shared an intensive economical and artistic excHamgeost of these

cities, artists who had been trained in Antwerp had a prominent role, like Hieronymus
Franken in France, and Bartholomeus Spranger-1@546 in Prague, Paolo
Fiammingo (c. 1541696) in Venice. The importance of the court of Rudolph Il in
Prague to establish and direct the international developments of art has been discussed
in the literaturé’ But while Spranger, after his travels to ltaly wiestudied

Raphael and the Roman Mannerists, was elaborating on his erotic subjects for Rudolph
I, de Backer was also developing similar themes. They surely both looked at
Fontainebleau for subjects and forms, but Spranger, as the other leading artists
working in PragueHans von Aachen (158815), Joseph Heintz the Elder (1564

1609), Hans Rottenhammer (:%625)- had a solid Venetian formation. Rudolph

I, in fact, favoured the art of Titian, Tintoretto and Paolo Veronese, and#fiedo
ORudel diné was fundamentally Venetian and
to focus more on the art of Parma, Bologna and R&@enversely, de Backer, who

was also adopting elongated and elegant figures, erotic subjects and elements to please
an audierewith humanist interests, had a strategy that did not privilege Venetian, but
especially Titianesque, sources. His strategy, together with Anthonis Palermo, was to

sell mainly in France.

1173The use of this term is always problematic. We are hereby following the definition that John
Shearman gave of his phenomenon, namely as an anmaintbganartificial art for connoisseurs
born from the c¢classical form. Naming this artist
for reasons that go beyond the limit of this study, therefore we will BferadG oamd Kawfrkann
on this topic. SEBHEARMAN 1967BI A § 0S T A@F), pp.16%09;KAUFMANN 1980, pp. 8907.

11740n the cultural and artistic exchanges between the Ggpaading territories and Venice,
seeMARTIN in VENICE 1999, pp. 61821.

1175The literature on this topic is vast. See atHeast K 0 ¥388;KAUFMANN 1988;PRAGUE
1997;KON E | NBUKOVINSKA 1998. Fora focus on the Netherlandish Mannerism,Ca@@LLI-
BJORKMAN 1985.

1176SeeMIARTIN in VENICE 1999, pp. 61616
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Aiming for a broader market abroad was a common choice for Amt\aetipta
at the end of the century. The drastic decrease of church and state commissions in the
years olconoclasmand political instability, the impact of the art debate, especially
after the publication in 1570 of the treatise on the sacred imabesCathlic
Molanus and the consequences of the CeBreef or mat i on on Mi chel a
chapel, shook the very foundations of the traditional artmaking.

France had a lofgsting story of artistic exchange with the Netherfdhds.
Flemish artists woeki on the decoration of Fontainebleau, and in the 1560s some
pupils of Frans Floris were documented as involved in this great{3fojeate were
established networks between Antwerp and the French ¥iidketival documents
revealed that some relatives of Anthonis Palermo, namely his son Scipio and his son
in-law Peeter Goetinkt (1539/4683), were art dealers in Paris in the 1570s,
confirming the information recorded by van Matéferhe ties with Parignd
especially with the Saint Germain fair, grew stronger in thih X¥/itury when
Antwerp obtained a monopoly on the Paris market of paifitinGsulisova
hypothesised Palermo, because of his strong connections with the French market,
might have diréed the production of the painters collaborating with him to meet the
demands of French collectdféRemarkably, other artists who were in contact and
worked together with Anthonis Palermo were Bernaert de Rijckere-{&AH3nd
Gillis Coignet (c. #2-1599). Bernaert de Rijckere, master of the Guild of Saint Luke
from 1561, presents many visual connections to the art of Floris and Jacob de Backer.
De Rijckere is known as a copyist of works by Frans Floris, Maerten de Vos, Jan van
Cleve, and Willem Kebut he also produced mythological paintings with themes such

11770n this topic, sed&STAZ 1975, pp. B4;BEGUIN 1999, pp. 23246;MAES 2010,passim
FAGNART-LECOCQ 2017 passim

11780ne of these artists, Higtymus Franken | (154810) was likely an art dealer in France after
l eaving his mast ePEBTERS20IDpR.4HT28Bp i n 1566. See

1179These connections in the 1570s are exploRaxbin2014, pp93-122.

1180SeeszANTO 2002, pp. 14985;CiuLISOVA 2012, pp. 885.

1181See7ANTO 2006, pp. 32842.

1182SeeCIULISOVA 2012, pp. 820.
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asthese al |l ed O0Feast of gods @janaandAgaddhi al i ty

This subject seems to have been particularly suitable for him because he made different

versions of tisi Ovidian story’®* For these compositions, deckdje shows an

approach similar to Floris, while his elegance and @hbainting suggest an

interest in the same sources that de Backer was emulating. The discussion on Gillis

Coignet is morarticulated, and it will be the subject of the last section of this chapter.
Moving back to Ciuli sov#§dia art dné gse s , t h

Mannerist derivations was defined by the French court through the employment of

the aforementioned Freesco Primaticcio, Rosso Fiorentino as head decorators of

Fontainebl eau. Likely, Bronzinods painti.

has been argued for tAlegory with Venus and Gopicit the National Gallery of

London (Figure07), and King Francis | commissioned artworks from the Florentine

painter Andrea del Sarto (14830). Not coincidentally these are among the favourite

soure s f or Jacob de Backerdos inventions.

Reclined nudes and the~ive Senses

Venus and Paasmediursized canvas with a gorgeous nude now in Meiningen
(Figure13d, might exemplify what we have said s@*falve see again the serplifted
frontal position of the body of tiieva prima Pandana the Fontainebleau school, of
Jan Ma/snssarsddre variou¥enus and a musibimitian. The diagonal
composi ti oNVenusamw&lplbsalsok-ons dvith HBanagwhich seems
to have been a Netherlandish variation on the theme. The body of the goddess recalls
the one of a classical statue, not only for the palendbe asd of cold colours, but

especially for its extreme smoothness and the delineation of the muscles. The golden

1183 This artist has not be@xtensivelyesearched yet, but some information can be found in
BooN 1977, pp. 10931;KREIDL 1979, pp. 451;KONE| NT1985, pp. 346;BENESZ 1997, pp. 1
12.An interestingreastofgods whi ch de Rijckere el aborated FIl ori
Musée des Beaux Arts in RennesCssgEL 20162011, pp. 16001.

1184SeeKREIDL 1979, pp. 451;BENESZ 1997, pp. -b.

185De Backer Groupyenus and Paigs 1585; 145x188 cm; oil on canvas; Maininger Museen;
Meiningen. SddeALy 2000, pp. 767.
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tiara and the pearls in her hair are not new to the theme, but they are painted with a
particular taste for detail. What is new is the daigereography represented.

Paris enters the bedchamber of the goddess, is struck by the arrow of Cupid and
accepts a chalice containing a skull hidden behind the mask of a beautiful woman.
Since Paris, according to textual sources, never entered the ah¥ernes, but he
entered tatof Helena, Healy suggests that the viewer is encouraged to identify both
women in the one laying on the B&ldn the background, a city, probably Troy, is on
fire, showing the disastrous consequences of succumbing tal laspecially of
commi tting adultery. We WNenusandaepann a si mi
this case, thereasnore explicit but somehow also a more convoluted representation
of the same concept. The elements of the skull and the maskatbalerfound a
place in Titiands representations of recl
Eva prima Pandoyalan Cousin, or the allegories by Bronzino and the paintings after
Mi ¢c hel ange IVenGssandcCapittsks arepreseintire B aMehkus and s
CupidFrigure14 now in Berlin and also in the standiegusind Cupit Ecouerfrigure
215,187

Another reclined nudzn be founth Paris being admitted to the bedchamber of Helen
a painting currently at the Getty Museum in Los Angglesg16.'%® Many of the
observations we made for the previous painting are also valid in this case, from the
diagonal bed to the statuesque bodyvever, this painting lacks the abundance of
allegorialelements and shows just a few characters in a sober compbsitpmse
of the woman elaborates on the renowned antique statue knBleapasg Ariadne
(Figur17), known in different copies, and used as a model by many Renaissance

1186HEALY 2000, pp. A37.

1187De Backer Groupyenus and Cypid 1580; 73x52 cm; oil cangl; Gemaldegalerie; Berlin.
This is considered to be an adaptati enusoof Vasari
1580; 108x76 cm; oil on panel; Musée National de la Renaissance; Ecouen. The Venus was part of a
group of three paintings repeating the goddesses who were judged by Paris, all of which show the
use of a series of models from print, especially FrentEUSeeNER2001, pp. 169, 1-159 CASSEL
201062011, pp. 387.

1188De Backer GrougParis being admitted to the bedchelendds&H/80; 119,4x171,5 cm; oil on
canvas; Getty Museum; Los Angeles.
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artists’®**Thi s same statue was | ikely the mode
Bacchanal of the Andrigng1d f or Al f '8%ansl also the woéh&non the,
|l ef t s i dAwakemihg ofFthedarsiew),8° the one dressed in pink who is
rai sing the bent ri ght Veausnumdaod\G&ss2h er he a
55) from Palazzo Colonfrgure20, adapt the same antique sotifé®n the other
hand, the two characters emerging from the dark backgrounskehmardinated
elongated figures that recall Manneristic solutions.
The last reclined nude we might mention isetfee etchingrigure21) after the
invention of Jacob de Backer representing§ehse of sightvhich a painted version
is known inBudapesfrigure22.'**This closely resembles Wenus and Pavfsthe
same author in the composition and the pose of the female figure, batitheig
the painting here seems inferior. As we latablishedde Backer reused and
reworked the same models, but the discontinuous results suggest a big workshop for
a differentiated market of private collectors from different backgrounds and with
different economic possibilities.

Danae and the golden rain

De Backer has in his corpus sewvgghillpaintings that seem to have been
produced as finished Worneknsmbdr eighty listeckin c ol | e

1189 AnonymoussSleeping Arigdiheentury AD; 226x129x103 cm; marble; Uffizi; Florence. See
HASKELL 1981, pp.18487.

1190Tjtian;Bacchanal of the Andiisag226; 175x193 cm; oil canvas; Museo Nacional del Prado;
Madrid.SeeWeTHEY 196975, IlI, pp. 143L45;HoPE 1987, pp. 282 BOSTON 2009,pp. 294317;
CHeECA CREMADES2013, pp. 9403

1191Frans FlorisAwakening of the A1td559; 157x238 cm; oil on canvas; Museo de Rocde
Puerto Rico.

1192Bronzino;Venus, Cupid and Satyt55%6; 135x231; oil on panel; Palazzo Colonna; Rome.
SeeBROCK 2002, pp. 23235.

1193 Jan Meyssens (160851) after Jacob de Backght from the series of the Fiwe $648¢es
152x198 mm; etching; British Museum; London. The painted version: De Backe3earmupf sight
before 1600; 48,3x64 cm; oil on panel; Museum of Fine Arts; Budape=be8rel 972, pp. 317
327.

1194Sed EUSCHNER2008, p. 102.
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the 1652 inventory of the Flemishist and dealer Victor Wolfvoet the Younger
(161216 52) , is described as 0a golden rain
wi t hout ™aThefpairgimgaevas. recognized in the work now in Vienna and
attributed to the de Backer grdtip.

It is wotth mentioning thi©anaérigure23 because it seems completely unaware
of Pri mat i ¢igudpadrsd eTxiatmpd (efurss, 60 whicke would o n
become the benchmark for thibjeat in the XVIith century. De Backer turns instead
to Correggio, emulating the sitting position of Danae and her low and malicious gaze,
and quoting the two little cupids who are sharpening the(mgtess).!**’ De Backer
adds the third cupid between them and depicts them while they are intently checking
some golden coins which are alluding to the golden rain. Other artists were opting for
a seatedolution, among which there is the 1570 canvas by Tinfesei#a4, which
was sold to France and afterwards travelled thmotglorthy European collections
before ending in Lydr?

The choice of a theme that went down in history as Titianesque does not imply
that an artist would necessarily consider his model. And whereas in some cases it seems
logical that a painter would coinsisly avoid making his reference explicit but at the
same time he would also suggest that he is well aware of it, this does not seem the case.
De Backer intentionally chose Correggio
he does it to appealttee public he targeted.

Sine Cerere et Baccho friget Venus

This subject had success in the Netherlands between the end ofthhen VI
the first decades of the XYHIcentury, particularly in the circle of Mannerist artists
gravitating around the court of Rudolph Il. We have already mentioned the engraving
by Jacob Matham after Titian, which bears the inscription from the Roman comedian

1195Sed EUSCHNER2008, p. 103.

119%6De Backer Groupanae and the goldei58ds; 62x46 cm; oil on canvas; Kunsthistorisches
Museum; Vienna.

1197 The painting was part of a series with the loves of Jupiter commissioned to the artist by
Federico Il Gonzaga probalfty Charles V.

1198Tintoretto;Danagec. 1570; 142x182 cm; oil on canvas; Musée desfBsaliyon.
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Terence, but this motto had beslneady represented in emblem books such as
Bart h®l emy Ah561Picta BoegshilisShedsr Lyoh in 1552

At the Louvre is now preserved a painting attributed to Jacob de Backer
representing this same subfegire25.*°A naked Venus catches the attention of the
viewer, her pale and perfect body completely visible except for a cloth barely hiding
her genitals and covering her riggt against which Cupid leans his chest. The
sensuous figure is balanced by Ceres, fully clothed, who sits on a bale of hay and looks
at Bacchus. The god raises a bunch of grapes above the head of Ceres, followed in the
distance by grotesque satyrs. Whettea figure of Venus, according to Miuller
Hof st ede, seems to rework the ¥emmseg one i
Cupid and Jealéuosy Budapest, we might consider a different source for'€eres.
The goddess profile, in fact, closely resemielesthne i n Titiands i nv
Venus, Bacchus and Kreves in many variatio(rgyure1). This would not be enough
to connectaidet Bmg kteo 63i pi ands. However,
consider. First, the invention of the Venetian, at least in some of its variants, was also
considered to represent the same subject. Secondly, the presence behind the goddess
of the monstrous satyearrying fruits above their heads. Altogether, these similarities
show the knowledge of Titiands wor k, i Kk
and a predilection for the figure in profile, the same adapted by Jan Mas&s#sus his
and Psycheamen with flowetse Louvre Museurgure1l). It would go beyond the
means of this study t o asartewksreprdsenting mp ac t
this motto produced in the Dutch Republic and at the court of Rudolph 11, but it is
worth mentioning this issue. Anyhow, both paintings by Massys and de Backer,
produced in the Southern Netherlands, are now in French collectioremyikehers

by the two artists.

119The development of this subject in Dutch art, especially for what concerns the production of
Hendrik Goltzius, was likely related to the taste of waalthgducated Dutch brewdvsiMBRO
SANTOS 2012, pp. 362.

1200 De Backer Groupyenus, Bacchus and Gefere 1600; 125x96 cm; oil on panel; Louvre
Museum; Paris. SE®LLER HOFSTEDE 1973, pp. 24248.

1201SedVIULLER HOFSTEDE 1973, pp. 247.
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5.5 Gillis Coignet fills the gap: looking at Titian with different eyes

To finally analyse the art of Coignet, an Antwerpian painter whose work presents
some innovative approaches to the art of Titian, we must staeiylaing what
had been discussed so far in the chapter.

There are a series of issues to consider once we analyse the developments of
mythological painting in the Low Countries. The first is one of the sources. The
scarcity of antiquitiespme ofwhichhadbe®me available in the court environment
thank to collectors like Mary of Hungary, was overcome by travelling to Italy and
bringing back drawings and prints, or by looking at the work of Renaissance artists
who emulated classical models. They wemgpksaof compositions in which the
content (myths) coincided with the foaml (1 § and they caald be found not just
in Italy, but in other cultural centres that developed their own style and characteristics,
such as Fontainebleau from the 1530s @&amth& and Prague in the second half of
the XVIth century. The second issue regards the image detetérom the 1560s
had an impact not only on religious paintings but also on all of the art that could have
been considered licentious, particularlgepéction of nudity. Feminine nudity and
erotism were central in the representation of mythological subjects as it was established
by antiquity and by Italian art, therefore this became problematic in a territory lacerated
by religious tensions where tb@nbclastic fury had demonstrated how art was not
safe from violence and destruction. Artists dealt with this upheaval by making changes
in their choices of subjects and models, or with drastic solutions, like emigration or
aiming to foreign markets. Aneéré comes the issue of the art market. The
establishment in the 1540s of a market managed by the artists and not by the church
encouraged the production of mythologies on spec, and this same trend remained in
the 1560s, but was targeted to local privéiectoos and especially foreign buyers
because of the uncertainties that followeBe&eédenstorm

In this context, few artists specialised in mythological painting. Frans Floris used
these erudite subjects to attract and satisfy a specific cliemieddeotqlectors who
almost monopolised the ownership of these themes in Antwerp. He developed a
Romanist style and mixed classicist Cétatliah models with the ones of the school
of Fontainebleau divulgated by the prints and Titianesque themessjafikdt and

Jacob de Backer (or thecstled de Backer Group) after, widened their sources and
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their market by elaborating erotic compositions with an elegant and erudite taste that
were easy to replicate and serialize. De Backer adopted a sgetbatefined as
Ointernational 6 because many of its aspe:c¢
most prominent artistic centres of Europe. Because he collaborated with Anthonis
Palermo, the efforts of the artist aimed for conquering the Frenddt, rbat the

court of Rudolph Il was also suitable for these kinds of subjects and styles, which
implemented a wider range of Mannerist models.

These painters referred sporadically t
painters of Charles V and Philipniamely Michiel Coxcie and Anthonis Mor, made
use of the inventions of the Venetian méseause it was part of their courtly duties
for achieving a better status or just for their connection to the Habsburgs. Conversely,
Antwerpian artists who weretmirectly involved with the Habsburgs referred to the
themes popularised by Titian for various reasons, but they rarely manifested that he
was a source. The Centtalian and French references were more relevant and, if
they looked at Venice, they pre¢d the elegant works of Paolo Veronese and the
elongated bodies in diagonal compositions by Tint&féttmne of these artists
empl oyed Titiands pictori al sprezzatuthe que . T
late style that allowed to see thages in their splendour just from afar, had more
space in the books than in the artistic practice.

For these reasons Gillis Coignet needs to be discussed here: he was the first
Ant werpian artist who consistentloury exper
palette, and who explicitly adapted his models into new compositions. His approach
to Titiands | ate style anticipates the i1

1202Theworks by the most influentaattists athe court of Rudolph Il (Hans von Aachen, Hans
Rottenhammer, Bartolomeus Spranger, Joseh Hiatg)many similarities with the Venetian artists
who elaborated the language ofithaieiia the treatment of thauman figures and in the composition.
SeaVIARTIN in VENICE 1999, pp. 61859.
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5.5.1 The travelling artist

Recorded as the apprentice of the little known artist éelmb¥enslyns in 1555,
Coignet became master in the Antwerp Guild of Saint Luke it°18&h. Mander
records that he did spend some time in the house of Anthonis Palermo, probably
producing paintings for his art trade, and that soon after he traviiifd fiost to
Naples and Sicily and then to Terni, where he worked on frescos with a painter named
Stello®* This painter was identified by Nicole Dacos as a member of the Stellaert
family. They were both employed at Palazzo Giocosi, in Terni, fargptieti
grotesque, and their names are documented close to Romeédnipeederico
Zuccaro(1539 6 09) for the decoration of Villa c
d o Est €l572) In5Tv@i?™ He is also recorded in 1568 as a member of the
Accademia in Floren¢&°He returned to Antwerp after 1570, and there he opened a
workshop with many apprenti¢®sAfter the Catholic reconquest of Antwerp in
1585, his Lutheran faith probably became an issue, and Coignet moved to Amsterdam
in 1586, where head great succé€$He spent his last years in Hamburg, from about
1593 to 1599, the year of his death.

1203Most of the biographical information on this painterpresentedy MESKENS 1996, pp.
142144. This artist still needs to be fully researched and put into context, apdsha b paintings
is constantly updated with new attributions from the art market. An almost complete bibliography
includeOLLERO BUTLER 1989, pp. 9102;MIEDEMA 1994, pp. 786;MIEDEMA 1995, pp. 14351,
BEGUIN 1999, pp. 24R44;PUELINGS 1999:CIULISOVA 2001, pp. 24851;MIEDEMA 2005, pp. 113
120;SEIFERTOVA 2009, pp. 13541;TAGLIAFERRO ET AL 2009, pp. 35352;MIDDELKOOP 2010;
CIULISOVA 2012, pp. 280;UPPENKAMP 2015, pp. 557.
1204MANDER (1604199499, |, p. 306.
12055eeDAC0S199, p. 157.
126He i s mentioned as 0Gi ul ORBAACHMYI mI68.t t a f i ami ngo
1207 According to van Mander, Cornelis van Haarlem -(&8), prominent member of the
Mannerist school of Haarlem, was his pupil. It is interesting to mention this infdoecice the
school of Haarlem, influenced by the Mannerism of Spranger and the court of Rudolph II, elaborated
and adapted many MaNDERT1L6G4MLO2499 Ispp. 426483 | s. See
1208Qther Lutheran artists remained in Antwerp or convertedholiCem after the reconquest,
l' i ke Maarten de Vos. On UNpe 2GS, pp.184.s86 strategies &
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His Italian travels were not unusual at the ‘tfth®lany artists from the
Netherlands in those years worked in the main Italian artistic centresefEned
Rome, Florence, Genoa and Venice, but they did not limit their presence in these cities.
Coignet entered mainly in contact with artists and contexts of Southern and Central
Italy, being exposed to the High Renaissance art and the tendeheiesaniera
These possible aspects of his production were completely ignored by van Mander, who
praised him for his night scenes and his natural rendering of the effect of flames and
lanterns, which were glowing with golden Itg##&.signed and dated vkathat is
exemplary of this type of painting is the night seersterdam lottery of, 182 at
the Historisch Museum in AmsterddthNonetheless, he has been defined by
scholars as oO0Oa major disseminatore of | t a
North befbdre 16006.

We have no documentary evidence that Coignet had been to Venice, but his works
prove thathe hadfitstand experience with many of Tit
the 1560s. Just a personal knowledge of the inventiche @edalled late style of
the Venetian master can justify the compositional solutions, colour palette and pictorial
technique of Coignetds paintings after hi

Since this painter showed a comprehensive approach to thetah oiveEiwill
not limit the analysis to mythological themes, but we will also mention other works
which include direct quotes or copies af

experiments in style.

1209|nteresting and broad studies on the presence of Flemish artists in Italy, especially in Rome,
areBRUSSELY 995D AC0S1999 SAPORI 2007 A summary of the main studies on this topiteiseR
2015, pp. 15%75.

1210MANDER (1604)199499, |, p. 306.

1211Miedema attributed to Coignet a series of paintings with similar themes and style, recognizing
the specificity of this production andhtielg it to the description of van Mander.\NSig@EMA 1995,
pp. 143151;MIDD LEKOOP 2010.

1212UpPENKAMP 2015, p. 55.
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5.5.2 Patrons and markets

Since van Mander recaddthat Coignet lived in the house of the art dealer
Anthonis Palermo, it is straightforward to presume that the painter was involved with
his business. Ciulisovd compares some works by Coignet to the ones by de Backer,
assuming that they both followed eplasdeveloped between Florence and the court
of Fontainebleau to sell their paintings to France through the contacts of Pdlermo.
Her main example i s Coignetds use of a m
Caritagn Chiostro degli Scalzi, Florence, to depict his painting with the same subject
recognised by Seifertova in Pragfi&his same model, or the version realised for
Fanci s | in 1518, was the main visual SO
variations on the thent: However, the use of the same models related to
Fontainebleau was just an aspect of the problem. Paintings Akegiwy of Time
revealing freith(1596) or the twéllegory of Vani{a§95 and c. 1599) were painted
| ater when Coignet was in Hamburg, but th
production'?*® They are, in fact, erotic paintings with a nude wernarat least
showing hebreast-, with allegoric elements carefully depicted which are recalling
humanist themes and popular printed sources like the emblem books. It is important
to notice that in these cases he was not painting for the French méoketdalthy
Lutheran an€Calvi expatriates in HambtigThe attention to thprecise depiction

of objects reveals a taste for-stdlelements that were not present in de Backer, and

1213SeeCIULISOVA 2012, pp. 837.

1214SeeEIFERTOVA 2009, pp. 13541.

12155ed EUSCHNER2008, pp. 99009.

1216Gillis CoignetAllegory of Timeeding Truttb96; 181x141 cm; oil on canvas; private collection.
Gillis Coignet and Georg Flegallegory of VaniB00x158 cm; 1595; oil on canvas; Musée Baron
Gérard; Bayeux. Gillis Coignet and Georg FA@jpry of Vanitas: Luxuria and the Downfall gf Mankind
c. 1599; 82.5x124.5 cm; oil on panel; Collection Lingenauber et des Amis; Monaco. These paintings and
their allegoric references are discussdaEpEmMA 2005, pp. 13320.

1217 Hamburg hosted a large community of wealthy Netherlandish immigrants who had a
notoriously opulent lifestyle. Coignet was likely part of a group of artists who emigrated, ahd he foun
his place among the Protestant networkdJSenkamp 2015, pp. 557.
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that was added to make the paintings more desirable for the Netherlandish
merchant$*®

Moving back to his life in Antwerp, Coignet was surelycomtlected. After
offering to paint for the Catholic Duke of Alva in 1%71he artist had much work
in the years 1576 to 1585, during the Protestant administration of Antwerp. He was in
contact with dferent Guilds and most of his signed and dated paintings can be related
to this period. In 1581 he was commissioned by the GuildJohie Voetl{@8gfo
paint aSaint George and the ,dnagom Antwerf{Figure2erigure24),***°and he also
painted the famous portrait Bferson la Hudsimmer of the Guild of th®ude
Handbodgld archers), also in the same mugeture 2)7%?*His Dido Redivilsadated
1583, and it was ordered by the Guild of \er Gekroondémasons and
stonemasons$¥?

In Amsterdam, he becameegresentative of the Lutheran community and van
Mander refers that he had an important role in the artistic’ét€hese were the
years of thémsterdam lottery of 4B@2robably other night scenes of this type. He
likely adjusted his production tease the class of rich merchants and the members
of his community by introducing the aforementionedlifstillelements and
implementing the moralising aspect of his themes. All these aspects would become
central in his Hamburg production, as discussee.ab

Coignet surely was a successful artist. He was a Lutheran, and he worked very little
in the field ofeligious paintings, usually introducing some changes to transform them

into more secular depictid$.Nonetheless, he varied his outputs, he warked

1218F0r this reason, he cooperated with the artist Georg Flegel §88§:3a pupil of Lucas van
Valckenborch (c. 153%97) and who was specialised in the depiction -bfestith Frankfurt. See
UPPENKAMP 2015, p. 62.

1219Documentos de la Casa de Alba 1891, pHl. (N6

1220Gijllis CoignetSaint George and the;dt&§an193x225 cm; oil on panel; Royal Museum of
Fine Arts; Antwerp. SE®ELINGS 1999 pp. 558.

1221 Gillis CoignetPieson la Hyek581; 170x130 cm; oil on panel; Royal Museum of Fine Arts;
Antwerp. SePUELINGS 1999, pp. 582.

12220n this painting, S&8dIEDEMA 1994, pp. 786.

12235eeBRIELS 1985, p. 1MIEDEMA 1995, p. 149.

1224nlike other Lutheran and Calvinist painters, like Maarten de Vos, who were employed to paint
the altars to substitute the ones that had been destroyed duBegldeastorm
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different contexts and for many audiences, targeting an unusual number of markets.
Many of his inventions were also translated into prints by Philip Gal&glB37
Jan and Raphael Sadeler, Johannes WierixL62Z®}9and Harmen Jansz Muller
(15381617).

That said, it is important to analyse i
in his art. Which aspects did he find interesting and functional? How did they
contribute to his success? And in which ways is his approach new if compared to one

of the artists we have analysed so far?

Variations of thetheme of Venus at the mirror

We have no documents so far proving a sojourn of Coignet in Venice, but his
copy after a ver si on(Figodgpves heypmddlaibta nus at
the artist had a firsiand experience of the originak the originals. The painting
signed and dated 1579, is the earliest known copy after Titithisimantet?*>The
representation ofthesoal | ed o0Toi |l et of Venuso6, toget
nude in a | andscapedé, was one of the the
art of the XVth century?*We have discussed in the first chriapte this was likely
the Venus sent to Charles V in 1545, and we knowVeatua before a mirror held by
Cupidvas | i sted in Granvelleds collection i
of replicas, copies and variations, most of which juststaymeous?’ The only
version that is considered entirely by the hand of Titian is the one now in Washington,

whose quality is indisputablBCoi gnet 6 s copy presents ma

1225Gillis Coignetyenus at the mirror with a pbift® 139x96 cm; oil on panel; last known location
StaatlichaMuseen; Kassel. SB@GLAYE-NEUWALL 1943, pp. 36866;PUELINGS 1999, pp. 5b4;
CiuLISOVA 2001, pp. 24850;TAGLIAFERRO ET AL 2009, p. 351.

1226The protagonists of the artistic scene of \den&asured themselves with this th&mwoganni
Bellini (c. 1430516), Titian, Tintoretto, and Paolo Veronese among others. This theme was known in
the Netherlands before but it became particularly popular in thh e@fitury through the emulation
of the Venetian examples. On the elaboration of this then@EmeCREMADES2003.

1227Many are listed BBOGLAYE-NEUWALL 1943, pp. 35884.

1228Thi s painting remained in his studio until.l hi
son Pomponio Vecellig. 1529o0st 1594) by Cristoforo Barbarigo (15844) SeeNVETHEY 1969
75, 1ll, pp. 202201.
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compositional, like the absence of the second putto or the putto holding the mirror
looking at the viewer, and some more related to details, like the use of a striped pattern
for the bordure of the goddessd robe in
emlroidery. The other versicfosestt€Coi gnet 6s i s t(hgeee9He r mi t a ¢
which is considered to be a workshop copy of teallknl Craotype, namely the

painting described by Ridolfi in the collection of the Venetian jurist Nicolo Crasso
(15851656)**The Hermitage version and the one by Coignet share the same striped
pattern and the putto looking at the viewer instead of gazingust Bem the
Netherlandish copy does not include the second putto, nor the window and the curtain

in the background or the bow and arrows in the foreground. Coignet seems to have
copied another version because all of these changes are not his inveptadh. The

coincide with changes that can be found in other variations on the theme. It is
interesting to notice that the parnting t
up now in the Royal Collection tr(rsgure30.’** This painting is now assigned to an
anonymous Dutch painter, but it bears a former attribution to the German artist Hans
Rottenhammer, who worked in Venice from 1596 to 1668.slmilarity suggests a

common source or maybe a derivation of the anonymous artwork from the depiction

by Coignet.

Whether this is the case or not, there are some considerations to make before
proceeding. Coi gnet s howalrdadyin mtwermWe r e s t
have ascertained that, in the city of the 1560s and the 1570s, it was rare to find original
artworks by the Venetian and even artists who would openly copy a quote from his
models. Coignet, who came back from Italy almost teegsiars painted and signed
an identical copy after Titiands invent.
common. Since we know the painting just from a black and white picture, it is difficult
to judge if his copy was also an attempt of reprodliding i ands styl e. Ho

seems likely.

1229After TitianVenus with two cupids in front of 43608)r130x 105 cm; oil on canvas; Hermitage
Museum; Moskow.

1230Dutch school after TitiaWenus at the mirorl55a.720; 107,9x86 cm; oil on panel; Royal
Collection Trust; London.
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That this is an identical copy and not an adaptation of the model is also evident if
we analyse actual adaptations that Coignet had made from the same model or, more
broadly, from the same invention.

Recently &anitsfrom the Slovak National Gallery of Bratislggare3l) has
been correctlyattributed by Ciulisova to Coignet for stylistic and compokitiona
reason&** Without entering into detail, tManitad i t s i n the artistod:
the 1580s, and the connectionto-irst n d e x p e r i ¥enus withthé mirfiol t i a n ¢
is an ulterior reason to give the Bratislava panel to Coignet. In fat@ntfaiss
undoubtedly an adaptation of the work ¢iaiij as Ciulisova argued.

For this comparison, we will consider the Washington pdmging), namely
the one whose pictorial quality matchesviinitasof Bratislava. Even before the
pose, or the subject, what immediately catches the eye is the resemblance of the colour
scheme and the painterly style. Coignet replicates the vibrant red and the velvety
texture of the robe, the specific greerhefdurtain, and the shine of the gold. The
skin does not reach the palpable effect and the inner glow of the Venetian, because
the layering appears less rich, the shadows are just transparent, and they do not model
the fleshiness of the figure. Nonethekbgse is an evident attempt of reproducing a
type of skin differelnitke&d oanf ftehcet gtl haazte dc ho
production of most painters in Antwerp.

The pose, on the other hand, seems to manipulate the classical steadiness of
Titiand s V-avimch was emulating the antique type ofémeis pudichy twisting
and stretching the body to a position that would become a sort of trademark of
Coignet 6s f e nrshapeeof theibgdy with e arnT stretchesl across the
bust and th hand close to the hip is present in the 38Bit George with the ¢riagen
22¢), in the 159%anitadrom Bayeux, in thBeath of Didecenty appeared on the
market(Figure3?,'?*?and even in the male figure at the centre oAllbgory of the

Christian lifeguresd.***It is very likely that, in hisedaboration of th#enusCoignet

1231 Gillis Coignetyanitas or Mary Magdaledi580; 123x94 cm; oil on panel; Slovak National
Gallery; Bratislava. The attributionxigl&ned irCluLISOVA 2001, pp. 24850.

1232Gillis Coignet (?Reath of Dido. 1580; 123x106 cm; oil on canvas; Dorotheum, Old Master
Paintings 0962020, lot. 41.

23T he painting is signed 0G. Cong Alkedy ofteeci t 6 and
Christian lif@589; 96,8x129,5 cm; oil on panel; Dorotheum, Old Master Pair@id@923, lot. 337.
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had also in mind the renowriBtumph of GalavyaRaphael in V@lFarnesingigure
2341 This elongated-shaped position is also typical of a typPesfitent Mary
Magdaletteat was associated with the artigia®en Thomasz. Key and that is known

in many versiort$** This depiction of Mary Magdalene shares with the Vanitas also
the pow position of the drapery on the pubis.

Anywaythe link with Titian remains the most relevant and impressive. The details
onthes houl der of the robe, the pearl s at th
the soft fur covering the tutp the velvety textile are all so precise that they make
clear which is the most important model for the artist, despite the multiplicity of
sources. And it is superfluous to find u
detail of the basket that Ciulisova relates to the oneMadomna of the ratubétssert
that!>%*

Coignet transl ated t he s uobejalkegoticaland t he 0
moralising image. We have discussed below how mythological themes acquired or
reinforced their moralising meaning in ¢t

by the godsdé warned of the danggthersslf of sed
in the mirror naturally became an image of the vanity of life, an allegory that Coignet
would illustrate on more than one occasion. The woman is not a goddess anymore,
she is just fascinated by ephemeral terrestrial beauties.

The subject thahe had copied in 1579 remained a fecund source for new
interpretations, and the next adaptation of the mo¥fenufs at the mibypiCoignet

IS even more interesting.

1234 RaphaelTriumph of Galatea 1512; 295x225 cm; fresco; Villa Farnesina; Rome. The
composition was also known through a print by MamianRaimondi dated 1528 and it was also
engraved again by Hendrick Goltzius in 1592.

1235This composition is considered the most successful by Adriaen Thomasz. Key. A series of
these Magdalene can be found on the art market with attributions to @ffatkatn Netherlandish
artists of the X\th century, including Frans Floris and Michiel CoxcigoSerHEERE 2018, pp,

289293
1236 SeeCIULISOVA 2001, pp. 24248.
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A beautifuMary Magdalengned by the artitiguress recently appeared on the
art mar ket is cl ear | (ygud)fi'dnel it caeefdlly mesgesT i t i an
this modeWwiththat ofanotheo f t he Veneti andés successful
Penitent Mary Magdé@deme236.>*® Coignet had both images in mind when he
elaborated his artwork. For tMagdalere is using the body and even the clothes
of the goddess, a vermillion robe lined with fur, golden decorations and elaborated
sleeves He repeated the pose and the colour paéeusbut he introduced the
bi partite bacMayMagdaeBehirathe Jaintt on thenl€itswe see a
rocky conformation with some vegetation, and on the right, the view opens on a
landscape bathed in the light of the sunset. Fravietipgaler@oignet also borrowed
the detail of the book opened on a skull arddng golden hair, so typical of the
representation of the saint, which sensually covers her shoulders and chest.

Stylistically, this painting shows different approaches. The background, especially
the effect of the glimmering light, recalls some Versilations, and the quick
brushstrokes on the red robe, the hair a
effect. However, the depiction of the skin appears particularly smooth, in a sort of
limbo between a polished surface and the vibrant fleshiofdin 6 s wor ks .

To conclude the story of these variations on the thexenat at the miriois
interesting to mention the afterlife of
Haarlem, who is traditionally considered the most successful gilthefgbe artist,
decided to paint the same subfegtre3?), he very likely knew and referred to the
1579 copy of his master. The painting, inddraunschweig, was completed in 1610,
and it clearly d¥&gaeneldmnovedrihe Bodytof tlee ydiddessmo d e |

1237Gillis CoignetMary Magdale@B8090; 127x92,5 cm; oil on panel; Dorotheum, Old Master
Paintings, 0&0-2009, lot. 29. SEBNCKHEERE 2013, pp. 1112.

1238 There are many versions of this invention. The first is also the more lascivious because
Magdalene is represented completelydnakeered just by her long hair, and is the one now at the
uffizi. Ot her versions present t h eMagdaleniig clothed
interesting to consider the paintings now in Capodimonte, one of the most famous vergons of th
subject. TitianPenitent Mary Magdaen#550; 122x 94 cm; oil on panel; Museo Nazionale di
Capodimonte; NapleSeeVeETHEY 196975, |, pp. 14847

1239Cornelis Cornelisz. van Haarl&®nus at the mirid10; 109,5x85,5 cm; oil on pateizog
Anton UlrichMuseum; BraunschweRpeTHIEL 1999p. 365.
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who is now frontal, but the general idea of the composition does not change: as
Coignet, he shows a oivoenrsylwithbrbéamthouwu o us ar

feeling free of changing the original.

Variations on the theme oflVenus and the musician

On the art market passed under the name of Gillis Coleetis and Cupid with
military attribufeiguresg probably derived from the aforementioWedus and Cupid
by Titian at the UffizFigureod.’**It is difficult to judge the paternity of the painting,
which looks of lesser quality than the others analysed so far, but this painting surely
presents some similarities with Coignetd:

The goddess is copiethakt identically, with particular attention to the soft folds
of the skin and the position of the body. Cupid, who is hugging her from behind, looks
suspiciously at the viewer instead of observing his mother in the eyes. What really
changes is the settiagd therefore the meaning of the painting. Venus is not laying
on a bed in a chamber from whose window we see just a beautiful landscape, she leans
instead on pillows of what seems to be a military camp. She is completely surrounded
by the armour and tlwgeapons of his lover Mars, who is absent but somehow present
in the violent scene in the background, where some people are attacking and setting a
boat on fire. An ominous light shines in the sky like a sort of godly punishment.

The theme of Venus and Maras very popular in the Low Countries. We have
seen that depictions of many variations on this subject were realised by Antwerpian
painters. Healy argues that the representation of the love between the two gods could
have had a positive meaning, becaeseisy distracting Mars from war, ensured
peacé?*?However, in this case, the iconography suggests a more negative message.
The violence and destruction in the background remind what we have encountered in
Wi | | e nVerKieapdCaifriura7zgo r J a ¢ 0 b Vehes ail®grifuell). 0 s
Theburning city acts as a reminder of the dangers of the seductive pleasure offered by

the lascivious goddess.

1240This concept is very important for our discourselBEe&HEERE 2013, p. 12.

1241Gillis Coignet (?Wenus and Cupid with military aftlibu@8®; 112x162 cm; oil on canvas;
Artcurid, Old Masters and 19th Century Sculptures22809, lot. 3.

12425eeHEALY 2000, pp. 887.
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The adaptation of the subjétars plays the virginal for vemuhe Kunstsalon
Franke in LeipziFigure3d was apparently signed and dated #59Mis version is
mirrored, which, unlike the aforementioned case, suggests the employment of a printed
source. Here it is repeated the sangedtithe previous painting, but the execution
appears more convoluted, opulent and somehow clumsy. The goddess appears fully
clothed, and her body seems to levitate in the air because it is not well integrated with
the background. The face in profile isparticularly attractive, and her bulky body
clashes with the elegance of the slender hands and feet. The little Cupid on her
shoulder looks outside like the one we discussed earlier. It is worth mentioning that
this detail differs from all the known V@ms of the theme painted by Titian, and it is
curious that the change occurs botanus and Cupid with military aténaLiteshe
Leipzig panel. The presence of Mars as a musician, sitting on a war drum and playing
the virginal, recalls the twormgaigs by Titian now at the Prado. Again, Venus is
surrounded by parts of armours and weapons, and, in the background, we clearly see
a military camp with tents and soldiers on horses. The compresence of love and war is
here repeated, and the presencenefjative message, of a warning, is reinforced by
the stilllife at the centre of the painting. The goddess is affectedly holding a chalice of
wine- there are two demijohns on the fleand she is probably going to eat some
food from the table positioddetween her and Mars.

The introduction of this element in images from his repertoire reflects the
Oincreasing urbanization of Dutch and FI
emphasis on the home and personlt posses
seems likely that Coignet collaborated in Amsterdam with a painter specialising in the
representation of stlife, as he would do with George Flegel for his paintings in
Hamburg. The need of the Protestants for art forms that were adapted tevtheir vi
of the world and interests was surely the main reason behind the foctigeorAstill

noticed by Puelings, the presence of sweets and delicious food might have a moralising

1243Gillis CoignetMars plays the virginal for, \¥880s145x220 cm; oil on panel; private collection.
SeePUELINGS 1999, pp. 669; TAGLIAFERRO ET AL 2009, pp. 35352.

1244 |EDTKE 2 0 0 3 . The introduction and the devel opmel
Northern Netherlands as an elaboration of Southern Netherlandish themes as a consequence of the
massive immigration of the last decades of thth X¥htury are discussedBRIELS 1985;BRIELS
1987.
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meaning appreciated by the Calvinist burgers of Amsterdam, reminding of the
temptations and the fast decay of terrestrial pleasures, together with the introduction
of music referencé&$®Music, in fact, had traditionally different connotations in Italy
and the Low Countries. In the XN ktentury Veneto, the theme of the concerto had
become very popular among painters and coll&¢idtss iconography was usually
associated with the coptef harmony, therefore a positive meaning derived from
the humanist culture and the courtly educ&tidn. the Low Countries, while the
practice of music might have been encout&§éd, representation had different
meanings: it could have beenpastofme seri es representing t|
OFive Sensesé6, or it was included in subj
In the Dutch Republic, music started to be associated with the allegory of vanitas, and
Coignet 0s apexcemiolftter e not

The artist repeated the same composition and revived the same allegorical
concepts in a secoiMhirs plays the virginal for M@nua Sainte§igure4, signed
and dated 159&° This second attempt corrects some clumsy solutions of the
previous one. Venus is now haked, and the model for her body is surelyofitian
the pearl necklace and earrings, the golden bracelet pedulteg position of the

fingers-, but her elongated body reveals a Manneristic approach. The slender legs and

1245PYELINGS 1999, p. 68.

1246 Titian himself contributed to the development of this subject and its fortune with paintings
like theConce(tl50708) in Florence, the bucokastoral con¢Es0910) now tthe Louvre, the
uncertairMusic lesgon1535) at the National Gallery of London and all dfehes and a musiSar
EGAN 1961, pp. 18495.

1247Music and harmony were the centre of philosophical discussions during the Renaissance. Based
on mathemat proportions and intervals, the harmony of music mirroredatihgonia mynitie
balance of every element of the Creation. As part of the Liberal Arts, its study was necessary for
humanists and it was part of the education of the perfect courtesatedabysCastiglione in his
Cortegia(ib28). SeaJCH 2003 .CRISTIANI-PANTI-PERILLO 2005.

1248 Group portraits with musical instruments played by the members of the family showed the
wealth and the social ambitions of the portrayed. An example is treniiy6icktrait attributed in
different moments to Pieter Pourbus or Frans Floris, now in the Stedelijk MuseuvaWOaismpen
en Baron Caroly, in Lier.

12490n this topic, SeBISCHER1972, pp. 346, 5297.

1250 Gillis CoignetMars plays the virginal fois\é&98; 113x182 cm; oil on panel; Musée du
Presidial, Saintes. $#£sKENS1998, pp. 333, 173PUELINGS 1999, pp. 881.
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long fingers echo the results of the school of Prague, such as YenuS@hd Adonis

by Bartholomeus Spranger. Mars looks almost the saed, fer his eyes, once
gazing at the face of her lover and now attracted by other sensual parts of her body.
Al so in Titiands paintings, some of the
others are wandering around in some lower areas.efentebf the stilife is

repeated here, but it is less incoherent with the space and more discrete, while,
conversely, the chalice of wine grew in volume. We see again a military camp in the
background, but this time the violence is even more evidaensdee can observe
cannons bombarding a city in the distance. On the musical instrument played by Mars,
we see a scene of a party in a courtly environment. It is difficult to interpret the
presence of this 0scene i mcdnthapositorcferne 6,

the bloody battle. The adulterous relationship between Mars and Venus, evidently,

does not guarantee peace, and the pleasures of food, wine and lust are not associated

with higher values, but with precarity and violence.

Adapting the poesie

Gillis Coignet was experienced with
opportunity to confront the themes that lifted the name of the Venetian to the
Olympus of mythological painting. Three artworks can be related to the noteworthy
Titianesqueénventions, and all of them deal with the model in different ways.

The first is a panel in version poor state that has been recently attributed to

Coignet, which represehexda and the s(mame41).'**Of course, Leda is not a theme

I

b

that was part of thgoesie but t hi s pai nti nODpnagiswredsa di r e c

60). The artist cut the figure of the woman from the model and limited himself to
adding the elements to transform the original iconography into another: the swan and
a little child that mig be identified as Cupid, always present when love and lust were
presented awisleading characters from the antiquity. Thegtoséthe image and

the position of the swan between the legs of the woman make it likely that the painter
knew Mi cshcempasitigneof tlee Bubject. Whereas the particular use of the

1251Gillis Coignet (?);eda and the swi&7@ O ; 96, 2x126 cm; oi l on pane

Old Masters Painting3?-052018, lot. 103.
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model, namely copying just the body of the protagonist and putting it in a different
context, changing the subject, reminds the operation made by Coignet when he
transformed/enus at the nrifrnbo Mary Magdalgetiee execution appears mediocre.
Van Mander wrote that Coignet used to put his name on the works of his apprentices
after adding a couple of brushstrokes, which would justify the discontinuous quality of
his painting&>In this casethe painting is not signed, and it seems unconvincing that
Coignet had painted a panel after Titian in a Flemish and polished style, which does
not happen in any other works of this kind. Even though the attribution is doubtful,
it is interesting to disssi it here for two reasons. The first is the tendency to give to
Coignet paintings of the Xt¥iland XVIith Southern Netherlands with sofrigan
like featuresand the second is the repetition of a process of isolation of figures and
change of subject th@bignet was definitely employing in his artworks.

Thenextpainting represeniiana and Calliatal is now in Budapésiyures)).'??
As was observed by Meijer, this work is mostly the combination of twdsims:
and Callistengraved by Cornelis Cort after Tit(@igure193, and Marcantonio
Ra i moJudhmehtof Rdtes Raphadtiguras). From the latter, Coignet takes just
the horizontal format and the figureled tvoman seen from the back. This figure had
been al so associ at edMinetvg*kndwnibptlein a paintedh de B
and in a printed version. From the first Coignet borrows and adapted more. The
haughty Diana r ecal | ButwhérethefVengtiam gaveithea Ti t i
goddess an elegant but realistic pose, Coignet accentuated it enough to become
completely unnatural. It would not surprise if, in his Mannerist approach to the
painting, Coignet used t hteeSistinggchaped. Bwf Mi ct
this elongated body and pose also recalls the etchirgnwdé and Cupmtter
Primaticcio from the school of Fontaineblgaura99, which had been emulated also

i n FDaoaei 6® t he end, Coignet might have ju

1252\|[ANDER (1604199499, I, p. 306.

1253 This canvas had been attributed to the Netherlandish artist Anthonie Blocklandt van
Montfoort (15334-1583), who studied with Floris and went to Italy in the 1570s. He was one of the
leading arsits of the Mannerism in Utrecht in the 158&lis CoignetPiana and Callisi®8690;
103x174 cm; oil on canvas; Museum of Fine Arts; Budapé&ruSseL sROME 1995, pp. 15961;
PUELINGS 1999, pp. 998.

1254Sed EUSCHNER2001, pp. 17879.
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suitable position for his horizontal composition, an operation that he would also do in
the adaptation dfenus at the mimbo Vanitas
None of the nymphs coincides with the ones depicted by Titian. Their poses differ,
the only similarity is their attitude and the dramatic discovery of the pregnancy of
Callisto. She cannot stay on her legs; she is dragged by the other hgnapls w
mercilessly uncovering her shame in front of a disgusted and severe Diana. The scene
depends on Titiands invention but there |
are merged, and the theme is depicted with a style that is very far freenmilgat
call the oOoOTitianesque and Venetian exper
painting to the earliest production of Coignet, before his 1581 porRatsoin la
Huegrigure27), which is considered to be the first coherent painting employing-a Titian
l i ke pictorial st%l e of Coignetds producH
The last work ofhis section is thRape of EurppapaneWwhichalso recently
appeared on the art marKebure243.1%° Titian sent to King Philip Il a canvas
representing the abduction of Europa by Jupiter transformed into a bull(Fydb62
244" The innovation of thipoesiaas the dramatic representation of the scene.
Europa does not appear in a-sdddle pose, but she is precariously lying on the back
of the bull, who is forcefully dragging ¥
painting does not share the same intensity, because Europa sits on the beast
melancholically looking toward the shore like she had already accepted her destiny.
Her pose and the general composition recall more the Netherlandish example of
Maarten de Vos, mely theRape of Eurapaw in BilbagFigure45.***® This elegant
and refined nude had been dated to the 1570s for stylistic reasons, andrit is also a
exemplar of an artwork that engages with the Titianesque theme.
On a side note, Maarten de Vos is an artist who also dealt with mythological

subjects and the depiction of the naked bodies of goddesses, biblical heroines and

1255SeeBRUSSELSROME 1995, pp. 15961.

1256 Gillis CoignetRape of Eurppa 1588 5 ; 74, 4x96,5 cm; oi l on panel
Master Paintings & Sculpture Day Sal812916, lot. 537.

1257Titian;Rape of Eurpft85962; 178x205 cm; oil on canvas; Isabella Stewart Gardner Museum;
Boston. SERW/ETHEY 196975, IIl, pp. 172175;SLVER in LONDON 2020, pp. 16175.

1258 Maarten de Vod$Rape of Eurpma 1570; 133,7x174,5 cm; oil on panel; Bilbao Fine Arts
Museum; Bilta SedN1JkampP 2015, pp. 7~309.
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allegorical personificatioii$ie reason why he has not been discussed in depth so far
is that there is little to say about his relationship with the art of Titian. Van Mander
records his travels to Rome, Venice and other cities which, according to the research
of Zweite, might have be Florence and Bologh& Ridolfi, in his 1648 biography
of the Venetian painters, collocates him in the workshop of Tintoretto as a landscape
painter****Some documents suggest that he travelled to Rome with Pieter Bruegel the
Elder in 1552 and that heldeturn to Antwerp before 1558 when he was registered
as a master in the Guild of Saint L'&R@nce he was back in his city, he employed
models derived from Venetian and Ceftathin examples with a predilection for the
manierathus always looking #te developments of the Antwerpian art. The
contemporary artist whose influence most impacted de Vos was surely Frans Floris.
Stylistically, de Vos shows smooth and polished modelling of the human bodies,
counterposed to vibrant backgrounds and coloemsshthat might be related to
Venetian sources. In this respect, his approach resembles the one of Floris and
somehow also of Jacob de Backer.

Has been already noticed by Nijkamp th
indebted to de Vos than to Titian. use of the arm grabbing the head of the bull
and covering Europads breasts echoes in
arched by the effort of looking back at the shore, is less tense and stretched than the
one of de Vos, looking for a more natpoae. The detail of the mantle flying in the
wind and forming an arch above the head of the woman is also common in both
paintings, and it might have origin in antique sodtd@signet, however, simplifies
the composition, eliminating all of the elemment hat i n de Vosd art wi
a more Netherlandish tradition, like the detailed flowers garlands on the head of the
bull and the clear landscape with realistic depictions of animals. Also, the quotations
that de Vos had made from printed soyrsesh as the Mercury from the series of
prints after ClupidcanePsyERare alimieatet io focus purely

1259SeeZWEITE 1974, p. 27.

1260RIDOLFI (1648) 19124, II, pp. 818384. On the Flemish and Ditch painters working in the
workshop of Tintoretto, sé@E1JERIN VENICE 1999, pp. 13343.

1261SeeZ WEITE 1980, pp. 222.

1262An examfe is the mosaic now in the National Museum of Beirut, dated Ill BC.

1263Sea\ 1IKAMP 2015, pp. 125.
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on the suggestions of the colours. Colours are indeed the most impressive element of
Coignetds interpretation.

We cannotarggeh at he had copi RapeobEuromdice n s een
was painted and shipped to Spain before he went to Italy. None of the two painters
seems to have directly known the painting, but they had likely seen some sketches or
read some description®wever, whereas Maarten de Vos, obtained an elegant result,
clearly Netherlandish in its approach and Mannerist in its refinement, Coignet started
from this interpretation and elaborated it in a different direction. The woman looks
sad and her eyes tedsy, foot is tense in the direction of the viewer. The bull looks
ominously at her prey and the faceless small people, so far on the shore, seem just
helpless spectators of the tragedy. But the main dramatic effect is produced by the
colours of the backgrod: the metallic blue of the sea waters slowly becomes the
brownochre of the sky and the mountains in the distance. There is no distinction
between the sea and the glowing sky, except for the faded line of the horizon. Every
person, architecture or natwwkement ad lost its original colour to be submerged by
the light. Just Europa and her kidnapper are subtracted from this enchantment. This
experi ment on the effect of I|ight bears
achieve the samevibramtdh gl i st ening results. Coignet ¢
|l acks the texture that characterises Tit.i
the Southern Netherlandish artist who shows the most consistent adaptation of
Titianesque themes, o s i t i ons, and stylistic sol uti
paintings differs from one of his compatriots and introduced some novelties in the
artistic panoram&omeaspects of Titianism were already visible in his early works in
Antwerp,as wehave observed. Téeaspects, especially the Venetian chromatism and
the pulsating brushstroke, appeared in paintings commissioned by important guilds of
the city, such as the vibrant portraRierson la Huest they appear to not have been
received Y his fellow contemporaries. This lack of interest might have been related to
the necessities of art market, or even l@ntigration to the Northern Provinces. For
sur e, I f his early adaptations of the Ve

artigs, this was obscured by the role of the rassamgof the artis who would be
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associated with the Europeanization, together with the Spanish Velazquez and the

Dutch Rembrandt, of Titisg®és style, namel

1264The reign of Albert and Isabella as Archdukes of the Habsburg Nethmdaigiis a new
centrality to the court of Brussels and to a renovated interest in the art of Titian from a court perspective.
This phenomenon certainly had an impact on the artistic choices of Rubens. For studies on the
Netherlands of Albert and Isabedlee TREVORROPER1976, pp. 12164;WERNER-DUERLOO 1998;
BANZ 2000;3PRANG 2005 DUERLOO 2012, DUERLOO-SMUSTS2016;PA0LINI 2019.
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Conclusion

As stated in the troduction, the problem that set everything to motion is the
guestion about the o0idea of Titiand and
second half of the XVIth century Habsburg
not oOevol ut i &nabratieeaesnotgy@de Yua Keps; dndbecause each
oidea of Titiand cannot -bigtorigizaddvgrgodbuf or i t
needs to be acknowledged as part of a constant processrideration and-re
edition.

We started with Titiaworking for the Habsburgs, we went through the moving
of almost all of his artworks to Spain, the creation of partial and accidental copies,
borrowings and adaptations of different aspects of his art, and we finished the story
with Coi gnedaddesv icoeeaptibntoba Titmo tlanis more similar to
oufizeM6. Even though this might appear |ik
focal point nor the aspect of innovation of fingject

Thereafter will be discussed the results of bsept study. First, it will be
summarised how in the single chapters it was possible or not to answer the questions
raised in the introduction. Secondly, we will identify and give some final thoughts on
the most relevant recurrent issues. The end Wik Ipdace for proposing an opening
to further research and evaluate the efficiency of the methodology.

The first chapter contextualised the occurrences that determined the choice of
Titian as the imperial Apelles and the arrival of a great number ahtmggpa
Brussels. It was ascertained that Charles V, Mary of Hungary and Antoine Perrenot de
Granvelle selected and directedThei ti ands
® | ipoliacal secessities, artistic taste, and their subscriptiongoagtaof power
that was oriented towardsarn | & an toinca shaped the early 0
Netherlands. This idea was inherently classical. Instead otthelsb e d o6 Manner
crisisdé we must consi der tdyelatednptenlyi ment s
to Titiands desire to curry favour with
selfpromotion to the imperial court. Around the 1540s and the early 1550s, Titian
showed an interest i n Ro mantedfareshoteneds peci a
figures and sculptural bodies like in the case Gbtidemnétd also employed a neat

painting style that was maybe far from the glazed and polished one of the Flemish
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masters, but it was al so ngiotVasarewould he oOpi
describe in 1568. In fact, the sketchy and paihitgtypf the series of theondemned
has been identified as a later refdigae7), and it was recently debated whether it
was also the case for the flamboyzariaat the Prado, because neither of them
matches the contemporary outputs of the artist. These adjustniemisei@eption
of the stylistic coherence of Titian0s ec
the foundations of some studies on the topic. In particular, it questions issues like the
i nterpretation of the ovwdrngugygt ek eRitli iomo
the letter from Mary of Hungary to Simon Renard where she suggests looking at
Titiands paintings from afar. I nstead of
these documents, it is more insightful to reflect on thecdréiskiground of the actors
and to carefully evaluate their experien
These convergent reasons might partly explain why, in the second half of the
XVithcentury, many Flemish artists related
pictorial technique: they had no real-fiestd experience of it. And, in addition to
this, almost all of the paintings by the Venetian owned by the Habsburgs left the Low
Countries within 1559. This caused the artists who wanted to grasp how did a Titian
panting looledlike to go through the mediation of Netherlandish copies or different
media like prints and drawings.
The second and the third chapters discussed two Netherlandish artists who had a
direct relation to the Habsburgs, being both court paiotetharles V first and for
Philip Il after, and to Titiands original
The first, Michiel Coxcie (149992), specialised in altarpieces and religious
wor ks following the novelties of Roman a
with theart of Titian appears to lB¥en moregich am nuancedhan it has been
suggested by previous litergtarel it questions the idea of #luetoritas the motor
of it. The interest of Coxcie in the Venetian was not based on a sentiment of
admiration fohis art, nor did the Flemish appear look up to Titian in any way. Being
one of the favourite artists of the Brus
of their works were hanging next to each other in the Habsburgs palaces. This physical
closenesshows both the high regard in which Coxcie was held and also that the
painters were referring to the same models and producing outputs that did not appear

incoherent to the patrons. Coxcie combined a great number of sources in his
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compositions, and he castently used and-tsed specific motives by Titian together

with the Flemish, German and Cenrtadian, with no distinction. The motives

selected could deriwediscriminatelyrom prints or from the paintings. As they

entered his vocabulary, they wemeed, stretched, and mirrored when needed. Coxcie
represents the perfect example of an artist who adapted the inventions of the Venetian

I n the context of the Brussels court wi
auctoritabut because he wais exponent of his pool of Italian Renaissance artists,
selected primarily for of their privileged relationship with the antique.

The third chapter revolved around Anthonis Mor (15807 7 ) , al so Habs
court painter who specialised in portraiture ddptad the fullength type of portrait
that Titian had developed for the Habsburgs for the Fleméstied taste of the
Netherlandish, GermamBritishand Spanish aristocracy. His adaptation is usually
recognised to have led to the standardisatiorsdfitisinesque type in Europe as the
most popular and loAgsting expression of power through portraiture. We might
assert that Mor developed his @uotoritast ar t i ng from Titiands a
he aspired to the samm@tusnd he obtained thele of Apelles of Philip Il. It is
important to remember that the two artists shared the same position, physically and
figuratively in the gallery of portraits at El Pardo palace.

Ant honis Mord&s conscious choi dthe of a p:
vi brant and (al most) wuniversally ©praised
levels. First, it matched the necessities of representation of the Northern European
élite The XVth century visual tradition based on Flemish polished and precise
portraiture had left its mark on the aristocracy, and the extreme attention to detail
increased the preciousness of the piece of art and of the symbols of wealth that it
represented. Secondly, it was coherent with the consolidated practices of copying and
reproducing portraits at the courts by specialised artists. An excursus on the Madrid
court painter Alonso Sanchez Coello showed the same attitude in copying and adapting
Titiands portraiture by repeating the sh
Through the chapter, it is endorsed the idea that an artistically crafted surface that
conveyed the specifitanieraf the painter, could drive the attention away from the
precise physiognomic reprodudoweemnn to t he
some casethe identity of the artistasmeaningfulor thepatron to express hstatus

To summari se, the recognizabil auctgritasf Ti t i
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- yes, in this case it is fundamentaldistinguish his patron®fn the others, but it
was also not applicable outside of his produyctioor el se t he oO0origin
lost theirdistinctiveness.

As explained in the introduction, the last two chapters shift the focus from the
court to the artistic scene of Antwerpd they change the approach fraostly
monographic to thematic.

The fourth chapter offered some new and unpredicted insights on the reception
of Titiands religious inventions. This i
the religious debateotB Protestants and Catholics expressed their concerns about
images, and after tBeeldenst@is66) the Netherlandish artists had to experiment
and test the boundariesd#corutn secureéhemselves place in the market. Some
inventions by the Venetian had fortune because of their connection with the
Habsburgs, such as copies and adaptatiGitxefHonamd MateDolorosdut it is
debatable whether they were directly or indirectly appealingoiocigt ofwdoritas
In fact, some of the examples identified, likEtlbe Horaod Mat&oloroga. 1550)
by Willem Key, cannot be considered indubitably related to the model. It is also
difficult to ascertain whether, outside the circles of thie tt@upatrons or the buyers
of these religious paintings would have found the reference to Titian as a desirable
trait. Of course, repetition is a fundamental element in the process of creation of an
a r t carsohbdtss this type of repetition, ohattdoes not acknowledge the model,
relevant in this respect?

A new finding discussed in the chapter regards a particular composition whose
success had been overlooked by th-e schol
Titiani smdé an ¢ withthelikeThe fact that this specifid invention,
which is not a royal portrait, a reclined nude, or a variation on the thenpoe§ige
had been ignored, confirms that the doubts expressed in the introduction are
grounded. We should recognisense bi ases in Titiands stu
ignoring or underestimating the role of some inventions in the receftivanoh
favour of others.

This composition under review, namely the engraving @dtration of the
shephe(d$33) after theainting realised by Titian for Francesco Maria | della Rovere,
appears, in fact, more Bassanesque even

the theme. In this chapter, it was suggested that the invention had been adapted by
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painters for its theolal implications. In fact, the element of the model that had been
borrowed and adapted more consistently by the artists is the gesture performed by the
Virgin Mary of the unveiling of the body of Christ. The iconographic source of this
gesture for the pating of Titian and also for the first adaptations by Michiel Coxcie
and Pieter Pourbus was identified in an episode &fetredatioot saint Bridget,

namely the moment in which the Virgin shows the shepherds the gender of the

Saviour. There are diffatecopiesafterTi t i andés 1 nvention, but
process is the assimilation of this o0ounve
the shepherdsdé by i mportant painters on

and Maarten de Vos. Inetyears of experimentsdmtorynvhen new iconographies

were introducedespecially with the medium of priind others disappeared, it is

meaningful that this particular invention of Titian served as an iconographic
renovation, giving to the Virgrcentral role accordingly to the Catholic dogma. This

I's another case in which Titiands author s
adapted his model and translated the gesture into their workiikeWeraore

concerned about the theologiogblications than theuctoritas the model.

The fifth chapter, which topic was the reception of the mythological paintings by
Titian and the 0Tit iveasteesnggramddbreakirtgfhe !l ogi c al
fortune of mythologicaubjectappearedo have been subjected to many different
factors. We can recognise that, as for Italy, in the Netherlandish humanist
environments the depiction of myths with formal reference to antiquity was part of
the process of sdkishioning of the artists aimed ngorove theirstatusBeing an
Apelles literally meant emulatingttpoconnected to this artist; emancipating from
the role of artisans passed also through embracing the humanistic structure of the
Liberal Arts. But these developments took differeihts patd progressed wigh
differentpace and they were not the only important factor at work. The consequences
of the image debate were not limited to religious paintings. After the Council of Trent,
the Catholic CountdReformation theologists unleashéeirt criticism against
lasciviousness in painting and especially the representation of the nude. Johannes
Mo | a Deupgtdris et imaginibyspsédished in 1570 surely had an impact on the
production of sensuous art, including mythological subjascultural context
affected the art market of Antwerp, a city subjected to shifts from Catholic to

Protestant administration until the Catholic reconquest of 1585. From the analysis of
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XVIth century inventories of the citizens, we ascertained that pistodeof
mythologies was not particularly popular in the decades from the 1560s to the 1590s,
and few painters specialised in these themes. The artists selected as dase studies
this chapteare Jan Massys, Frans Floris, Jacob de Backer, Maarte it Gidlis

Coignet. These painters worked for circles of rich merchants who collected especially
mythological artworks and sold them abroad on the French market and to foreign
Princes like Rudolph Il and Philip Il. The approaches of these paintersaonTd s ar t
were very sporadic and sometimesntoch emphasized by the scholars. Here it
comes in handy the carefulness adopted in regarding as quintessentially Titianesque
some themes and types without considering more plausible sources. For instance,
Frale FIl ori sd myt hol Dagaanddiana pra iActad@uoges s u c h
rel at ed pdesregardlessiofatime @ifficult and unsubstantiated availability of

the models and ignoring the most obvious importance of Florentine and Roman
Mannerismin particular the one mediated by the artists who worked at the court of
Fontainebleau from the 1530s. Anyhow, these artists contributed to the process of
assimilation of certaimythologicalthemes and compositions into the pictorial
language at the enttloe century, and they need to be mentioned also to dispel doubts
about the supposetbsolutecentrality of Titiad siodes also outside the Habsburg

circles. Gillis Coignet was in fact the first Netherlandish painter who consistently
adapt ed dntiohsinatre &Seutherm Netherlandsid also the first who
experimented with the renowned pictorial technique of the Venetian master, so praised

by the literature but great absence in factual artistic reception.

After this brief but densaummary, we might finally discuss the most innovative
issues that have come to light through the research and the methodology here applied.
First, it appeared that the idea expres
theauctoritas the reason for using Titianesque models, needzaitlyrevised. In
the context of the Southern Netherlands, ahigoritaterived from the prikeged
relationship between Titian and the Habsburgs was subject to fluctuations. In fact, the
reference to the art of the Habsburgds A
targeting an audience who would have been able to understand this eafdrence
consider that as an added value. And the particular situation of the Brussels court

environment in the second half of the centaharacterised by the lack of a unifying
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political and artistic centretogether with the economic shift for the Anpagar
artists toward a different obTtiamgnghts 6 cl i e
havelooked like br ought many artists not to con
desirable feature. Even an artist like Michiel Coxcie, paiotetdirectly invived
in the Habsburgulturaimiliey r egar ded Titi an as 0one amc
his, a good source for disegna this contextTitian wagprimarilyan ltalian painter,
not a Venetian, and surely not the artist who was considered thercéthpcolore

The second issue is the one of style, which is directly related to the problem of the
mi smatch between the oOidead of the pain
grounded in the practical use of his art. The extremely rare caseb iartigks
seemed to have experimented with Titiano:
recognisable and, even if they were proven to be so, they would not be particularly
meaningful. In fact, the absence of these experiments is more signifidheséa
few examples. Explained on many levieten the lack of late paintings by the artist
present on the territory between 1559 and, i 1% use of prints as main sources
for Titiands inventions, and thepolishddie adhe:
and neat appearance of the pictorial suiféltis disinterested at best and refusal at
wor st of Titiands | ate style does not f
Lampsonius to van Masprezzeatyfarhisrapidd bnpposhsaroke e s o f
and ability in creating paintings that é
themes. However, as we have stressed on different occasions, these ideas were adapted
from Italian art theory and translated by following differenegses. The -salled
lossighettle Dutch term fosprezzatyunaas not related to a loose pictorial technique
but to the security and the lightness of the touch: bodily confidence more than the
description of a pictorial effect. In the end, it isdiffigult to ascertain whether the
opittura di macchiad that characterised
Southern Netherlandish artiatgintellectuals, or if their judgements were part of the
rhetoric of the emerging artistic theara mp s o n i ute Eoricand his lo@sér s m
brushstroke in the 1560s paintings had b
the image depicted by Vasari for Titian: his paintings appear perfect from afar. It is
sure that, from the XVIIith century, ghlitianesque late style meant something else,
something that has been not set into motion by the artists themaelgast not in

the framework studied here.
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Last, but not less relevant, is the acknowledgement of the limits and the dangers
of researang the reception of an artist through the lens of his canonised idea. It is
fundamental to thoroughly reconstruct the visual experience of the artists by focusing
on the sources, documentary and material, and especially on the formal analysis of the
survived artworks. The availability of the models and the necessities of the artists
involved in the process of borrowing, copying, and adapting, determined their
selection and their use, whether or not they went down in hisgoimptassentially
Titianesque.

Thi s research downsizes some ideas on
Net herl andi sh painters and reveals the
instead of an unambiguoasd coherend Ti t baniDomnsi zing and p
OTi ti ani slesstinga lighbon the graacasses of mediation which led from
models to the singular artwar8sich mediation involvéedh e ar t i sbuts @ i nt e
equally the vagaries of the art market and the taste of courts, coattrsand
collectors. Thysaubnomous mechanics were put into play in which the name and
reputation of Titian were far from the only or even determining factors

This dissertation necessarily emphasized certain topics at the expense of others.

As remarked upon in the introductiona@mi 6 s | andscapes in relat
art have not been discussed. This complex and thus far understudied topic deserves

the undivided attention of its own project since it would necessitate exploring a whole

other cast of artists and contexts. Seslearch could provide a useful point of
comparison, as it can be expected that different mediators played a role in shaping yet
another facet of oOTitianism6. Another frr
could be that b e t w ¢he receftiontof actherdnmjor Htadiane pt i or
Renaissance artists in the Netherlands. The reception of the School of Rafael
(especially through the cartoons of tapestries) and other Venetian masters such as
Tintoretto or Paolo Veronese, spring to mind as usefits pf departure for a more
encompassing study of processes of canonization and exchange between the Italian
and Low Countries contexts. Hopefully, such studies can draw on the present inquiry

for context and comparison.

As promised, the study closel@Rubens left for Italy in the year 1600. The
choice of this date as the end of the framework investgatecdppeasomehow

symbolic. It represents the beginning of the new century and the start of the formative
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eight years trip that would train the Southern Netherlandish rising star in the ways of
Italian and Titianesque art. However, there is an ulterior reasuairigrtbis study

at the end of the XVIth century, ahatis the appointment of Albert VII of Austria
(15591621) and Isabella Clara Eugenia {1688), daughter of Philip Il, as sovereign

of the Habsburg Netherland in 1598. Under their reign, alsationreo the Twelve

years truce (164%21) that interrupted the hostilities between the Spanish rulers, the
Southern Netherlands and the Dutch Republic, the court of Brussels flourished again.
This context, together wintwith hislblother t 6 s
Rudolph II, a great estimator of Titian and whose collection would partly join the
Brussels one after his death, created a new and different phenomenon in the reception

of the art of the Venetian master.
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