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Introduction

The solid, undeniable facts concerning Giorgione
could be contained without congestion on a postcard,
and his surviving output is confined to a mere handful
of pictures, most of them fairly small. Why, then, all
the fuss? What accounts for the fame and the legend?
Some of it, undoubtedly, springs from the very rarity
of his pictures, and a great deal from the highly
romantic image — the early death, and the fact that it
was due to the plague said to have been caught from
alady friend. Something, again, is due to the romantic
quality inherent in the paintings themselves — the fact
that in some cases they depict mysterious and enig-
matic subjects which have hitherto defied elucidation.
But all this fails to add up to a total explanation, and
the residue must surely be made up from the quality
of the pictures themselves. Giorgione happened to live
and work at a magic moment in Italian and Venetian
art, when new ideas about Nature and God and
Antiquity, and man’s relation to them, were being
discussed just when several generations of technical
advance had given painters the full power of illustrat-
ing them. The result, among others, was the Tempest,
the quintessential Giorgione.

The high quality of Giorgione’s work, combined
with the fact of his early death — irrespective of the
exact circumstances in which it may have occurred —
should have sufficed to start the legend. It did, indeed,
emerge very soon. The demand for his work, for one
thing, was always great. Immediately after Giorgione’s
death Isabella d’Este tried to get one of his pictures —
no matter which — and even she was unable to do so.
And as early as 1528 Giorgione is referred to by
Castiglione in the same breath as Leonardo, Raphael
and Michelangelo. There is also some evidence that
within a few more years Giorgione’s work was already
being forged — a sure sign of esteem. In the next
century — the seventeenth — the clothes of the lovers or
music-makers in pictures by Giorgione, or attributed
to him, started a fashion in costume — “‘alla Giorgion-

esca’” — which is met with in some of the early works
of Caravaggio, and by this time, too, Giorgione had
risen sufficiently high in the connoisseurs’ canon to be
endowed with a fictitious noble ancestry. Also in the
seventeenth century the legend of Giorgione became
linked with that of another and very different short-
lived genius. This was Gaston de Foix, the brilliant
French general who was killed in his hour of victory at
the Battle of Ravenna in 1512, aged twenty-three. It
is in the highest degree unlikely that Giorgione could
ever have met him, and in any case Gaston’s fame
sprang principally from the circumstances of his
death — which occurred two years after Giorgione’s.
Nevertheless pictures called “Gaston de Foix by
Giorgione” proliferated in the seventeenth century
and changed hands at high prices. Such is the persua-
sive power of the romantic imagination.

This and other picturesque embroideries succeeded
to such an extent in obscuring both the real personality
of Giorgione (of which, in fact, very little can be
deduced) and the real anthorship of most of the
pictures optimistically attributed to him that when, in
the late nineteenth century, methodical connoisseur-
ship at last set to work to sift the true from the false it
found itself faced with one of the most difficult
problems in the history of art. Until about forty years
ago the most reliable guide was the diary of Marcan-
tonio Michiel, which described a number of pictures
as by Giorgione, one of which was probably the Three
Philosophers (Vienna) and another possibly, but less
certainly, the Tempest. Even this diary dated from
fifteen years and more after Giorgione’s death — by
which time some degree of confusion had already set
in — while other famous works, such as the Castelfranco
altarpiece (Catalogue, n.12) could be traced back no
farther then the mid-seventeenth century.

But in 1931 the inscription on the back of the small
portrait called Laura (Vienna: n.13) was first pub-
lished in facsimile and discussed, and this, giving a
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precise attribution (which seecmed ahsolutely contem-
porary) to Giorgione, as well as a date — 1506 —
provided at last a solid foundation for style criticism.
Every one of the characteristics of the Laura was now
studied attentively — the crisp touch, whereby the
highlights were added to the leaves round the lady’s
head, the angle of the face, the rich contrasts of colour
and texture. Above all, the small scale. The hard core
which now emerged as generally acceptable and
accepted — the Three Philosophers, the Tempest, the
Laura itself, the Berlin Boy, the Washington Nativity
and Holy Family, the National Gallery Adoration, and,
on a slightly larger, but still not large scale, the
Leningrad Judith and the Castelfranco altarpiece —
now seemed to show a considerable homogeneity. A
few others such as the so-called Tramonto (National
Gallery) — which was not discovered until shortly after
the publication of the Laura inscription — now muscled
in, among them the portrait of a hideous old woman
inscribed  Col Tempo (Venice, Accademia; n.20)
which Berenson, fancifully but brilliantly, imagined
as Giorgione’s warning to the young lady of the
Tempest (so similar in cast of countenance) of what old
age would do to her — particularly if she continued to
reject his advances.

The problem now shifted. If the authorship of
pictures such as these was now more or less established
on the strength of the Laura inscription they must also
he linked with it to some extent as regards date — 1506.
And Giorgione still had another four years of life after
this. What did he do with them? There were official
contracts, but we are in no position to judge the result.
In one case — the frescoes on the Fondaco dei Tedeschi
in Venice (1508) — Giorgione’s work has perished
except for a ruined fragment. Of the other — a picture
for the Doge’s Palace (1507-8) — nothing definite is
known, though it has been suggested that Giorgione’s
picture may be the Fudgement of Solomon, now at
Kingston Lacy. What would Giorgione’s style have
been like at this stage of his life? Here a most revealing
remark dropped by Vasari in his life of Titan scemed
to give a clue. According to this, it was “about the
year 1507 that Giorgione remodeclled his style from a
dry to a broader method of paintingr From this alone
we might expect that the “later” Giorgione would
fade almost tmperceptibly into the ecarlier style of
Titian and others, and such is likely to have been the
case. 'The resulting confusion necds no emphasis, and
has been greatly increased by the implications of
statements by several of the carly writers, to the elfect
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that certain pictures which Giorgione had left un
finished at his death were completed by Titian or by
the young Sebastiano del Piombo. In this category are
probably the Dresden Venus, perhaps (but in that case
only minimally) the Three Philosophers, perhaps the
Féte Champétre (Louvre: n. 35) and perhaps the high
altar of S. Giovanni Crisostomo, Venice. With the
exception of the Venus, the line of demarcation in these
works, if it exists at all, is almost inscrutable, so the
“later” Giorgione — that is, his output between 1506
and 1510 — is still in dispute.

The fact that in the surviving documents Giorgione
is described as a native of Castelfranco, that as early as
1506 (the earliest documentary reference) he was
evidently settled in Venice, where he enjoyed a brief
period of success, and where he died, four years later,
gives at least an outline of a career. The accident of
talent — of genius, even — happening to a provincial
youth is enough to explain the change of residence. By
a certain date the modest resources of the city of
Castelfranco — some twenty-five miles from Venice —
were no longer sufficient to contain the aspirations of
the young artist. And though it would be possible that
the Castelfranco altar was sent back there from Venice
it would be more likely to have been painted while
Giorgione was still living there and could get local
credit from it, and therefore to represent his “‘early”
manner — distinct both from the undefined “late”
style and from the “‘middle period”, namely the
pictures grouped round the Laura of 1506.

The picture (n.12) is already strikingly original
when compared with works which preceded it — by
Cima or even Giovanni Bellini himscelf. The figures in
1t do not “‘overlap’ at all. They are much smaller in
relation to the size of the picture than was normal. The
standing saints are thus farther from cach other and
the Madounna entirely above both of them. The object
of this was evidently to lcave more space for the
]andsmp(‘ l)dckgroun(l astrange and illogical feature,
in any case, to include behind a throne, but destined
to be the cardinal clement in the Giorgionesque
repertory. The interplay of figures and landscape,
with the two co-ordinated rather than with one
subordinate to the other, was to be Giorgione’s per-
manent theme, and that of the ecarly Titan, the early
Sebastiano, Palma Vecchio and the others who
lollowed them.

In the Castelfranco altarpiece, as indeed in any
formal work, such an interest could hardly find its
fullest expression, and it is surprising that Giorgione



was able to infuse as much of his novelty into it as he
did. But in smaller and more informal pictures, such

as the T/ree Philosophers or the Tempest, Giorgione’s .

poetic vein had full scope. Characteristically, we are
not sure of the subject in either case. Vasari went so
far as to suggest that Giorgione’s frescoes on the
Fondaco dei Tedeschi represented no subject, and
even if he were wrong, the fact that he, a near-con-
temporary, was unable to tell what it was amounts to
much the same thing. So with the Three Philosophers
and the Tempest the painter seems content to use the
totality of the figures and the landscape to express a
mood, a dream state, where his imagination and his
sensibility could create things of timeless beauty
unhampered by considerations of precise illustration.
For the controversial final phase, the Dresden Venus
— though its documentary authenticity is more than
shaky — is perhaps a safer guide than the other candi-
dates. It probably is the picture which Giorgione is
said to have started and in which Titian is said to have
finished the landscape and the Cupid (the remains of
the latter were uncovered in the nineteenth century
and then painted over again). The more insistent
mystery of the Tempest is no longer present, and the
prominence of the landscape, at least in the picture’s

present state, has been reduced in favour of the domi-

nance of the figure (we may well wonder, though, if
this was not Tidan’s doing also: did he perhaps cut
down some of the area reserved by Giorgione for the
landscape?)

Despite the increased grandeur of the result — when
compared with the informality of the Tempest — the
Venus retains an impression of the mysterious for
reasons which are difficult to pin down. The theme,

though less fantastic than that of the Tempest, is still
decidedly dream-like - the dream of every young man
of finding a beautiful girl naked, asleep and unpro-
tected. But something in the pose, relaxed but com-
pletely confident, communicates the idea of a goddess
and not just of an ordinary mortal. To test this we have
only to compare her with Manet’s Olympia (Louvre)
who is shown in the same pose. And even Titian’s
so-called Venus of Urbino (Uffizi) of only a few decades
later, is already half way to mortality.

In default of a sufficient body of authentic works of
Giorgione’s last years we may most easily gauge his
impact by studying the work of his immediate fol-
lowers. One of the closest of them, it is true —Sebastiano
del Piombo — defaulted to Rome soon after Giorgione’s
death and changed his style when he got there. But
Palma Vecchio continued in the Giorgionesque man-
ner throughout his career, and it indelibly marked the
sixty glorious years of worldly success which Titian
was to enjoy after Giorgione’s death. Though his style
underwent repeated modifications and transforma-
tions, and ended, at least as regards his method of
handling pigment, totally unrecognisable from that of
his beginnings, Titian always retained a fondness for
the theme of figures romantically setting off, and set
off by, a lyrical landscape. And through him — more
of necessity than directly through Giorgione’s own
few surviving pictures — something of the Giorgiones-
que tradition was handed down to Poussin and Rubens
and other disparate talents in the seventeenth century,
to Watteau and to innumerable painters of the
Picturesque in the eighteenth, and to Manet, Cézanne

and others within a century of our own time.
Cecil Gould
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An outline of the artist’s critical history

Facts concerning Giorgione’s biography, his artistic development,
his followers and even his imitators are intimately connected,
both with each other and with the growing or decrease of his
renown. We have dealt separately with the above subjects but we
must also make a comprehensive survey in order not to confuse
by repetition and cross references the unwieldly panoramic view
of the master’s art. Such an essay is given in an introduction to
the Catalogue of Giorgione’s works (pages 85-86).

Leonardo da Vinci, Mantegna, Raphael, Michelangelo and
Georgio da Castelfranco are all most excellent painters, yet they
are very unlike each other in their style. No one of them revealed
any lack of quality in the work he achieved, for everybody knows
each was perfect in his own way.

B. CastiGLIONE, Nl cortegians, 1528

... Giorgio da Castelfranco . . . a highly esteemed painter . . .
and he is as worthy of honor as are the ancient masters.
P. Pino, Dialogo di prttura, 1548

... Giorgio da Castelfranco . . . a highly esteemed painter . . .
by whom are seen certain very lively oil paintings with contours
so gradually fading into the background that no shadows are
apparent.

L. Dovce, Dialogo della pattura, 1557

Giorgione had seen some things by the hand of Leonardo da
Vinci with delicately blended colours and contours heavily
darkened by shadows as has been said. This manner pleased him
so much that, as long as he lived, he always pursued it and
imitated it in his oil paintings. As he took much pleasure in good
work, he always chose the most beautiful and varied objects he
could find. Nature gave him such a sweet disposition that in his
oil paintings and frescoes he made both very lively things and
others which were soft and harmonious with carefully blended
shadows, so that many of the excellent masters of the time
confessed that he had been born to put life into figures and to
counterfeit the freshness of living flesh better than any other
painter, not only in Venice, but throughout the world.

. . . by about 1507, Giorgione da Castelfranco had begun to
show a greatersoftness and depth in his work in a wonderful man-
ner, while at the same time portraying living and natural things,
by counterfeiting skilfully with colour and by painting sharp and
soft shadows as the living thing showed. He made no drawings
for he firmly believed that the best and true way of creating a
picture was by painting alone and by the use of colour. He did not
realise that he who wishes to arrange the various elements of a

composition and develop the invention should first make many
different sketches on paper in order to be able to judge the whole.

G. Vasari, Le nite, 1568¢

Atthesame time that Leonardo was bringing fame to Florence,
Giorgione da Castel Franco in the district of Treviso, being equal
in excellence, was making the name of Venice famous. He was
brought up in Venice and devoted himself with so much con-
centration to art that in painting he surpassed Giovanni and
Gentile Bellini and gave such vitality to his figures that they
seemed to live.

:R. BorGHIN1, Il Ripose, 1584

Giorgione da Castelfranco was most skilful in painting fish in
clear water, trees and fruit and anything he wished with the most
marvellous art.

G. P. Lomazzo, Trattato dell’ arte della pritura, 1584

Giorgione, you were the first to learn how to create marvels in
painting ; and as long as the world and mankind exist your name
will be on men’s lips.

Until your time other painters have made statues, whereas you
have fashioned living beings and have infused them with life by
your colours.

I do not say that Leonardo is not the God of Tuscany: but
Giorgione also walks the Venetian path to eternal glory.

M. Boscuint, La carta del navegar prtoresco, 1660

In painting he used soft brush strokes such as were unknown
in the past: and one must confess that in his painting he created
the illusion of flesh and blood ; but with an easy, mellow touch so
that one can hardly speak of pictorial counterfeit but of natural
truth; because in blurring the contours (even Nature can dazzle)
in placing light and half-shadows, in the reds, in lessening and
increasing the strength of the colours he created such a charming
and true harmony that one must call his work painted Nature or
naturalised painting. The ideas of this Painter are all solemn,
majestic and worthy of respect, in keeping indeed with his name —
Giorgione, and that is why his genius turned towards solemn
figures wearing caps ornamented with strange plumes, dressed
as in the past with shirts showing beneath their tunics and those
sleeves puffing out from slits, breeches in the style of Giovanni
Bellini, but of better cut: the materials of silk, velvet, damask and
satins striped with wide bands; other figures wear suits of armour
polished like mirrors. This was the true conception of human
actions.

M BoscuiNi, Le ricche minere della prttura veneziana, 1674



Everyone knows that Giorgio, or Giorgione da Castelfranco,
was the first amongst us to liberate painting from the restrictions
prevailing in his day. He gave it the genuine character of art. By
allowing genius free play he departed from the narrow track of
simple reason, which governs only science; he added to sohd
knowledge, arbitrary caprice and fantasy in order to delight and
charm. No sooner had he mastered the first principles than he
began to be aware of the greatness of his own genius, which being
full of fire and a certain natural violence, enabled him to soar
above early timidity and to give life to painted figures which had
lacked itin the past. In hishands colour acquired a subtlety which
was admirably suited to portraying the bloom of living flesh. He
gave to what he painted a new roundness and strength: and
through the liveliness of his spirit he achieved a skill which had
not been seen in painting before . . . He gave light to shadows
which in reality appear rather sharp and ahove all he knew how
to use dark masses, sometimes most ingeniously giving them more
intensity than in nature; and sometimes making them softer and
more cheerful by blurring the contours so that the areas formed
by the masses were visible and yet not visible. Thus everyone
could see the greatness of his style although what caused it was
understood by few.

A M ZaxgrTi, Della pritura veneztana, 1771

From the time when he was a pupil of Bellini, guided hy the
awareness of his powers, he scorned preoccupation with petty
detail and substituted for it a certain freedom, a studied careless-
ness, which is the essence of art and of which he can be called the
inventor: no one before him had known that manner of handling
the brush, so resolute, so deft in conveying an impression, so
skilful in painting [things] in the distance.

He continued to develop his style by amplitying his contours,
by introducing new perspectives, and livelier 1deas in facial
expression and gesture, by more carefully chosen drapery and
other accessories, by softer and more natural gradations from one
shade to another and finally by giving much more effect by
chiaroscuro.

L. Laxzi, Stonia pittorrca della Italia, 1795-6

Giorgione was certainly a great painter and even one of the
greatest that the Renaissance produced: and yet one cannot
deny that there is a certain kind of greatness that eluded him:
ideal asceticism had no appeal for him . . . but outside this field
he was the shaper of a revolution which embraced all branches
of art and he gave an unmistakable character to all that came
from his vigorous brush.

A. F. Rio, De lart chrétien, 1841

There seems reason for supposing that Giorgione was the first
of the modern Venetians to follow the footsteps of Bellini, and
give importance to landscapes. 1f we helieve traditions which live
to our day, there was no one like him at the close of the 15th
century for producing park scenery, no one who came near him
in the chastened elegance of the figures with which this scenery
was enlivened. The country which he knew had not the rocky
character nor had it the giddy heights of that which Titian found
at Cadore. 1t had no dolomites to spread their jagged edges on
the pure horizon : but it had its elms and cypresses, its vines and
mulberries, its hazels and poplars, its charming undulations,
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wooded vales, farm huildings and battlements: and in these
there was a variety which all but defied repetition.
J.A Crowk - G.B. Cavavrcaserre, 4 Hustory of Painting in North Italy,"187¢

... Heis the inventor of genre, of those easily movable pictures
which serve neither for uses of devotion, nor for allegorical or
historic teaching - little groups of real men and women, amid
congruous furniture or landscape — morsels of actual life, con-
versation or music or play, but refined upon or idealised, till
they come to seem like glimpses of life from afar . . . he is typical
of that aspiration of all the arts towards music, which I have
endeavoured to explain, - towards the perfect identification of
matter and form.

W PaTeR, The School of Giorgione, 1877

Giorgione did not display all his powers until the last six years
of his short life, that is from 1504 until about 1511. In the few
works which have come down to us . . . his original and eminently
poetic genius shines with such purity, his simple and straight-
forward artistic disposition speaks to us so forcibly and with so
much charm that no one who has ever contemplated it can ever
forget it. No other painter can so easily entrance us, captivate
our minds for hours together; even though often we have not the
least idea of what the figures in his picture mean.

I. Lermor1err ' G. Morerrt), Die Werke italientscher Meister, 1880

Giorgione’s lite was short, and very few of his works — not a
score in all — have escaped destruction. But these suffice to give
us a glimpse into that brief moment when the Renaissance found
its most genuine expression In painting. Its over-boisterous
passions had quieted down into a sincere appreciation of beauty
and of human relations. It would be really hard tosay more about
Giorgione than this, that his pictures are the perfect reflex of the
Renaissance at its height.

B. BErENsoN, The Venetian Painters of the Renarssance, 1894

I contemplate Giorgione as reigning supreme on immortal
heights but T cannot recognise him as a human being; I seek him
in the mystery of the fiery cloud that envelops him. He is more like
a myth than a man. No poet’s destiny can be compared with his.
All, or almost all, about him is unknown; and some have even
denied that he ever lived. His name is written on no work and no
work is attributed to him with certainty. Yet the whole of
Venetian art seems to have caught fire from his revelation. The
grcat Titian himself appears to have received from him the
secret of infusing a stream of luminous blood into the veins of the
beings he creates.

G D’Assunzio, /l fusco, 1898

At a period when there was perfect harmony in the expression
of religious ideals between faith and naturalistic observation, he
brought about a realistic revolution by enlarging the circle of his
observation, by concentrating on nature the love inherentin him,
and by his cagerness for life.

Thercfore he brought to the interpretation of reality elements
which had escaped the most acute observers, because he looked
down from a world of fantasy and from this altitude he was able to
embrace with his glance a vaster horizon. He did not descend
and lose himselfin reality, nor did he remain shut in in a fantasy



world: his spirit continued to hover between the necessity of
raising nature to his own height and thé necessity of abandoning

himself & fiature. Hence a two-fold achievement of realistic f

reform and the expression of a new state of mind.

. .. The penetrating and profound sensitivity of the young
artist from Castelfranco enabled him to enjoy reality, to study it,
to interpret it, to surrender himself to the joy of living. For a
short time. Then he felt compelled to make spirit apparent and
to return to the religious abandons. The strength of religious
sentiment having grown weak, cultivated men turned to scepti-
cism. Giorgione could not return to the past, nor could he adapt
himself to the present; and not knowing how to give shape to the
new conceptions he confined himself to creating dreams full of
nostalgia for that which could no longer be found.

A balance between the new and the old was beyond his power
as an artist, but his desire to achieve it was keen, almost morbid.
In this resides the fascination of his art.

L. VENTURL, Giargtone ¢ 1l giorgronismo, 1913

The uncertainty of his craftsmanship is a further proof of how
little Giorgione owes to the Venetian school. Even in the Castel-
franco altarpicce, whose three figures, in spite of everything
derive from Bellini’s iconographical material, Giorgione’s faces
and drapery are those of an artist who, through ignorance or
contempt, chooses to lose himself in his own innovations rather
than follow the beaten track. A face, a fold, a hand, present
difficulties which an ordinary craftsman learnt to overcome: but
it is not certain that Giorgione can be described as such a crafts-
man. Except in some problems for which he had found the
solution — a rock, foliage and above all some feminine faces —
Giorgione reveals a technique more curious thanstrictly accurate.
His weaknesses give him the reputation of being independent,
and this has certainly done him no harm in the eyes of the
moderns.

There are two motifs in which clearly he seems to have been
an innovator: in landscape and nudes, and in the relation of
nudes and landscape. The most beautiful of all his landscapes is
that showing a new and convincing vision of the Castelfranco
walls growing pale in the light of a thunderstorm. The artist who
was capable of conveying such an impression is one of those
painter-poets who have added the beauty of painting to the poetry
of nature.

L. HourTicg, Le probléme de Grorgione, 1930

Giorgione is the spring-time of Venetian art and of world
painting; his is the important mastery of colour as an essential
means of expression, he is the whole of painting, both heaven and
earth; in him art, having come to maturity through almost a
century of experience, has become self-conscious. Having out-
grown Bellini’s pedantry and mastered and improved painting
in the best Antonello tradition, even the background, until then
the inert spectator of pictorial events previously devoted to
figures and landscape, becomes atmosphere; that is to say one of
the essential components of painting; an element in the artistic
drama, of the same importance as any other. All the components
of the picture have their position; those significant components
which are at the base of our expression and our sensibility.

G. Fiocco, Grorgone, 141

Whatever may be the precise theme of the picture The Tempest,
the impression it gives us is this: it causes man to become part of
nature, makes him vibrate with it, become one with it or lose
himselfin it, according to a concept of the return to nature which
is the basis of modern art. And as these words are here expressed
in painting for the first time with the virginal fragrance of ideas
flowering from the souls of poets, the power of suggestion of such
a work is absolute.

The Tempest is Giorgione’s most personal work, the one best
expressing his state of mind when confronted with nature: not
only because of the unusual pictorial concept which has seemed
so mysterious, but also for the treatment of the pictorial matter.
In this picture outlines are dissolved in every movement, they
adapt themselves to the fantasy of the artist and to the reality of
nature transfigured by that fantasy ; there is a continual vibration
of lines, not understood as contours but as waves in motion,
achieved by the adaptation of tone with tone, by the liquidity of
the chosen range of colours — from yellow ochre to light red, from
pale green to dark blue and deep emerald . . .

A. MoRrasst, Guorgione, 1942

The art of Giorgione is certainly complex in its development,
its aesthetic interests and its cultural values, so much so that from
its first appearauce it gave rise to many and contradictory
figurative interpretations and to a multiplicity of reactions in
the field of art history. Giorgione’s style is not so exclusive in
character as that of Tintoretto or Carpaccio: from a nucleus of
inspiration narrowly confined by colour and light, that is to say
the tone of the picture, spring ever new outbursts of fantasy
spreading over different planes. Giorgione’s cultural alertness,
his lively participation in all the interests of his day, possesses the
gift, proper to genius, of transforming itself by a purely imagina-
tive and lyrical process into a perfect work of art. The practical
result of his naturally responsive sensitivity is to sever the chains
of fifteenth-century traditional iconography, whether religious or
profane. A new mythology of figurative representation is born
with Giorgione in which man is in contact with nature in such a
way that the latter sometimes dares to assume the role of prota-
gonist; a new dignity enriches the psychology of his human
beings who, in their isolation, are invested with a new profundity
... The revolution he brought about in the world of art lay not
only in the transformation of objects but in a complete renewal
of figurative sensibility.

R. PavtuccHint, La pittura veneziana del Cinquecento, 1944

.. . Having introduced in the Three Philosophers and the Dona
dalle Rose Tramonto . . . the first accents of chromatic classicism,
soon after to be developed by the young Titian, Giorgione gives
himself up to painting his half-length figures in colour without
making any preliminary sketches and creates the sensual
naturalism in his portraits which gives an impression of action,
as in the Self-Portrait as David, the Warrior whose Page is Buckling on
his Armour and similar portraits which must have existed and
belonged to the last months of his life. These were almost modern
works, approaching Caravaggio, Velazquez and Manet.

R. LoxGH1, Viatico per cingue secoli di pittura veneziana, 1946

... When one remembers that almost all Giorgione’s work was
carried out in less than ten years, the marvellous difference
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between purpose and technique seems all the greater.

I't1s for this reason that modern criticism has tried to attribute
several of his pictures to different artsts: Titian, Sebastiano del
Piombo, Palma and others who are nameless. The attribution to
Titian of late works by Giorgione can be upheld on purely
technical grounds but not on those of expression. Sebastiano del
Piombo and Palma must be excluded on the same grounds and
with greater justification. We are too familiar with the activity of
Venetian painters at the beginning of the sixteenth century to
suppose a nameless artist capable of creating pictures of such
worth as those attributed to Giorgione.

It only remains to say that the diversity in Giorgione's work is
inherent in his style. Starting from the taste of masters such as
Bellini and Carpaccio he proceeded uncertainly in several
directions, both towards linear purity and a painterly touch,
covering as much ground in a few years as had Venetian painting
in a century, experimenting with everything from time to time
except his way of feehing which is constant. One cannot say that
Giorgione was more a poet than a painter, only that, because he
was more of a poet than other artists, he created a new pictorial
civilisation and a new vision of the world. Noris it surprising that
a young man between twenty-five and thirty, in achieving this
miracle, should have had moments of uncertainty, of feeling
thrown in on himself, of sudden moods and of weariness.

Only by discarding traditional ways of stylistic criticism can
one reach any understanding of Giorgtone’s personality and
realise how he learnt from Leonardo, perhaps from Raphael, and,
at the same time, from Hieronymus Bosch ; aud had shared in the
philosophical culture of his day and in the manner of feeling
nature expressed by such poets as Giovanni Pontano, Giovanni
Cotta and Jacopo Sannazzaro.

L. VENTURI, Glorglone, 1054

That intimate concentration on individual figures, that
suspension of all movement, that silence, all are expressions of
Giorgione’s feeling in contrast to Titan’s. The latter exuberant
artist in his early work searches for movement, eloquent gestures,
models from ordinary people, over-elaborate drapery, the play
of light  if not from other sources — from passing clouds, and
crowded compositions . . . With Giorgione calm reigns, spiritual
coucentration, a sense of space, the harmony of rich and intense
colours.

«“

C. Gamea, [l mio Grorgione in “Arte Vencta™, 1054

Thesecret of Giorgione - to which so much mystery and secrets
are attributed — 1s simply that he saw the whole spectacle of the
world as a “non-tangible”, hut exclusively “wvisible distance™,
and he reduced all representation to “pure colour™. Painting then
becomes genuinely and exclusively “painting™; that is to say it
gives up all claim to emulate or simulate sculpture or, worse
still, to offer an equivalent, rather than an image, of reality: it
thus overcomes tlie ambiguity of Renaissance artists in regard
to the illustve imitation of nature. Colour and movement have
some value for them Vasari emphasised the skill in conveving
by painting almost the breath of life and the warmth of flesh
but their principal objective is still a three-dimensional repre-
sentation.

L. CouverrTi, Grorgrone, 1955
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.. . In this important work [the Castelfranco altarpiece]. o
vouthful freshness of invention is allied to important figurative
novelties. Immersed in the vibrant atmosphere of nature, not
designed as a perspective decoration asin fifteenth-century paint-
ings but existing as coloured space, the figures move with the
sureness foreshadowing the development from the Three Philo-
sophers to the frescoes of the Fondaco dei Tedeschi. Colour in this
new movement of forms naturally dominates. But it is no longer
understood as filling in the superficial limits imposed by contours
and plastic planes, but spreads in a new spatiality, having the
same characteristics as the free verse of the sixteenth century.
What had been a premature discovery by Giovanni Bellini and
Antonello, and perhaps above all by Carpaccio - that is, the
atmospheric value of colour understood in its continual tonal
variations - becomes the means of expression in Giorgione’s
style in the Castelfranco altarpiece.

This is his extraordinary fascination, like a base melody
of musical chords, overcoming all fiftcenth-century grammar
which, henceforward, seemed conveuntional even to those who
invented it.

T. PiaNaTTr, Giorgone, 1955

Entrance without fear or hindrauce into the world of nature
and the world of human spirit: his approach, I might almost say
abandonment, to a contemplative vision of the whole universe,
tlus is Giorgione’s achievement. That he portrayed this world in
pictures vibrant with light, trembling and alive, is the painter’s
second gift to us. To answer the question, therefore, as to whether
Giorgione be truly great, as his contemporaries had known
instunctively and as has always been accepted, one must say that
he is even greater than has always been held. 1t is true that his
works are few, and some are uncertain as to their authorship;
and it 1s true that discussions about them will continue and will
go on perhaps for ever. But one thing is certain: he has thrown
open doors on to a pictorial world which is more completely ours.

P. ZaMPETTL, Postille alla mostra di Guorgione, in “Arte Veneta™, 1955

... What we can try to reconstruct in this final example of
Giorgione’s art [the Nude from the Fondaco dei Tedeschi in the
Accademia in Venice], is decisive not only for the last phase of
his painting but tor the influence he had in and beyond his
lifetime. It is the logical consequence of the ground he wished to
cover, of his lofty vision of an artist’s ideal. even if it appeared to
his contemporaries as “‘novel”. In this sense the fragment in the
Accademia is more than a proof. It constitutes the certainty that
a break came i tradition and that a decisive turn was given
towards the conquest of modern art. With the sureness of genius
Giorgione resolved in the “grand manner” the most serious ol
his problems which he shared with Michelangelo: the vision of
man dominating nature, even if man, in his turn, is the prisoner
of a destiny full of sorrow.

P. Derva PERGOLA, Grorgrone, 1057

Very olten an eflort is made to see in Giorgione's paintings the
development of a story which in reality does not exist or is merely
putinasa pretext ... The truth is that Giorgione's art shows that
decrease in the importance of the subject 1n favour of artistic
expression which anticipates modern art.

L. Vexture, Grorgone, in “Enciclopedia Universale dell’ Arte™, Vi, 1958



Note on the Giorgionesque

0 .

Here are some brief notes on painters who, at least for a time,
worked in Giorgione’s style (some works by them have been
attributed t#the master, as is shown in the Catalogue). There were

certainly other artists as well whose names have remained -

unknown.

Paris BorponEe (Treviso, 1500 — Venice, 1571). Probably a
pupil of Titian’s but much influenced by Giorgione’s example
even after the first half of the century. Among his most significant
and justly well-known works is the so-called Venetian Lovers in the
Brera Gallery in Milan, where —as in some portraits —a mysterious
aud melancholy atmosphere predominates, an intimate tone,
fully in accord with that of the master.

Giovannt Bust called CariaNt (Venice, 1480-1490 — some
documents refer to him after 1547). If in early works such as the
Madonna and St Sebastian in the Louvre he seems to borrow directly
from Giovanni Bellini, and in other respects to resemble Palma
Vecchio, he later shows himselfinfluenced above all by Giorgione.
Thus, in the Lovers in the Palazzo Venezia in Rome he takes up
the theme of the Féte Champétre (n. 35) ; and he appears even more
noticeably Giorgionesque in the Lute Player, one of his more
psychologically penetrating portraits, in the Musée des Beaux-
Arts in Strasbourg, in which his stylistic resemblance to
Giorgione is almaost complete.

Giurio Campacnora (Padua, 1482-1515?). A painter, but
better known as an engraver, to whom we owe the discovery of
the “pricking’’ technique (the sa-called pointillée au maillet), by
which atmospheric tonal nuances similar to those obtained by
Giorgione in painting can be transferred on to a metal plate.
Having been brought up in Padua in Mantegna’s circle and
having moved to Venice in 1507, he must have been strongly
attracted to the style introduced by Giorgione. This is shown by
the manuer in which Campagnola painted the three Storzes of the
Madonna in the Paduan Scuola del Carmine or the Youth Playing a
Musical [nstrument in the Thyssen Collection in Lugano. But it is
in Campagnola’s engravings that Giorgione’s influence is most
apparent, and in these it determined not only his technique but
his choice of subject.

Vincenzo CaTena (Venetian?, documented from 1495 to
1531). At first he reacted to Giovanni Bellini and Cima da
Conegliano; then to Giorgione who became his friend and
collaborator (the inscription on the reverse of Laura in Vienna
[Catalogue, n. 13] suggests this). He followed Giorgione closely for
a considerable time, from his Judith in the Querini Stampalia
Foundation in Venice (1500-1502) to the Martyrdom of St
Christina in the same city (1520).

GiamearTisTA Cima called Cima pa CoNEGLIANO (Conegliano
Veneto, c. 1459 — Venice, ¢. 1518). From his master, Bartolomeo
Montagna, he acquired the gift of clear luminous modelling as
seen in the Madonna della Pergola in the Museo Civico of Vicenza
(1489) ; then, working in Venice from 1492, he turned his atten-
tion to Antonello da Messina and Giovanni Bellini, to whom he
owed a more softly integrated chromatic texture and the more
balanced compositions in which he portrayed visions permeated

with genuine classicism. In paintings such as the AMadonna and
Child in the Rijksmuseum of Amsterdam, or in the oval paintings
Endymion Asleep and Apollo and Marsyas in the National Gallery
of Parma he reveals affinities with Giorgione. These are clear
although difficult to explain in the sense that one cannot be
certain whether Giorgione influenced his young colleague, as
Coletti thinks, or whether it was the other way round.
BErNARDINO Licinto (Poscante [Bergamo]?, c. 1489 — Venice,
¢. 1565). When still young he went to Venice and fell under the
spell of its painters, in particular Giorgione and Palma Vecchio.
One is conscious of the former’s influence above all in the pre-
sumed Portrait of Ettore Fieramosca (Museo Civico, Vicenza),
attributed for a long time to the master himself; while in allegories
of classical type, such as that in the Kress Foundation of New
York, he shows Palma’s influence. Towards the end of his life his
manner hardened and he expressed himself consistently in heavy,
dead colours, as in the Madonna in the Frari in Venice.
SEBAsTIANO Luciant called SEBasTiaNo VENEZIANO and
SEBASTIANO DEL PtoMBo (Venice, ¢. 1485 —~ Rome, 1547). In
his youth, with his companion Titian, he was very close to
Giorgione, so much so that works begun by the master and left
unfinished at his death were entrusted to him and also to Titian
to he finished. This was the case — according to Michiel — with
the Three Philosophers now in Vienna (n.17). In regard to the
altarpiece in S. Giovanni Crisostomo in Venice (¢. 1509) Vasari
states that the figures of the saints “‘had in them so much of
Giorgione’s manner that they were often taken to he by Giorgione
himself”’.

Giovannt LuTeri called Dosso Dosst (Ferrara, ¢. 1479 —
¢. 1542). In all probability a pupil of his fellow citizen Lorenzo
Costa, he formed himself on the study of Venetian paintings. He
was probably familiar with those of Titian while working in
Mantua in 1512 and with those of Giorgione (Titian himself may
have suggested that he study Giorgione’s work) when from 1516
he was in the service of Alfonso d’Este in Ferrara. Among his
paintings most closely resembling those of the two Venetian
artists the Nymph Pursued by a Satyr in the Pitti in Florence may be
mentioned and the Bacchanal in the Castle of St Angelo in Rome.
Later, perhaps during a visit to Rome, he was influenced by the
classicism of Raphael.

Lorexzo Luzzo called IL MorTO pA FELTRE (working from
the end of the fifteenth century until 1527). According to Vasari
he helped Giorgione with the work for the Fondaco dei Tedeschi
(1508): certainly he shows contacts (not necessarily direct) with
a Giorgionesque idiom in the altarpiece now in Berlin (Staatliche
Museen), in a work in the parish church of Villabruna, and in
the Apparition of Christ to Two Saints in the Ognissanti church in
Feltre, although in the latter the greater breadth in the forms and
in the chromatic texture reveals a keen interest in Raphael’s
painting.

Doumexico Mancint (from Treviso?, first half of the sixteenth
century). From a documentary point of view he is known
exclusively in connection with a painting signed and dated 1511,
and evidently derived from Giovanni Bellini — the Madonna in the
Duomo at Lendinara. In other paintings, such as the Music
Player in the Kunsthistorisches Museum in Vienna or the 7uwo
Young Men in the Palazzo Venezia in Rome, he seems to be a
very close follower of Giorgione.

“N ASTER OF THE SELF-PorTrRAITS”. Wilde [1933] says he is
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the author of pictures such as the Musician in the Kunsthisto-
risches Museum 1n Vienna, but this is more likely to be hy
Domenico Mancini in his most Glorgionesque phase; Wilde
thinks, however, that the “Master of the Self-Portraits”” might
be identified with a certain Domenico da Venezia, who is distinct
from Mancini.

“MASTER OF THE IDYLLs”. According to Wilde [1933], he is the
author of works such as the Lovers in the Palazzo Venezia in
Rome, but this 1s more likely to be by Cariani at his most
Giorgionesque. Wilde thinks that this unknown painter could
perhaps be Mancini.

Pietro MutTONI called PiETRO VECCHIA or DELLA (DALLA)
VEeccH1A (Venice, 1603-1678). He owes this curious name to his
cleverness in imitating old pictures. Itis said that he arranged for
the cleaning, among other paintings, of Giorgione’s altarpiece
at Castelfranco (n. 12). It is worthwhile giving the following
quotation from Boschini [1664]: “To the glory of Giorgione and
of Pietro Vecchia, a contemporary Venetian painter, and to the
intelligent understanding of amateurs, 1 must say that they
should have their eye on this Vecchia because they will recognise
work from his brush transformed into Giorgionesque forms so
that it is impossible to tell whether it was painted by Giorgione
or is an imitation by Vecchia, and even many of the most know-
ledgeable have gathered fruit from the latter imagining that it
came from the other tree.” In fact Muttont’s activity has con-
tributed not a little to causing misunderstandings and errors
about Giorgione’s work, because copies and imitations by the
seventeenth-century painter were ascribed to him.

lacoro NEGRETTL called Parma 1L VEccHIO (Serina [Ber-
gamo], ¢. 1480 — Venice, 1528). By 1510 he was already known
in Venice in the circle surrounding Giorgione. But the Gior-
gionesque influence was not confined to his youth; it is even more
strongly reflected in the deeper serenity and the placid opulence
of the Sacre Conversazioni and also in the two Portraits of the Querini
{Querimi Stampalia Foundation, Venice), which were amongst
his last works.

GEroLAMO DA RomaNo called RomaNiNo (Brescia, ¢. 1484 -
1566?). Giorgione’s ascendancy over him was a youthful episode
in his complicated arustic development and grafted on to the
deep Lombard culture that profoundly affected his huge altar-
piece in the Museo Civico in Padua. Giorgione’s influence grew
less, without ever quite disappearing; it is just perceptible in the
frescoes in the Castello del Buonconsiglio at Trent 11531-2).
G1ovaNNT ANTONTO DE’ SAaccHIs (or b’ LopEesaNis) called
PorvrnonE(or REGILLO) (Pordenone, ¢. 1483 — Ferrara, 1539).
In 1508, in Ferrara, he collaborated with Pellegrino da S.
Daniele; then he worked in Rome and fell under the spell of
Raphael, whose work inspired his magniloquent but robust
plasticism in the work he did for the Duomo at Treviso (1520
and for the Duomo at Cremona; later, however, in his frescoes
in the church of the Madonna di Campagna in Piacenza 11531 6)
and in Venice, his Roman dynamism was to show itself receptive
to the elegance of the Mannerists of Parma, and Tintoretto’s
carly work was to be conditioned by them. Pordenone showed an
independent spirit and almost always succeeded in translating
into personal terms the idea by which he was influenced. This

et

applies to his relations with Giorgione. He was much influenced
by him during his youth hut transformed Giorgione’s use of
colour into the very full-bodied chromatic intensity seen in works
such as his altarpiece for the Duomo in his native city.

G1aN GEroLAMO SavoLpo (Brescia, ¢. 1480 - after 1548). He
may have been a pupil of Bonsignori and influenced by Giovanni
Bellini and others — Jan van Scorel and Palma Vecchio among
them — ; yet Giorgione’s example was the most important factor
in his early work and for a great part of his artistic career. The
themes, the vision — in a word, Savoldo’s world - derive without
doubt from Giorgione; but he expresses them by working up the
light and shadow into elaborate contrasts, thus creating a subtly
poetic atmosphere. Among his paintings most influenced by
Giorgione are Gaston de Foix in the Louvre, the Young Peasant and
the Flute Player in the Contini Bonacossi Collection in Florence,
in the second of which one recognises a touch of Lorenzo Lotto’s
pungency of approach.

Davip TENtERs (Antwerp, 1610 — Brussels, 16go). Painter and
engraver who, in his own art, has nothing in common with the
master of Castelfranco, being orientated towards Rubens and,
above all, Brouwer; nevertheless he is of some importance to
Giorgione studies because after the Archduke Leopold William
appointed him his personal painter (1647), he supervised the
engraving of the Italian pictures collected by his patron in the
well-known  Theatrum Pictortum. Through these engravings,
examples of Giorgione’s work — or of work attributed to him
such as the David or the Bravo (n. 76 and 65) — have been pre-
served, while some copies in oils also make certain comparisons
possible, asin the case of Laura (n. 13).

Francesco Toreipo called It Moro (Venice, 148393 —
Verona, 1561-2). Having learnt his craft in Verona under
Liberale, he was soon attracted by Giorgione and other Venetian
artists: not deeply yet not so superficially as is usually suggested.
His Young Man with a Rose in the Bayerische Staatsgemilde-
sammlungen in Munich and the Young Man with a Flageoletin the
Museo Civico of Padua give proof of this, the last for a long time
attributed to Giorgione himself.

Thrian Vecerrio [Pieve di Cadore, ¢. 1487 — Venice, 1576).
After moving to Venice he was a pupil first of Gentile and then of
Giovanni Bellini. In 1508 he was working at the Fondaco dei
Tedeschi, in rivalry — possibly — with Giorgione, although the
latter must have been in charge of the work. After Giorgione’s
death he completed some of his pictures such as the Dresden
Fenus (n. 21). This was not without its effect on Titian, because
the dramatic energy which had characterised the latter’s work
from the start was opposed to Giorgione’s lyrical and poetic
spirit, so that Vasari attributes first to one painter and then to the
other the Christ Bearing the Cross in the Scuola di S. Rocco at
Venice (n. 27). Nor has modern criticism been any more confi-
dent in regard to the Madonna and Child in the Prado (n. 31 or
the Féte Champétre in the Louvre (n. 35). Titan continued to be
mfluenced by Giorgione though with new and livelier results
during a large part of 151020, and he did not overcome this
mfluence undl 1518 when he painted the altarpiece in the
Church of the Frari in Venice.
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PLATE XV THE ADORATION OF THE SHEPHERDS Washington, National Gallery
Detail {actual size)
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Castelfranco Veneto, Church of S. Liberale

ENTHRONED MADONNA AND CHILD (CASTELFRANCO ALTARPIECE)

Detail (33 cm.)
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PLATE XXVII ENTHRONED MADONNA AND CHILD (CASTELFRANCO ALTARPIECE) Casteltranco Veneto, Church of S. Liberale
Detail (41 cm.)
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PLATE XXIX ENTHRONED MADONNA AND CHILD (CASTELFRANCO ALTARPIECE) Castelfranco Veneto, Church of S. Liberale
Detail (33 cm.)
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PLATE XXXIII THE TEMPEST Venice, Accademia
Detail {actual size)
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PLATE XXXIX THE THREE PHILOSOPHERS Vienna, Kunsthistorisches Museum
Whole (144.5 cm.)
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PLATE XLt THE THREE PHILOSOPHERS Vienna, Kunsthistorisches Museum
Detail (actual size)
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PLATE XLII
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PLATE XLVl PORTRAIT OF AN OLD WOMAN Venice, Accademia
Whole {53 cm.)




PLATE XLVINI VIEW OF CASTELFRANCO AND A SHEPHERD Rottordam, Boymans-van Beunmingen Museum
Whole (29 cm )
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PLATE XLIX







PLATE LI BUST OF A MAN San Diego {(California), Fine Arts Gallery
Whole {26 cm.)
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PLATE LV THE SLEEPING VENUS Dresden, Gemaldegalerie
Detail {actual size)



PLATE LVI HE SLEEPING VENI Dresder 5 Idegalerie
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THE SLEEPING VENUS Dresden

Detail (actual size)

PLATE LVII




PLATE LVIIt FETE CHAMPETRE Pans, Louvre
Whole (138 cm))
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PLATE LXIII THE THREE AGES OF MAN Florence, Pitti Palace
Whole (77 cm.)










Key to symbols used

So that the essental elements in each

work may be immediately apparent, each

commentary 15 headed first by a number
(following the most rehable
chronological sequence) which i1s given
every time that the work 15 guoted
throughout the book, and then by a
senes ot symbols These reter to

1) 1ts execution, that 1s, to the degree to

which 1t 1s autograph,
2) 1ts techmque.
3) 1ts suppont,
4) 1ts present whereabouts
5) The follnwing addimional data
whether the work 1s signed, dated
if 1ts present-day torm is complete,
it 1115 a fimshed work
Of the other two numbers 1n each
heading the upper numbers reter 1o the
picture’s measurements 1IN centimetres
{height and width), the lower numbers
10 1s date When the date niself cannot
be given with certainty, and i1s theretore
only approximate. 1 is tollowed or
preceded by an astensk, °, according
to whether the uncertainty relates to the
penod before the date given, the
subseguent penod. or both All the
information given corresponds 1o the
current opinron of modern an histonans
any senously different opinions and any
further clanfication 1s mentioned in the
text

Execution
Autograph

with assistance

m collaboranon

@ with extensive collaboraton
E from his workshop

surrently attnbuted
currently rejected

=
=l

tradionally attnbuted

e Tempera

Support

e Wood
@ Plaster
G Canvas

Whereabouts
S Pubhc Collection
*

> Pnvate Collection

o
Unknown

S

&z Lost
Additronal Data
D Signed

B Dated

E Incomplete or lragment
D Untinished

Bed

Hymbols qivien in the text

Bibliography

There are very full bibliographical
mndexes in the monographs on
Gioigione by G M Richter, A Morass
and P Della Pergola (see below)
Early documentary information has
been compiled trom the wntings of

G VASARI [Le wite . Florence
1550. and 1568]. M A MICHIEL
[Notizie d'opere del disegno. 1525 43
ed Morell, 1800, ed Fnzzon, 1884,
ed Fnmmel, 1888]. A VENDRAMIN
[Catalogue of the collection ot Andiea
Vendramin, 1627. ed 8oremus, 1923].
C RIOOLFI [Le maravighe dell arte
Venice 1648 ed Hadeln. 1914

M BOSCRHINI [La carta def navegar
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Pallucchini, 1966 Le muneie della
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Venice 1674
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CASELLE [A History of Painting in
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[The School of Giorgione w1 the
Renarssance, London 1877].

I LERMOLIEFF (G MORELLI}
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Hahan Panters of the Renaissance.

Abbreviations

A L arte

AA At i Ameirica

AAAV Attr dell' Accaderma di agn
coitura. Scienze e Lettere di Verona

AB The Ant Bulleun

ACSA Au del XVl Congresso
Inteinarionale di Stona dell'Arte
1955 (Venice 1956)

AN Arte Nostsa {Treviso)

AQ Art Quartesly

AV Arte Veneta

BA Bollettino d Arte

BDIV The Bulleun of the Detint
Institute of Arts

8M The Burhngton Magazine

Oxtord 1930. and later editions until
that of 1957 “AV” (for this and other
abbreviations, see below on this page}
1954], G GRONAU ["GBA" 1894
and 1895 "NAV™ 1894 RFK 1908].
G FRIZZONI [“A " 1902]. H COOK
[Giorgione, London 1900, and 1904 2],
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[Grorgione da Castelfianco. Bergamo
19041, L JUSTI [Grorgione. Berhn
1908]. L VENTURI (Grorgione e if
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1933 Grorgrone, Rome 1954
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G F HARTLAUB [Giorgione
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["VA 1927 Viatico per cingue secolt
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|Le probleme de Giorgione. Pans
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J WILDE ["JKSW™ 1932]
G GOMBOSI ["BM™” 1935].
W SUIDA ["GBA 1935 "AV~ 19541
D PHILLIPS [The teadership of
Grorgione, Washingten 19377,
G M RICHTER [Grorgro da Castel-
franco. Chicago 1937], G FIOCCO
[Grorgrone, Bergamo 1941, and
19482 "RV 1955]. A MORASSI
["LA " 1939 Grorgione, Milan 1942
“BMT 1951 “AVT 1954), G DE BATZ
(Grorgione and hus Cucle Baltimore
1942]). R PALLUCCHINI! [La prttura
veneziana del Cinquecento, Navara
1944 [ capolavon der muser venet:.

8MH Bulletn du Musée Hongrois des
Beaux Arts

BRM Berliner Museen

C The Connmsseur

E Emporium

F Franklurter Zetung

GBA Gazette des Beaux Arts

LN Mustiated Londan News

JKSW Jatwhuch der Kunsthustonsches
Sanuntungen in Wien

JPK Jahrbuch der preussischuen
Kunstsanuniongen

K Kunstchromk

LA Le Art

MAP Muemone deli'Aceadenna

Venice 1946 AV 195960

H TIETZE-E TIETZE-CONRAT [The
Drawings of the Venetian Painters,
New York 1944 ~“A8° 1949]

V. MARIANI [Grorgrore. Rome 1945
H TIETZE ["GBA 1945 “AV” 1947].
R LANGTON-OOUGLAS {“AD""
1850° F M GODFREY ["C" 1951
C GAMBA [ AV" 1954 L VON
BALDASS ["JKSW" 1955 (-G
HEINZ), Giorgrone, Vienna Munich
196471, P ZAMPETTI [Giorgione e 1
grorgioneschi, Vemce 1955 “AV”
1955]. P OELLA PERGOLA
{Grorgione. Milan 1955), L COLETTI
[Tutta 13 putuvra di Grorgione, Milan
1855]. T PIGNATTI [Grorgione,
Milan 1955 S BETTINI ["MAP"
1955-56]. M FLORISOONE
["ACSA"]. C MULLER HOFSTEDE
[ibid ], M CALVESI [ibid ]. H A NOE
["NKJ" 1960]. R SALVINI [P’
1961]. S BOTTARI [“UEV"].

R WITTKOWER [ibid ], G TESTORI
["PA" 1963). C VOLPE [Grorgione.
Milan 1963. C GARAS ["8MH
1964]

The foltowing in particular should be
consulted on probiems ot an icona-
graphrcal character A FERRIGUTO
"Almoro Barbaro. Venice 1922 1
signilicato della Tempesta . Padua
1922 Attzaverso 1 musten dr Giorqione
Castelfranco 1933 “ACSA . “AAAV”
1962], C GILBERT ["AB" 1952],

L VON BALDASS ["JKSW" 1953 .
P HENDY ["AV" 19541 F KLAUNER
[ JKSW™ 1955], E BATTISTI [E
1957)

Patavina di Scienze, Lettere e Arti

NA Nuovae Antelogia

NAV Nuovo Archivie Veneta

NKJ Nederlands Kunsthistarsch
Jaarboek

P Pantheon

PA Paragone

RFK Repertortum tur Kunstwissen
schalt

RV Revista di Venezia

VEV Umanesuno Emropeo ¢ Umane
suno Veneriano (Florence 1963)

VA Vita Artistica

VI Le Vie o Haha



Outline biography

Seldom has a painter been so
renowned as Giorgione His
name became famous at once,
while he fived, ime only in-
creased hts renown and. as
taste changed, 1t did not grow
less, although 1t was not
accompanied by any reat
understanding of the man and
his work On the contrary his
personality was wrapped in
tegend, and littie by tittle the
Giorgione myth was created
The artist's biography, particu
tarly in the seventeenth century
became so corrupted by
fancitul detatis and the body of
hts work so swollen by
attributing to him paintings
that were not by his hand but
the work of imitators such as
Pietro deila Vecchia, that
scholars were confused There
was even doubt as to whether
the painter had ever existed
Nineteenth-century studies,
particularly those already
mentioned —carried out by
Cavalcaselle and Morelli,
rehabilitated Giorgione and
rescued his reputation from a
contuston of 1deas about his
iife and his work

¢ 1477 Giorgio or Zorzi
according to Venetan dialect
{"Giorgione™ as far as 1s known
was used tor the first tme only
forty years after the painter’s
death by Paoto Pino [1548])
was born at Castelfranco: the
information s dertved from the
first editton of Vasan’'s Vize
115501: “Grorgto was born in
Castelfranco in the district of
Treviso n the year
MCCCCLXXVIt In tyme, from
his nature and from the great
ness of his mind, Giorgio came
to be called Giorgione; and
although he was born of very
humble stock, nevertheless he
was gentie and well mannered
throughout his ife. He was
brought up in Venice and took
unceasing delight in the joys of
love, and the sound of the lute
gave him marvellous pleasure,
s0 that in his day he played
and sang so divinely that he
was often employed tor that
purpose at various musical
assemblies and gatherings

of noble persons. He studied
drawing and found 1t greatly
to hus taste, and i this nature
favoured him so highly, that
he, having become enamoured
of her beauties, would never

represent anything 1n his works
without copying it from life;
and so much was he her slave,
mmitating her continuously, that
he acquired the reputation not
only of having surpassed
Giovanm and Gentite Beilini,
but also of being the nval ot
the masters who were working
in Tuscany and who were the
creators of the modern manner
Giorgione had seen some

works by the hand of Leonardo,

with a beautsful gradation of
colours, and with extraordinary
relief, eftected, as has been
related, by means of dark
shadows, and this manner
pleased him so much that he
was for ever studying 1t as
long as he ftved. and in ol
painting he tmitated 1t greatly
Taking pleasure in the delights
of good work, he was ever
setecting, for putting mto his
pictures, the greatest beauty
and the greatest variety that he
could find. Nature gave him
such a sweet disposition that,
both in oil-pamnting and in
fresco. he made certain lving

{Top row. lelt) Presumed self-portrait (three times life size) in the drawing with the View ot Castelfranco
{bottom lelt) in the Three Philosophers (n.17). {top right). as David. in the painting in Vienna (n 76) and lastly
engraved copy of the painting discussed here (see page 93) (On the right) Detad of a Selt Ponrant 1n Brunswick {(n.26

torms and other things so soft
so well harmonised, and so
well blended in the shadows
that many of the exceilent
masters ot his ime were forced
to contess that he had been
born to infuse spirtt into figures
and to counterfeit the freshness
of living flesh better than any
other pamnter, not only in
Venice, but throughout the
world ”

In the second edition of the
Vize [1568] the date of his
birth was put forward to 1478
‘when Giovanns Mozenigo,
brother ot Doge Piero, was
Doge”; an alteration perhaps
due to the difference in the
Venetian manner of caltculating
the date [Detla Pergola, 1957)

As for the surname of the
painter, whether Barbarella or
Barbareili, as was several times
asserted (see 1648 and 1724
35). no valid documentary
support exists for this, and the
most recent art historians are
therefore tnchined to dismiss it

1504 Probably in this year

after the death ot Matieo
Costanzo, the chapel of St
George was bwilt tin the church
ot Castelfranco. and Giorgrone

was commissioned to paint the

Jitarprece (Catalogue,. n 12)

1506 1 June Date and
inscription on the reverse side
of Laura in Vienna (see
Catalogue, n 13)

1507 14 August The Councit
of Ten orders the payment to
Grorgtone of twenty ducats for
3 picture (now lost, see n 86)
to be placed in the Audience
Hall of the Doge’s Palace in
Venice. “We, the heads of the
Hifustrious Council of Ten, bid
and ordain you. the noble lord
Francesco Venerio, appointed
Provisor Sahis ad Capsam
Magnam [bursar to the
treasury], to pay on behalt of
the otfice of works ot the
Chancellery and the seat of the
Councti of Ten to Master

Zorz: da Castelfrancho. painter.

for the picture he s executing
to be placed in the Audience

Chamber of the most iliustious
Council, 20 ducats State
Archives, Venice

1508 On 24 January
(1507 according to Venetia
dates) Iht‘("‘ 1s another order
for the payment to Grorgione
for the not yet fintshed work
in the Doge’s Patace “"We, the
heads ot the illustrious Council
of Ten. bid and ordain you. the
noble Lord Aloysio Sanuic
Prowvisor Salis ad Capsam
Magnam: to give and pay to
Master Zorz: da Castelfranco
painter, for the canvas he is
executing for the new Aud:ence
Chamber of the Heads of that
most sllustrious Counci!
wenty-hve ducats, namely 25
from the money aitocated for
the buitding of the audience
chamber {State Archives
Venice)

By 23 May the patnting
tor the Doge’'s Palace was
probably iinished [Morass
as appears from the order for
payment for the protecting

curtain for the said picture

~atalo




e, the heads of the most
filustnous Council ot Ten, brd
and ordamn you Lord Aloysio
Sanuto Provisor Salis ad
Capsam Magnam 1o gwve and
pay to Master Zorai Spavento
tor the curtain tor the picture
done tor the new Audience
Chamber, the total amount as
1t appears in his bill, Lie 35,
Soidi 18 " {(State Archives
Venice)

In August work was carned
out at the Fondaco de)
Tedeschi (German mart or
commescial centre) which had
been rebuiit the Germans
are begimning to bring m and
tix planks, and whilst in the
intenor everything is being
completed painting 1s being

carned on outside ' [M Sanudo.

Diarne. 1496 1533
On 8 November Giorgione
finished the frescoes tor the

Matio pamnters, elected in the
presence of the magrstiates
Signon M Caroso da Ca da
Pesaro. Zuan Zentam, Mann
Gt and Aloixe Sanudo,
Providers of Salt. as appointed
deputnies to decide on the
value of the painting done on
the tront fagade of the
Fondaco dei Tedeschi and
executed by Master Zorzi da
Casteltrancho, having reached
agreement, declared that in
ther yjudgment and opimion the
sard Master Zorzi mented

for the said painting the sum
of 150 ducats On the said
day. with the agreement of the
atorementioned Master Zorz),
130 ducats were paid 10 um *
[Cadonn, Memorre . 1842)

1510 From the letter of
25 Octaober. quoted below. in
which Isabella d'Este

GIORGIANE DA CASTELFRANCO
PITTORE VINIZIANO

Head af Giorgrone in the woodcut pubifished in the second
edition [1568] of G Vasar's ne The Iikeness was taken from
the Brunswick painting (see page 83). the picture has acquired
part of its prestige as evidence ol Giorgione’s appearance from the
fact that Vasari was able to draw from it

Fondaco des Tedeschi and,
dissatistied with the payment
he had receiwved, he instituted
a lawsuit to oblain just
compensation for his work, as
1s shown in a document of the
tme Ser Marco Vidal by
order of the tllustnous Signona
related 1o theirr Excellencies
Providers ot Salt that justice
must be done to master Zorz
ot Chastelfrancho in his sunt
for payment for pamnting the
Fondaco der Tedeschy and wa
reterred 10 his Excellency
Hierommo and Ser Alvise
Sanudo and many other
Cadonn, Memare

On 11 Decemher a
commission of three artists
nominated by Giovanm 8ellin
decided n tavour of payment
tor the work at the Fondaco
der Ted
Basnan,

1842

schr 'Ser Lazaro
ttar Scarpaza
Vethos dr

Carpaccio and ser

Marchioness ot Mantua, asks
Taddeo Albano for a ~ Night’
(that s a Nativity) by
Giorgione. he having died
perhaps trom the plague which
raged mn Venice in September
of that year [M Sanudo. Diarn
" Most noble Friend We
understand that amongst the
goods and esiate of the
painter Zorzo da Casteltrancho
there 1s a picture ot a Natnwvity
very hine and unusual, if this he
so. we would like 10 have it
therefore we pray you ta go
with Lorenzn da Pavia and
spme other person ol
judgment and rebabilty, and
see bt he an excellent thing
andf ynu hind it to be so,
make use of the good oltices of
our distingutshed compatriot
Carla Valeno and whoever else
seems good to you 1o reserve
this picture tor us, hinding out
the prnice and intorming us ot it

’

And should 1t seem to you
necessary to conclude the
transaction. in the event of the
work being a good ane. tor
that 1t may be acquired by
others, do what you think fit,
we dre assured that you will
act loyally and entirely n our
nterest. and an sound advice

Mantua XXV oct MDX
[A Luzio. Archivio Starico
dell” Arte. 1888]

On 7 November Taddeo
Albano rephed to Isabella of
Mantua, confirming that
Giorgione had died as the
result of the plague, and he
declared that he regretted he
could not sausty her desire
becaose there were no
paintings by Gioigione for sale

“Most dlustnous and
excellent lady. | have done as
your Excellency asked in your
letter of the 25 af last month,
informing me that you have
heard that there was among
the etfects ot Zorzo da
Casteltrancho a very tine and
unusudl picture of a Nativity,
and that this bemng so you
would like to have it To which
| reply to your Exceilency that
the said Giorgiane died of
plague recently, and wishing
10 serve your Excellency. | have
spoken with some friends who
were in clase touch with him,
and they assure me that there
was not such a piciure among
his ettects Itis indeed true
that Zorzo patnted one for
Thadeo Contarnim, which trom
the intormation | have received
1S not as good 3s you would
wish Anather painting of the
Natwvity was done by the said
Zorzo tor a cerntain Victono
Becharo. which from what |
hear 1s of better design and
supenor ta the Contanm
picture. Bot the said Becharo
1S Not piesent in these parts,
and from what has been told
me, neither one nor the other
1s tor sale at any price. since
the owners had them tfor their
own enjoyment, so that |
tegret | have been unable to
cany out your Excellency's
wishes

“Venice VIl navember 1510~
[A Luzio. Archrvio Storico
dell” Arte. 1888]

1525-43 Marcantamo Michiel
({the "Anonymo Morelhano'’)
ists many wortks by Giorgione
n the possession of Venetian
tamilies (see n 14 16, 18, 26.
29. 49 and 88-98 1n the
Catalogue)

1548 Paolo Pino [Draloga dr
Prtura) mentions a painting
by Giorgione, now lost

(see n 99)

1550 From Vasan's Vite one
finds turther references to
works hy Giorgione (see n 27
and 100 1n the Catalogue)

1557 More intormation s
given by Dolce. [Dralogo
1557] Giorgio da
Casteltranco was comnissioned
{bu1 a tong time ago) ta pant
the outer fagade of the
Fondaco der Tedeschi and
Tinan himself, wha was young
at the nme. was commissioned

to paint that pant which looked
on to the Mercena {see
Catalogue. n 22)

1563 Pans Bordone makes a
valuation of the pictures i
Giovanm Grmanm dr Antonio’s
house, amang which s a
Nativity. now lost (see
Catalogue. n101)

1567 10 September iIn the
Camerino delle Antigaghe of
Gabriele Vendramin there
appears to have been a small
painting by Giorgione (see

n 102)

1568 In the second edinion of
the Vite Vasan mentions other
pantings by Giorgione (see

n 22, 26, 27, 80, 103 and 104
in the Catalogue)

1569 14 March In the

Greece over Homer The
Barbarella family ot Castel
Franco boasts o! having given
him birth and with reason
because he brought them the
most sublime honours

Some say. however, that
Giorgione was born in
Vedelago. that his tanmily was
one of the most prosperous %
there and that his father was
nch ~ One notices the
contradiction between this
“nch father” and Vasan's
“born of very humble stock™
The “myth” ot Giorgione has
begun

1724-35 Nadal Melchion
[Chronicle ot Casteltranco,
ms in the Correr Museum of
Venice, cod Grademigo Dolfin
n 205, page 30] gives the
following details concerning
the legend created round

In the drawing ol the View of Casteltranco (Catalogue, n 19) the
surrounding city walls ol Grorgrone’s huthplace are recognisable
when compared with what remains of them today

i Campo S Silvestro (it 1s the burdding with the lttle balcony in
the centre af the fagade facing the campanie) lrom a mineteenth
century engraving (On the nght) A moenument to Giorgrone by
A Benvenuli (1878} erected on a smalf island in the moat round
the outer walls of Castelfranco Veneta

Camermeo delle Antiqagle
mentioned abave other works
by Grorgione are listed (see
n.38 and 39)

1575 A note on Michsel's
manuscnpt mentians a postrait
pamnted by Giosgione which
1s now tost {n 98)

1648 Ridolf [Maravigle ]
who pnints numerous but not
always reliahle references to
Giorgione’s warks (see n 12,
21,22 26, 65 79. 80, 91. 100.
103. 106 108 111 114 116,
117 119 125 127,129 138)
tnes to gather all the intorma
tion about the painter's fanuly
or rather the famihes that boast
of having given him tirth
Castel Franco m the distnct
af Treviso and Vedelago
Villaggio disputed tor a long
ume as to where Giorgione
was horn, as did the cives ot

Giorgione: “Barbarella

This Noble Fanuly fays claim
ta ancient orgins in the city
of Milan from where it moved
soon atter 1400 to Castel
Franca To this tanuly
Giorgio Barbarella was born,
the very celetwrated pamnter

tn the fust chapel called S
Giorgio there 1s the picture of
Our Lady with the child Jesus
i her arms and in the hottom
nght hand corner St George
and in that of the left St
Francis This was created by
the marvellous and neves
sutficiently praised brush of
Giorgro Barbarella ciizen of
Castel Franco. the inventor of
tenderness in painting
commonly known as Glorgione
hecause ot his great skill, noble
bhehaviour and nature Tuzio
Constanzo commissioned the
sard Giorgione o paint thes
metwe



Catalogue of works

Grorgione s neither a myth,
nor 3 legendary being He was
an histoncal figure who hved
at the’ endl.of the fifteenth
century and dunng the first
decade of the sixteenth He
played a part and. indeed, a
leading one in that particular
moment of history — the revival
of civiisation in Vemice in the
humantst and Renatssance
sense. He stands in the same
relation 1o Venetian painting
as Raphael or Michelangelo
to that of Central ltaly, that is,
he approached the problem of
art as a search for inner
subjective truth, in full aware-
ness that the individual is 3
part of a whole to which he s
indissolubly linked Man,
nature, the universe that 1s the
Giorgionesque theme

Information about him 1s
scarce though fully rehabte and
very few works can be
attnbuted to him with
confidence. But the echoes of
hus extraordinary personality
(Baldassare Castighone — as
has been seen  guotes him
[1528] as being one of the
five great ltahan painters and
as unigue amongst Venetians)
spread guickly, fed by
imagnary details and helped
by his early death Seventeenth-
century CriicISm was to create
the Giorgione “myth”, anxtous
to bestow a legendary halo on
an artist so famous during his
short life The myth grew from
the renown that flowered
round an innovator on the
threshold of the sixteenth
century who suddenly
outstnpped Giovanm Bellini,
Carpaccio and Cima da
Coneghano in that search for
freedom 1n pictonal expression
which remains his greatest
gloty and which led the way
to Tihan, Sebastiano del
Piombo, Palma Vecchio and
many others who could by no
means be considered minor
artists.

The responsibility for
creating the legend must go
more to Ridolfi than to Vasan
who, though not always an
accurate biographer, gives
exact and sound cnticism of
Giorgione’s painting (“he
began to give lis work more
softness and greater dimenstons
by hine painting always
pursuing hving and natural
models insisting that
painting n colour alone with-
out any study or drawing was
the true way of carrying out
his art ') Following Vasan,
Ridolfi carned on by giving
imagtnary information which
led to senous misrepresenta-
tion, spreading (1f he did not
invent) the legend that the
painter was 3 member of the
Barbarella farmily Onginal
sources are silent on the
subject The seventeenth
century added a whole senes
of vaguely Giorgionesgue
paintings to the list of
Giorgione's authentic pictures

.
Many were downnght false,
carmed out In part, as was wel!
known, by Pietro della
Vecchia

In the nineteenth century
when scholars wished to make
a crincal study of the artist,
Giorgione’s name was almost
dropped from the history of
art. to such an extent had
legend surrounded and
confused s personality The
work of revision, undertaken
by Cavalcaselle and Morelh,
was made easier by the
publication [1800] of a8 book
n which Marcantonio Michrel,
with the cunosity and taste of
the amateut, lists, among other
things, all the paintings by
Giorgione that he saw in
houses in Venice and Padua
between 1525 and 1543 The
two scholars — one helped by
hts unusually sound ntuition.
the other by the comparative
method which he had evolved

began their work with
documented pictures, and
succeeded, f not in recon-
structing the painter’'s
personality. at feast in giving
it a genuine physiognomy and
wresting 1t from myth In spite
of errors and omissions and
some Inaccurate appraisals
and attnbutions, Cavalcaselle
and Morellt laid the foundation
for all serious studies on
Giorgione Unfortunately their
immediate successors did not
profit from it and once more
ideas became confused Cook,
accepting as fact discrepancies
10 the two worthy crnitics’
conclusions, took for granted
that al!l the paintings proposed
by both of them were by
Giorgione, and Justi subse-
quently increased thewr number
by adding mediocre works to
masterpieces and setting out
himself to build up a
heterogeneous body of work
Thus the research, so positive
in many respects, carned out
by the two Italian scholars was
rendered useless Gronau
realised this and determined
to go again through all the
hiterary evidence and exclude
everything not histonically
venfied Lionello Ventun kept
scrupulousty to a sirmilar
course and his reconstruction
of the body of Giorgionesque
work [1913] was extremely
useful, leading the way to
later studies carned out to
good purpose by Richter,
Wilde. Longhi, Fiocco,
Morassi, Suida, von Baldass,
Heinz and, amongst others,
by Venturn himself

One of the reasons for the
uncertainty about Giorgione
1s due to the fact that the
events in hus very short lite
took shape with extraordinary
intensity To make use of an
overworked expression, he was
a revolutionary, and to him we
owe the emergence of Venetian
painung from the ptacrd
waters of the fifteenth century
tn which it had sarled under

the leadership ol that great
“prlot” Grovannt Bellim thanks
to Giorgione, pamuing in the
fist decade o! the sixteenth
century made more progress
than in the thirty or forty
preceding years Giorgione in
truth cid not remain bound by
the techmgue of Giovanni
Beltim, by whom, as well as by
Antoneilo, he was first
influenced, he was aware of,
and welcomed, the new
opinions nsing from varnous
other regions, in particular,

as Longhi pointed out, from
central Italy, that s from
Francia and Costa, but not
from them alone The
Madonna in the Adoratron

n Washington (cenainty by
Giorgione and equally
certainly a youthful work) must
be compared with the type of
Madonna painted repeatedly
by Perugino, in the Cambio

at Perugia, for example, or by
Pinturicchio in the Vatican
frescoes or in S Mana del
Popolo in Rome the same
pose, the 1dentical movement
of the drapery opening like

3 tan over the Child 10 his rush
basket What works of this
kind were there in Vemce ?
None are known Vittore
Carpaccio certainly was well
informed about many aspects
ol painting in central italy.

and 11 1s not by chance that he
1S suggested as one of those
who perhaps guided Giorgtone
either duectly or indirectly, in
s early work Carpaccio, in
any case, 1s a more hkely

source than German engravings,

even those by Schongauer
that have been mentioned

and which are so Gothic in the
twisted and wnthing folds of
their drapery These engravings
are unlikely to have served as
models for Giorgione, who was
onentated towards classicism
rather than tortured

rhythms Contributions from
hterature and science in which
the new culture was steeped
must also be taken into
consideration The indepen-
dence of knowledge, the
search for what was true in
nature  true in the purest
sense, not secondhand truth
the impatience of restraint,
questions about the refations
between science on the one
hand philosophy and religion
on the other, were much in the
news at the time and keenly
dtscussed 1n umiversity circles
in Padua, where Pietro
Pomponazz) was propounding,
not without opposition from
the Church, his passionately
held theones concerning the
natural sciences and the soul
Nor can it be excluded that the
young Giorgione was
influenced by the neo-
Platomism of Padua, calculated
to steer him towards a
passionate study of nature and
man & study not at all
speculative or philosophical
but exquisitely lyrical

Echoes from central ftahan
painting and certain ideas
dernved from Paduan philosophy
are therefore the two stimuli
which have exerted influence
over Giorgione's early develop
ment In reahty there was only
one mouve force: the
civiisation of humanism
beating strongly and with an
ever increasing Insistence on
the dooss ol Venetian
pamnting, which, untl the
beginning of the sixteenth
century, does not seem 1o have
extended much beyond
religious subjects, with, of
course, the exception of
infrequent essays In portraiture
Even when attempts had been
made to go beyond rehgious
themes, they were always
confined to allegories of an
edityrng character or to the
exaltation of the glones of
Italy This does not mean that
the Glorgionesque vISIOn was
exclusively alive to profane
subjects and that the painter
had not felt the call of sacred
themes Rather, he reveated a
hitherto unknown conception
of divtnity. more human than
in the past. and expressed 1t
through personal spiritual
expenence, merging celestial
beings 1n the umiverse of all
created things, intimately
observed and intimately
understood Through love of
nature, of its phenomena  the
nsing and setting sun, fields,
trees, mountains, water — his
composinons flower without,
apparently. any meaning in the
sense of illustration

The first step towards
identfying Giorgione’s artistic
personality 1s to be made by
an examinaton of the three
patntings definitely known to
be his' the Tempest n
Venice, the Three Philo-
sophers n Vienna and the
Dresden Venus To these can
be added - according to
ancient tradion — the altar-
prece at Castelfranco, Laura.
now in Vienna, Christ Carrying
the Cross in the Scuola di
S Rocco in Venice, and what
remamns of the decoration on
the walls of the Fondaco de:
Tedeschi (German commercial
centre), also 1n Venice A
number of other painuings,
now considered almost
certainly by him, are connected
with the so called ~ Allendale
group ', that 15 the senies of
religious subjects taking therr
name from the Adoration of the
Shepherds. formerly part of the
Allendale Collection and now
n the National Gatlery of Art
Washington, with which are
associated the Adoration of
the Magi in London, the Holy
Famnily formerly in the Benson
Collection and now sn
Washington and lastly the
Madonna n Oxtord This gioup
relates to early work and 1s
preceded by two paintngs in
the Uifizs which there seems
no reason for doubt

Styhsuc research, then. can
begin with relative certanty
from this solid body of work
especially after the exhibition
in Vemice in 1955 dedicated to
Giorgione, which enabled
scholars to make 3 direct
companson between many
canvases Consequently
Giorgione need no longer be
looked upon as an impene-
trable sphinx and perhaps the
time 1s rot far distant when 1t
will be possible to foliow his
career with unity of opinion

As for the charactenstics
of these early works, modern
cntics have drawn atiention
to their almost primitive pusity
-0 the sense in which 1t 1s
appled to Greek masterpieces
and Roberto Longhi has subtly
descnbed them as “pre
Raphaelite” In addition 1o
dwelling on this aspect
scholars have thrown light on
the importance of the
chromatic vision introduced by
Giorgione and have pointed
out the “tonal” values, that 1s
the synthesis of colour and
hgbt, ennched by delicate and
very sensitive modulations in
the shadows (such as Vasan
described in refernng to
Leonardo). changing. vanable.
trembling spreading sym-
phonically over the whole
picture, biurnng the contours,
wearnng away the solid shapes
which remained essennal as
long as the pninciple prevailed
that local colour must be put
on flat, or even with a three-
dimensional purpose, but
always within the ngid
outhnes of the design. In
the Tempest. therefore, one
sees the ongins of modetn
landscape painting The
refinement of this chromatic
vision, resulting from
gradations of colour and hght
rather than from 3 senes of
intersecting lines. and the
relanonship between hgures
and thew setting became
continually more intimate,
whtle in the fifteenth century
the separation between figures
and landscape background was
stll distinct In spite of the
nove! hberation ot fantasy
{which led to important
developments in the tield ot
graphic representation)
Grorgione succeeded m
achieving the supremely
dignifited monumentalty of
the Three Philosophers m
Vienna From then onwards
Venetan artists were 10 use
colour in such a way as to
revea! it as a ‘'power of
matter 10 become hight

D Annunzio]

Nor does Giorgione s
brlhant career stop hete In
his work he deals with large
half length tigures without
drawing ~ which led Vasan to
accuse him ot not knowing
how to draw Longhi, in
patticutar, devotes himseit to 3
reconstruction of this technique
by studying a number ot

(l’)



each of which presents

mely interesting problems
nsthng with imphcations
These include the relationship
between Grorgione and the
young Ttian and explamn why
parntings such as the Sfeeping
Venus in Dresden and the
Féte Champétre in Pans were
atinbuted first to one and then
10 the other, or 1o both,
suggesting that Tihan worked
on Giorgione’s pictures after
the lanter s death When one
bears in mund that for other
woik such as the Adulteress
m Glasgow. Sebastiano de
Piombo was given the credit
it will be clear what conlusion
there was about the output ol
Giorgione’s last years, and one
must be on one’s guard against
the similanties that exst
between Giorgione’s work

and that of the “moderns
Titan and Sebastano del
Piombo Ths. theretore, 1s the
problem the impoitance of
Grorgione’s activity not only
in nself but 1n regard 1o the
arustic development dunng
most of the sixteenth century
Every painter  including
Giovanm Bellini who was
already old at the ume and
who 1s remembered as one of
the possible masters ol the
young pamnter from Castel
franco - who became awai
of Giorgione’s discovenes wil
have adapled his mnovations
to his own temperament,
however between 1505 and
1515, and 1o a lesser degree
afterwards, the number ot
paintings revealing the
psychological moment
increased (see helow} This
was the most striking aspect
of Giorgione’s later work. and
11s aura, more or less [ustly
defined as “mysterious’ . very
much iningued his contem
poranes and posternty Even
the inflation of the number of
his pammtings 1s a proot ol
Giorgione’s success, and
sixteenth-century Venetian
histonans were so well aware
of 1t that, in theun fear of
harming the new star Titian
undisputed master of art in the
realm of the Venetian Republic
and most sagacious manager
of his own reputatior they
tned to prove that Giorgione
tame was the result of boosting
supposed to have heen created

by Tian s adversanes One
has only to read the following
passage by Dolce Tiran
solely from that small

spark which he discovered in
Giorgione’s painting, saw and
understood how 10 paint 1o
perfection’” Thus. apart from
sevenleenth-century
exaggerations already men
uoned, there were difficulties
created by modern attempts
at clanfication. while even m
the tield of hiterary cnticism,
Baroque interpretations
likewsse advanced in the
seventeenth century and
accepted later  added to the
already senous confusion and
led to the tenacious survival
of the “myth

Since then. however. the
sttuation has been clanfied to
some extent. and turther
progress 1s still possible 1. as
everything leads one 10 believe
Chrst Carrying the Cross n
the Scuola d S Rocco at
Venice 1s really by Giorgione
then even his achwity duning
his last years will not remain
obscure. especially if scholars
succeed in proving that the
Féte Champetre in 1he Louvie
1s by Trvan alone We know
that the Tempest illustrates no

particular incident or, 1f 1t does,

the subject has no special
sigmficance hut is merged 1n a
comprehensive vision ol life
N its most profound and
fecurnng aspects there i1s no
story, but sheer enchantment,
almost the annihilation of the
mdividual 1in the immensity of
creation a spintual state of
mind sumilar 10 that which
Gracomo Leopard: defines in
his infinity Giorgione did not
aim at dramatic urgency in his
figures, as Titian so often did
the human burden. the
psychological moment” is
puntied and becomes
exqusitely subjective con
1templation reahity ransformed
into ecstasy Because ot these
cosmic charactensucs
Giorgione s art ranscends his
time and appears 10 us SO
piodigiously ahve and
contemporary
According to the practice in

this sertes of books, the
Catalogue h follows givs
3 list of pictures by Giorgrone
as well as of works atinbuted
to fwm. though there may he

considerahle difference of
opimon on the subject As
there 1s such a heterogeneous

hody of works - | have tned 1o
show how artists influenced by
tns snnovations were contused
with him - 1t s clear that i it
were treated as a single
seguence one would create
not one “Giorgione”, whether
new or old. but several
Grorgrones. beginning with the
Giorgione who emerges from
the shadow ot Grovann Belhins
and 10 whom pictures may be
atinbuted which would
otherwise be called Bellint
conunuing with Giorgione the
innovator, and ascnbing to hsm
works which in ous opinion

it would be more reasonable
10 attnbute to Timan, Sebastiano
del Prombo or 1o one of the
other innumerable Giorgion
esque painters, and ending
with a Giorgione who. owing
10 serious errors — of down
nght generous acceptance of
the claims of the arnt trade
would be laden with warks sc
infenor as 1o be weansome to
enumerate. Such a bulky
compilanon would merely
deter the reader from reaching
conclusions which, 1f not
absolutely unchalienged. are
at least consistent with
Giorgione’s output Qur bist s
therefore divided into two
parts, the first contains
authentic works (that i1s, theu
authenticity 1s supported by
written evidence or 1s aimost
unanimously accepted) and
works which in our opinion
{tor the mos! part backed by
excellent judgment) show a
styhistic simiianty such as to
suggest a plausibie develop

ment, and including works
which, although ot the highest
standard. are not unanimously
attributed 10 Giorgione In the
second list are works which,
although thought to be
Giorgione’s even by authorita
uve cnucs, we do not feel
able 1o attnbute 1o him A thud
hst comprises works mentioned
in contemporary. or near
contemporary, Sources but now
lost A hinal one enumerates
drawings i which, as with
painuings sn the second list
we do not discern Giorgione’s
hand

A bnet explanation follows
about the techmque which, the
reader will see. 1s usually
omitted from the list ot
symbols placed at the head of
each descnption In point of
fact the exact medium used
by Giorgione has not yet been
explored in detail. nor can it
always be assumed that he
painted in oils As he worked
after Antonello’s wisit to
Venice - old histonans say
that the latter was the first 10
use such o1 colours — Giorgione
probably used a “mixed”
techmgue, which it 1s believed
was brought Jrom Messina
to Venice atechmigue based
on the same pigments formerly
used for tempera. but treated
with new essences put on in
successive ceats, and where
ingredients typical of the o
procedure were more and more
used until — perhaps - the
method could be descrnibed
as genuine painting in oils
8ut the works which seem
to show the use of this
painting 1n oils are among the
number which reveal the hand
of aruists who followed
Grorgione or which can
detinitely be atinbuted 10
Tian or others

Finally the guestion of date
readers will find many gaps
To estabhsh an exact
chronology for an aitist such
as Giorgione. whose hknown
work was completed within
ten years and may even have
taken no more than five, and
which contams wirtually no
certan fixed point in time
presents a desperately
ddficult undertaking all the
more so, one must add i that
vanous pamntings give t
MPression, even In ce
cases, such as the Tempest,

ot having been lett
tor

y fong me in hy

ind subjected sumetime
considerable elabora
dictated by second th
(no1 dithcult 10 imagine

man of Giorgione’s tempera
ment, a reflective aruist
conunually spurred on by the
desire tor novelty) Thus we
have preferred to limit our-
selves to an order which, in
our opmion, conforms with
the development of the master
and which must have 1aken
place — as regards fully
authentic works  between
the furst years of the sixteenth
century and 1510. with an
“introductory penod” (in-
cluding, approximately
everything earher than the
Peliizzan trescoes) covenng the
last years of the fifteenth
century To attempt greater
precision would not be honest
from the point of view of
cnucism
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The Tnal of Moses by Fire
Florence. Utfizy
This illustrates an eptsode 1n the
Ife of Moses from the thymed
Bibies ot Herman de Valen
ciennes and Geofroy de Pans
the future patnarch, when sull
a baby, 1s subjected 10 the
tnal by fire so that he may
explain why in jest he had let
talt Pharaoh’'s crown from his
head In the presence of the
sovereign on the throne the
child, taking a burning coal
from the brazwer, puts 1t 1in his
mouth, burns his tongue and
remans a stammerer for hife
The scene. set against a
panoramic background,
conveys an atmosphere of
contemplation, almost of
enchantment, very different,
for example, from Poussin’s
picture of a similar subect
now in the Louvre In 1692
the painting was histed.
together with the next one
(n 2). among the an treasures
of the Grand Duchess of
Tuscany at Poggio Impenate.
in 17951t went 10 the Uthz
as a Giovanni Bethm, which
was a shrewd judgment for
those days Cavaicaselle [1871
thought that both paintings
were by Giorgicne Frocco
1941, ponting out how
frequently he left his paintings
unfimshed suggested that he
might have worked in
collaboration with Giuho
Campagnola Morasss agreed
but identified the assistant as
Catena L Ventun, too,
thought it was a work ol
collaboration, and correcting
tus earhier opimion ot 1913
stated 11954 The skltul
delineation and the splendid
colour indicate that Giorgione
was responsible for the group
of hgures on the fett, while
those on the nght, which show
a falhng oft in quahty, were
certainly painted by anothe
hand = According 10 Longh
1946 many of the figures are
by ‘an unknown Ferrarese
collaborator such as Ercole or
Mazzolino * it s widely
accepted that Giorgione
thought out and elaborated the

general composition. but that
he lumselt executed only o
part of the pammting The

part ol the picture
S partrcular
nterasting because he and




Giorgione must have been n
close touch, as i1s shown by
the mscription on the back of
the Lawra 1n Vienna {n 13)

tn any case the picture’s
extraordinary beauty and unity
of conception cannos be
denied The styhstuc difterences
noticed between the vanous
hgures may be caused by
restoration and not the work of
collaboraqu)’h»s 1s one of
Giorgione’s earfly works the
temale figure, full face. looking
out from the picture seems to
be a torerunner of the Judith
in Leningrad (n.5), and the
ather figures are Giorgione’s
ideal types. in tact an

Copy of an engraving by
Antamnette (Tamette) Larcher
{c 1690) of the painting n 5
before 1t was cut down
assembly of his best-known
characters. Finally the land
scape. sa vivid, so flooded
with iight, with breezes
blowing between trees and
rocks, shows for the first time
that love of nature which was
1o become typical of
Grorgione’s poetic approach

2 ® ‘e B

The Judgment of Solomon
Florence, Utfizt

The same “externali” character
istics and the same formal
compaostion as in the preceding
picture and, as it itlustrates a
biblical eptsode (Kings, 1)
also similar 1n theme Solomon
ts seated on a throne (as 1s
Pharaoh in the other painting},
at his feet stands a group of

dignitanes and the two women
who awart judgment, while a
man 1n armour holds 1n his left
hand the hiving child, the dead
child. not acknowledged by
either waman, 1s lying on the
ground As the “external”
events,can be campared with
those in the picture of Moses,
Cavalcaselle atfiibutes 1t also
to Giorgione, 'out 1t has also
been cnticised on the grounds
that 1t reveals very constderable
help from assistants Berenson
[1936] attnibutes only the
landscape to Giorgione,
Richter |1937] avoids
expressing a personal view
and gquotes F Harck [1896
who pronounced 1t definitely
a copy. Flocco [1941] thinks
that the idea for the composi-
ton may just possibly have
been Gruargione's but that
Guulio Campagnola camed it
out {“tn the Tral by Fue the
figures glow. while in the
Judgment 1t 1s the landscape
that reveals Giorgione’s hand
and tnspreation”), Morassi, too,
points out that in the
Judgment the figures are
wnferor to the landscape
background which 1s perhaps
even finer than in the Tral by
Frre. L Venturs [1954]
concurs in this opinon. In
reality, this painting  and (ts
pendant — 1S very important in
reconstructing the artist's
youthful actvities. If compared
with the Washington Adoration
{n 8) and the others in the
Altendale group {n 6, 7, 11),

1t exceeds them in brilliance
Figures and landscape are
decisive elements, here lor the
first tme are the typical rocks,
curnous, delicate, almost soft,
like pure wax full ot pale
haoney, sull a little ngrd, but
already vaguely anthro
pomorphtsed as will be seen
10 other pictures from the
Three Phifosophers (n 17) and
the Tramonto (n.18) to the
Ternpest (n 16), charactenstics
so easlly idenufiable, so
unusual and personal as 10
leave no doubt about
Grorgrone’s hand whenever
one comes across them Here,
too, are the luminous small
pebbles, ke minute pearls,
vibrating with light, which
appear in several of his
pictures Finally, the pastoral
ncident in the centre of the
camposition accords perfectly
with that in the above-
mentioned Adoratien, where the
two figures are painted with
the same rapid, nervous brush
strokes as in the Judgment
The enormous oak tree
dominating the scene belangs
to the same family as the trees
in the Leningrad Judith and
even in the Tempest The
rendertng of the human beings
1s quite new, that ts Grorgion-
esque they are painted with
colour taid over colour, in the
same way as in the Benson
Madonna (n 6), the Oxford
Madonna and in other youthtu!

3 B B

Various Instruments,
Medallions and Scrolls
Castelfranco Veneto, Casa
Pellizzan, called “Giorgione’s
House™

This 1s a frieze in monochrome
of fine yellow ground. with
touches of white for the high
hghts and sepia- coloured
shadows, on the upper surface
of the longer walls {north east
and south-west) of a large
hall, formerly divided into two
rooms, in the Pethzzan house
{hirst belonging to the Marta
family and now to the Tourst
tnformation Bureau) near the
Duoma Tragwionally it is the
home of the Barbarella tamuly
of which, according to some
verstons, Giorgione was an
iltegitimate offspring The
painted band i1s about 76 5 cm
high and runs tor about

1.585 cm along each wall,
but there are large gaps.
recently restored merety in
order to gtve an idea of the
continuity of the lost
composition. It s probable
that the trieze onginally ran
along the sharter walls in fact
at each corner ol the south
east wall there ts a fragment of
fresco (about 90 cm long)
which matches the rest of the
decoration, there may also
have been frescoes on the
longer walls on the coping of
old doors and windows now
blocked up The instruments
portiayed, gathered together
1N Most cases to form trophies,
probably sllustrate the varnous
liberal and mechanical arts, the
medalhons simulate large
cameos. mottoes in Latin are
wrnitten on the scrolls Pignatn
[1955] compares the allegornccal
higures illustrating the hiberal
arts with the Sphaera Mund:
ot Sacrobosco, published in
Venice 1n 1484 or 1485
Lorenzi removed some trag-
ments trom the fresco at the
end of the nineteenth century,
other areas emerged in the
course of restorations carried
outin 1955 This discovery
and the cleaning ot parts
already known have confirmed
the importance ot the cycle,

to whose Giorgionesque
character Cavalcaselle had
already drawn attention
Borenmius and Richter were also
inclined to recognise
Grorgione’'s hand. Morasss
thinks that a collaboratian
between painter and pupils 1s
mare hkely, whereas Fiocco
[1948] believes 1t to be quite
defimitely Giorgtone’s earliest
work Although it 1s impossible
to give a reliable opinion about
frescoes in such a damaged
condition and with so much
missing. It seems reasonable
to attribute them to Giorgione
certain styhstic elements are
remumscent of his youthtui
work, in particular of his two
prctures in the Uthz for
example the raprd brush work
noticeable in some ot the hittle
figures in the fresco 1s apparent
in the chiaroscuro painting on
Pharaoh’s throne, 1n n 2. while
the mathematical and
geometncal symbols can be
compared with those in the
painting 1in Vienna (n17)

A medallion with the prohle
of a Roman emperor in Casa
Rostirolla, also in Casteltranco
15 associated with the
Pelhzzan cycle, among the
number of fragments removed
by Lorenzi.

{Above} View of part of the Casa

Pelhzzarr at Castelfranco Veneto

with the frieze described in n 3 1n the background the north-west
wall, on the sides, the walls with the surviving decoration (whict
perhaps ran round the other two sides) Detaid of the south-east
wall, with fragments of fresco, probably connected with the

frieze in existence at the top ol the longer walls

{Below) Detail of the south-west wall. with remains of the
pamungs (delintely not connected with the above fresco) abave
a blocked-up opeming Other traces of similar frescoes seman
above blocked-up doors and windows i the burlding

e
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Sacra Conversazione

Venice, Accadenia

For a long ume 1t was neglected
by cntics and vaguely
attnbuted to Grorgione’s school
[Cavalcaselle, 1. 1912]
Previtali, Catena and others
were suggested as possible
authors Gronau connected it
wtth the Allendale Nativity

and the Benson Holy Fanuly
attnbuting them all 10 an
unknown follower of Giorgione
but later [1938] to Giorgione
when he was very young
Already by 1927 Longht had
put forward the hypothesis
that the painting was cenainly
by Giorgione Suida {1935
tended to agree with hum, as
did Morassy Pallucchini {1944
on the other hand.

suggested Sebasuano del
Piombo, pointing out

atfinies with his known wor
According to this scholar the
artist shows ‘a format and
constructive interpretalior
Giorgionesque colour
orchestrated with hght tones
so that the texture of the
planes 1s made very clear
moreover “the scene
considered ) whole
severe rectangular form. a hien

>

sohd. architectural weight. ve
dterent from the effect that
Giorgione was grad y

achreving 1n composit S «

this penod such as

Tempest” The paint

tact h

Oxk 1 he
Virain's lace 1s panted witl
the same req setor K
flesh colc n depicting the
features as jee the sma
figures in the two Uthz

painungs 1 ¢ 2



(Above) The frieze on the
north east wall

{Below) The frieze on the
opposite wall Grey patches
indicate mssing part

S5 EBEO "W "H:

Judith

Lemingrad Hermitage

The biblical heioine cames
sword n her right hand and
putting her left toot on the
decapitated head of Holo
fernes The wark was taken by
Forest from haly to France at
the end of the seventeenth

century, 1t was then in the
2rmin Collection, was acquired
by Pierre Crozat {1729). and
passed {by inhentance) to
Louss- Frangois Cro. after
the latter’'s death (1772} nt

11, with the rest of his
collection. 1o Cathenne of
Russia Dunng most ol the
nineteenth century )t was
attnbuted to Raphael. in 1864
Waagen suggested that it was
by Maretto da Brescia, then
Penther had an intuition that n
might be by Giorgione and
mentioned this idea to Morelh
1891] who was douhtiu
Graduaily, however, cntic

have come 10 accep! this

opinion and today its author

6 (Piate VII

ship 1s no longer in doubt
Ongmally on wood, the
painting was transferred 10
canvas in 1838, at this timi

1t was cat down hy 13 cm on
both sides It 1s well preserved
except for @ small amount ol
restoration  particularly that
on the face, which covers up a
crack in the onginal wood

6 B L E:

Holy Family
(Benson Madonna)
Washington, National Galtery
of Art (Kress Bequest)
This 1s probably the picture
sold by Allard van Everdingen
in 1709 i 1BB7 1t was
acquired by Henry Willett of
Brighton, it then passed into
the Benson Collection liom
which 1t took 1ts name Cook
[1900]. and later Jusu. put
forward the suggestion that it
was by Grorgione Phillips
[1909] proposed a close
companson with the Nativity
later known as the Ailendale
Nauvity (n 8) L Ventun
1913] welcomed the 1dea
that the two paimtings were
by the same hand, but named
Catena as the painter ot them
both, nevertheless later [1954
he accepted Cook’'s suggestion

S A =y
7 (Plates VIO X1l

as have Suida, Richier

Mortassi. Pignatt and others
Without doubt 1t 1s a youthlul
wark ot Giorgione. going back
to the very beginning ot the
centuty As well as showing
the influence ot Bellin one
notices the fuliness of the
drapery exaggerated by the
play of tolds renumscent of
Gothic practice Morassr
explained this as being denved
from German engravings, in
particuilar those by Schongauer
and Durer The painting 1s in
good condition There are a
tew hight honizontal scratches
round the Madonna's lace and
in other areas in the centre

7 Be 7" B

The Adoration of the Mag:
London, Natonal Gallery

The traditional figuies are
shown n front ol a barn
between the pillars of a ruined
building [n 1882 this pamting
attnbuted 1o Giovanm Bellim,
belonged to the Miles
Collection at Leigh Court

in 1884 1t was acquired by the
Nauonal Gallery, but Morell
had already [18B0] changed
the attnbution to Catena an
opimion shared at first hy

L Ventun and Berenson Only

later did Berenson and

Ventun, and not without some
doubi. accept Cavalcaselle’s
view that the artist was
Giorgione Phillips on the other
hand [1909] thought it was
the work ol the "Master of the
Beaumont Adoration’ (see

n 8) Richter [1937] went back
to Giorgione but insisted that it
was an early work carned out
when the aruist was working
under Giovanmi Bellim

Morassi hnally accepled
Cavalcaselle’s opimon that it
was painted by Grorgione

and Gould and others agreed
although Pignatti {1955
remains uncertain Styhstically
1t has athmties with the so
called Allendale group (see n.8)
and 1t accords pertectly with
Giorgione’s early work when
he was stll intluenced by
Bellim and Carpaccio It was
restored in 1947

8 @89-111,555

The Adoration of the
Shepherds

{Beaomont Adoration,
Allendale Nativity)
Washington, National Gailery
ol Art (Kress Bequest)

The hgures are placed in front
of a natural grotto in a tand

scape clearly typical of the
Veneto. immersed 1n evening
fight, on the left in the
background sits a httle figure
in the entrance to a small barn
Present day cntics tend 1o
think this picture may be the
“Night” in Beccaro's house
mentioned in the letter from

T Albano to Isabella Gonzaga
(see Quthine Biragraphy. 1510)
1t could, with less centainty, be
the picture belonging in 1563
to Grovanm Gnmani, valued
by Pans Bordone at “ten
ducats” {ibnd ) which was

later included n the collection
of King James Il of England
At the beginming of the last

(SR el
Orawing at Windsor Castle
sometumes connected with the
pamnting n 8, but usually
constdered a copy which was
not made by Grorgrone
centory i1 was certainly in
Rome. in the possession of
Cardina! Fesch who sold 1t
{1B45) as a work by Giorqione
It then passed to the Beaumont
Collection in London and from
there 10 Viscount Allendate
{hence i1s above-mentioned
name), finally 1t was bought
by Duveen who sold it 1o
S H Kress, who bequeathed
it to the Natonal Gallery of
Artin Washington From early
umes 1t was attnbuted to
Giorgione. and Cavalcaselle
accepted this, as did Berenson
tater (he postulated Tian's
hand 1n the landscape)
although at first he thought i
was hy Catena Most recent
scholars  from Gronau to
Longhi. Morassi, et agree
that Gioigione pamnted i1, and
on this assumption they also
ascnbed to hum other paintings
already assembled by Phillips

“BM’ 1909] under the
‘Master
ol the Beaumont Adoration
known also as the “Allendale
7.11) As
already mentioned the present
composiion has been thought

conventional name of

aroup’ (see n 6

1o denve iconographicalty
from prints hy Schongauer
But it ss more kkely that

3 Grorqione had before hin
simtar subpects by Peruging



and Pintunicchio, as one
notices similanties in style

The paintings in the Allendale
group are remarkable for the
purity of their composition and
the softness of the treatment ot
colour, used to obtain unusual
atmospheric values and
luminous elfects which do
away with the necessity for
linear defimtion

9 Be " A

The Adoration of the
Shepherds

Vienna, Kunsthistonsches
Museum

The pamting reached Vienna

12 (Plates XXI-XX1X)

trom the collection of the
Archduke Leopold Wilham

In an inventory of 1659 i1t 1s
isted as Giorgione, but this
has had little following
{Fiocco, Coletti and others
attribute 1t to the school ot
Giorgione, Baldass and Heinz
[1964] assign it to Titian) .
probably influenced by its bad
condition Of the two
“Nights™ mentioned by

T Albano in his fetter 10
fsabella Gonzaga (see Outline
Brography 1510) this painting
can pethaps be identified
[Morasst] with that “'not very
perfect”™ one in Contanni’s

house. It seems clear that
there 1s no question of this
one having been copied by
another hand, 11 1s a replica by
the master This 1s shown by
elements in the design and by
the colours which have
emerged during a recent [1955
restoration. In the landscape
there are considerable
differences between the two
pictures In the Washington
painting there 1s 3 large tree
with a great circular sweep ol
leaty tohage, in this one the
tree 1s reduced 10 a slender
sapling with few leaves. Above
all the hght 1s quite ditferent
almost dayhight in the Allendale
Nativity, but here evening
hght, with typical sunset
colours in 3 sky blurred by
mists, with shadows in the

foreground
10 &® “* Bt

Madonna and Child
Lemng:ad. Hermitage

At first attnibuted to the school
of Giovanm 8elhini. then Just:
[1908], Fiocco. Morass: and
others ascnbed 1t 1o Grorgione,
Berenson was silent on the
subject {or thought 1t the

work of a follower [1954])
and Coletti and others rejected
the 1dea ot Giorgione. In the
Venice exhibimion of 1955 it
was shown as an authentic
novelty, very few scholars
having seen 1t before We
agree with Morassi in thinking
1t an early Giorgione, one of
the freshest, painted. it seems
with Raphael m mind The
landscape, on the other hand,
15 typical of Giorgione rocks
hills, gentle and broken up

the hittle tower, all bathed m
noonday sunhight anticipating
his greater achievements in the
density of the background
with mutually related colours
Ongtnally on wood, transterred
to canvas in 1872 and perhaps
fairly extensively repainted at
that time {Fiocco speaks of
“Giorgione and restorers”) but
not 50 senously as to conceat
the master's hand

11 Ee " 8

Madonna Reading

Oxford, Ashmolean Museum
Through the window one
sees the Riva degh Schiavoni
with the Doge’s Palace and
the S. Marco campanile stil
without 1ts sixteenth-century
pyramidal apex The pictuse
can be dentified with the
Duke of Tallard's painting
attnbuted to Giorgrone and
sold in Pans in 1756 ("The
Vugin seated and reading. the

Child Jesus hes in front of her
in the background the Place
of St Mark in Venice™) and
atso with the painting which
belonged in the nineteenth
century to the Earls ot
Cathcart, whose descendants
put it up for sale in London in
1949 as a Canam It was
hought by the Ashmolean and
was immedately claimed as a
Giorgione {Parker, 1949) The
duect connection with
Giorgione was upheld by
Patlucchim [1949], Gronau
[1949]. Morassi [1951

L Ventun [1954] and by
almost all scholars today
except Berenson who
favoured a follower Itisin
tact a notable discovery
throwing hght on the painter’'s
early hfe “There 1s no doubt
that on styhstic grounds the
Oxford Madonna fits easity
nto the group of paintings
the Adoration of the Magr.
the Benson-Duveen Holy

Fanuly, the so-called Allendale

Adoratian of the Shepherds
, a group of works which

prepares the way for

the Madonna and Samts

in the Cathedral at Caste!

franco™ [Pallucchim] The

The Warrior Saint (London

National Gallery) perhaps a
capy by a student of the
figure 10 n 12

treatment ot the
background 1S so summar
to appear unlinished. perhag
the artist wished 1o exg
this way the atmosphe
vibrations. made atl the mor
clear by contrast with the
foreground

0 % 152 .
12 B ™™ E:
Enthsoned Madonna and
Child. between St Liberale
and St Francis
(Castelfranco Altarprece)
Casteltranco Veneto

Church of S Liberale

The kmight 1n armour has beers
thought to be St George. b

13 (Plate XXX
(On the left
The painting
n 13 before
toration i

Detail of t#

the pic
1659) by D

Teniers the

Younger, show
g the galle

of the Archduk
Leopold Willian
in Brusse
Madrid Prad

it seems unnecessary 1«
question his idennity Tt
armonal bearngs on the bas
of the throne are those ot t
family ol the soldier of i«
Tuzio Costanzo Ridolf
was the first to cla
Giorgione pamnted this |
and this has never be

disputed There 1s. how
disagreement about tt ey
Gronau Richter and ot
while accepting that
commissioned fc

Costanzo 3

that the altarprec ~Nas Pa
betore the deat Ma
son of Tuzi0 1 4 1od

t 1s agreed that |




of a creative synthesis between

Giorgione’s religious feeling
and his love of nature Longhi
19467 thought that the
perspective structure, breaking
away from Bellini’s examples
tended towards the Umbrian
Emdian practice of Costa
Judged as a whole, the hittle
altarpiece does not depart
tfrom Venetian composittons
of the tume. rather the painter
seems to reduce the subject
of the Sacra Conversazione
to its essentials, but :n
combiming the varous parts
he reveals quite new 1deas
in front of the high parapet he
creates an intenor dommated
by the Virgin s high throne,
whilst the raised viewpomt

llows us 1o see not only the
screen but the silent country
side with the turreted town on
the teft and the mountains on
the right and two small
tigures in the middle distance
The saints stand as 1f cast
down on 10 a lower plane
and alone the Madonna
sotemnly dommnates the
toreground scene. Itis the
figure of the Madonna that
unites the two zones, welding
them together in pertect unity
helped also by the warm
golden light which encompasses
human beings and objects in
one harmony and throws
round them an aura of
enchantment The pamnting
had been restored several
umes before 1931 when
M Pelliciols tock measures to
remntorce the whote patnted
surface

tn the Nauonat Gallery 1n

London there 1s a painting
(39 x27) of the knight
Following Cavalcaselle, some
scholars - among them
Morassi and Della Pergola
taktng it tor a St George)
consider 1t a preliminary sketch
while others -~ from Fiocco

19417 onwards - think
perhaps more justifiably, that

it 1s student's copy

41x33,5 °

13 1506 B :
Portrait of a Young Woman
{Laura) Vienna,
Kunsthrstonsches Museum
Canvas mounted on panel
According to Richter {19377,
this emigmatic figure could be
a courtesan. perhaps portrayed
as Daphne or as a poetess, n
which case the leaves suggest
that she had been erowned
with laurels, or suggest a hope
that she would be It seems,
however, more reasonable to
think that thts 1s a painting of
a woman whose name was
Laura and who also sat, no
doubt, tor the woman in the
Tempest (n 16}. The picture
1s mentioned for the first ume
n 1659 as by an unknown
arnst when 1t belonged 10 the
Archduke Wilham Leopold's
coliection (n Brussels. Later
1t was ascnbed to a painter of
the Veneutian School, then to
Romanino [Engerth, 1882

and to Boccaccino [A Ventunt
in the same year Dolimayr
1882] discovered the ongmal
nscruption on the back ‘In
1506 on June 1 this was
pamted by the hand of master
Zorzi da Chastel fr{anco
olleague of master Vincenzo
Chaena [that 1s, Catena
but this interesting discovery
was not enough to dispet
uncerntainty Finally in 1908
Just attubuted (1 with some
doubt to Giorgione, Hourticg
1930 agreed, and
Giorgione’s autharship was
confirmed wrthout reservations
by Longht 11927] This tast
apimon has been supported
by modern critics, beginning
with Wilde [1931]. only
Richter remained doubttul
because he had not examined
the canvas after its restoration
The inscnption mentioned
above 1s of the greatest
importance. 1t gives us a work
dated by Giorgione perhaps
the only one {(but see n 24)

14 o " B:

Boy with an Arrow
Vienna, Kunsthistorisches
Museum
In 1531 Michiel made a note
that in the collection of
Giovann Ram. in Venice, the
picture of the head of a boy
whao holds an arrow in tus
hand was by Zotai da
Castelfranco™ . the next year
this scholar saw the same
painting in the possession ol
Antonto Pasqualino, and
pointed out that the former
owner also had a copy of «,
thought hy him 1o be an
onginal In 1663 « passed
from the collection of the
Archduke Sigismund of
Austna to Ambras Castle near
Innsbruck and. a eentury later
(1773). to the Impenal
Collectior

do not all agree in dentitying

n Vienna Crnincs

the painting 1n Vienna with
that itioned by Mchiel, and
t has heen attnbuted 1o

sither painters The
Sarto was
suqyested [the Ambras

ime of Andrea de

1663 and
Meuchel, Catalogue

tmperal Collectivns

catalogue

hedone

itly Berensan

ascnbed 1

Muore rec

1932 and 193¢

to Lotta. as did Buschbeck
(19541, while Boehn [1908

thought it was a Correggio.
and Mundier and Waagen

suggested Bernardino Gatti.

According to L Ventun [1954)

its certainly 1n the
Grorgionesque manner but it

could be a copy of a lost
anging

Ludwig, Wickhotf
Fiocco. Morassi. Coletti all

16 (Plates XXXI-XXXVII1)
think 1t s by Giorgione himself,
Gronau takes it for a copy
Richter and Wiide are

ncertain In our apinion 1t 1s
an ongwmnal painting, perhaps
remotely influenced by
Leonardo

15 B " Bt

Shepherd with Flute
Hampton Court. Royal
Collecuon

According 1o Richter [1937]
the youth 1s Apolla, but the
above ttle 1s usually given to
it It was bought by King
Chartes | of England as a
Giorgione In 1649 1t passed
to the De Cutz Collection, in
1688 to that of King James I,
and in 1714 to that of Queen
Anne Most modern cntics,
beginning with Morelli [1880
agree that it 1s by Giorgione
but Justi, Richter and Morass!
have raised doubts, A Ventun
{1928] thought ¢ might be by
Torbido However, the
pamnung seems 10 PoOSsess
much of the subtiety of
Giorgione’s authentic work
the tace. which, by means ot
hight and colour, emerges from
the darkness ol the background
betnngs to s world, it even
has something of the vision to
be seen in Leonardo’s waork
as has the Bay with an Arrow
with which 1t has many
ithoities

16 E2S “7 O

The Tempest

Venice, Aecademia

t s one ol the very tew

s that cntics have
Miwarys ond unammaously

paint

inbuted to Giorgione

Opinions ditfer widely

however. about s subject and
date In the Vendrarmin
Coltection (1569} «t 1s
descrbed as “‘Mercury and
Ists” Many wnters have since
then tred to solve the
problem of its meaning
according to Ferriguto,
Gruorgione has created an
allegory of nature, and Richter
thinks he has portrayed the

infancy of Pans, Morassi
believes that Grorgione
intended an allusion to
himself. that 1s, to the aften-
mentioned supposition that he
was dlegitimate, L Stefanine
[1955] is ol the opimon that
the theme was taken from the
Hypnerotamachia Poliphil
by Francesco Colonna
Steeped n the spint of the
Hypneratomachia, every
fement in the picture
dissolves into the next The
eye follows without difficulty
the artist's whim, which plays
audacious tricks with nature
selecting fram i, and refining
n an attempt to realise his
mspiraton”) Other scholars
have recently suggested that
the subject 1s the nymph who
suckles Epapho’s son under
the watchful care of Mercury
ar the finding of Moses The
many different explanations
even (f interesting, though
never entirely convincing
should not detlect attention
from the painting's great
qualities They satisty one’s
sense of beauty without it
being necessary to search for
hidden meanings which may
alter all not exist The work
belongs to the small number
isted by Michuel He saw it in
1530 1in Gabrnele Vendramin's
ouse and descubed it as
tollows “The small landscape
panting with the storm and
with the ¢ {gypsy)
ing solder s by the hand ot
Zarzi da Castellranco” In 15669
t was st in the Vendranmin
Collection n 1856 it was in
the Manfon Collection Prince
Grovannell acquued it 1875
and 1932 sold 1t to the

\gana

Iltahan government Michiel's
description, going back to
about twenty years after the
artist's death when the
painting was st!l owned by
the man who had in ali
likelihood received 1t trom
Grorgione himsett, 1s much
simplified but perhaps the
closest to the spint of the
picture L Ventun towards the

Detail of the bottom left part of
the X-ray photograph of the
painting n 16, which reveals
an anginal sketch for a fernale
nude

end ot 1913 justly said “The
subject 1s nature man,
woman and child are only
elements - not the pringipal
features  of nature” Nature
here reveals its prmordial
strength in profound and
mystenous phenomena The
stormy sky, rent by a sudden
flash of kightning, the pure
figure of the woman clasping
her child to her breast, the
young man standing on the
left. and the stream, the rumns,
which allude to passing time
and fading splendours . the
background with the battle
mented walls and trees. all
form a unity showing life’s
perpetual growth and change
This exaltanon ol natural forees
s conveyed (it a pamnting in
which hight clothes everything
it a remulous golden
atmosphere and shares in every
ligurative detait, whether flesh
or sky, archite Clure or
branches stiriing gently
beneath the weight of the
summer sguall, where every
thing seems to lose tts ndivi
dual ptastic consistency and
become the pure expression of
art

An X ray examination has
evealed that Giorgione first
pawnted another fernale nude
in the toreground where the
youth now stands. This
discnvery seems 10 show that
the artist had no intention of
lustrating any particutar
>, but was allowing his
magimation 1o guide hum




»

moditying the composition
untl he had found the lyncal
torm which best suited him

As for the date, Cook suggests
before 1500, Conti [1894]
and Borenus date 11 earher
than the Casteltranco
aharpiece (n 12), but_almost
“all other modern scholars

fater than n

17 E@ 123.5% 144_55 :

The Three F)ﬁa(osophers
Vignna, Kunsthisterisches
Museum

The meaning of 1this picture has
been the subject of much
dispute. In an snventery of
1659 (see below} 1t was
described as “The Three
Mathematicians ", in that of
Mechel [1783]. as “The Three
Mag) who are awaiting the
nsing of the star” in the
mineteenth and twenheth
centurnies interpretations came
thick and fast Jamstschek
[1871] thought that the three
figures symbolised the world
of antiquity, the medieval
world and the modern world,
Wickhoft [1895] identified the
men with Evander, Pallas and
Aeneas, Schaeffer [1810]
suggested Marcus Aurehus
with two philesophers Others
put forward many different and
even less convincing
interpretations. Ferrguto
[1833]. elaborating on
Michiel's already-mentioned
identification of the three men
with three philosophers (see
below) thought they
represented incarnations of

g p
19 (Plate XLVIil)

20 (Piate XLVI1)

different stages in human
thought the young man
symbeolising the Renaissance.
the man with the turban,
Arabic philosophy. and the
old man with the beard. the
philesophy of the Middle Ages
Lastly, F Klauner [1954-55]
1n an exhaustive study took up
the thesis iegarding the Maq.
developing 1t to show that the
work was conceived as an
Epiphany. in the grotto on the
ieft, she says, there must have
been a Holy Family, the three
mystenous men would then
be the three Kings of the
Gospe! portrayed as the three
wise men, rather than
worshippers of the new born
Child a point of view
denwving from contemperary

Renaissance phiiosophy.
particularly that of the School
of Padua It may be mentioned
that the young seated man has
been thought 10 be a self
portran

The picture 1s among the
tew noted by Michiel “in
the house of M Taddeo
Contanni, 1525 The oil
painting of three philosophers
in a landscape. fwo standing
and one seated, contemplating
the sun’s rays, with the reck so
marvelously represented, was
begun by Gioigio da Castel
franco and finished by
Sebastiane Veneziano™. In 1659
11 was in the Archduke
Leopold William's collection
and the following year Teniers
engraved it 1n his Theatrum
Pictorium as by Glorgione
It reached 1ts present location
from the Impenal Austrian
Coliecuons Recently it has
been most efficiently restored
[ven Baldass. 1953] with much
improvement to the canvas,
which 1s now even more
bnlhant and alive, for example,
the grotto on the left and the
trees, now so easy to see, had
almost disappeared before
restoration. Whether the
painting has been cut down s
not definitely stated {and
perhaps will never be known) A
copy 1n oils by Dawvid Teniers the
Younger {Natienal Gallery of
ireland, Dublin) leads one 10
assume this, because the
landscape stretches farther in
all four directions, particularly
10 the teft and nght The copy
in Ireland 1s a very free
sendenng the seated youth
holds a basin n his hands, as
well as a T-square, and,
guite simply, tooks as if he
were dnnking soup. the
central hguse has been trans
formed into a peasant who
wears breeches and holds a
shick in tus left hand. the third
frgure, who has also been
downgraded and become a
peasant, 1s 1n breeches, 100,
and carnes a bundle and
grasps a stick, the whole, one
mus1 confess, at a first glance
does accord with the
corresponding parts of the
onginal (Camesasca suggests
that i1 could be an intenuional
caricature.)

However one may interpret
the meaning its subject, as
Michiel says, 1s three
contemplative men They are
considering nature indepen

dently, yet united in a3 common
desire for knowledge The
sun’s rays brnng out a nch
vanety of cofour, gving life 1o
objects and harmony 10
creaton, revealing the blue of
the sky. the houses in the
village. the distant mountains,
large trees standing outl against
the hght and the grotio in
shadow an atmosphere ol
expectation and of awakening
to an enchanting mormng

L Ventun [1984] writes
“What gives a halo of poetry
1o the picture is that power of
combimng pictenal sensiivity
with an understanding of the
romantic conceplion of the
world which was called
panthessm™ The X-ray
photographs published by
Wilde [1932] show that at
first Giorgione had concesved
the figures in a somewhat
different way: the man
standing In the centre was
more defimitely onentai, and
the bearded o!'d man had an
aureole round his head This
1s more a matter of cunosity
than anything else, yet itis
ineresting, because st shows
how the painter developed s
ideas As for Sebastiano de!
Piombo’s collaboravon of
which Michie! speaks, 1t 1s
difficult to 1solate, or 19
identify 1 with certainty,
owing 10 the superb umity of
the picture. In any case, even
if the painting were finished
by others this cannot have
been dunng Giorgione's last
years but must date back to an
earlier penod after which the
picture would have 1ain
unfinished for a ume

18 @73,3'91,555

Landscape at Sunset
(The Tramonto, Aeneas and
Anchises) London, Natonal
Gallery

The subject 1s obscure a
rocky landscape, beside a lake
1n the foreground twe people
are resting. one farly old. the
other young Meodern scholars
think that the former may
perhaps be St Roch in his
capacity as doctor and the
other St Anthony, 1dentifiable
by the pig. seen just above
the water on the extreme nght,
(another monster can be
descrnied in the centre
foreground, emerging from the
water) On a rocky platform
nsing from the far side of the
lake St George s fighting the

David Tenrers the Younger A very free version of the painting
n 17 (National Gallery of Ireland. Dublin

dragon. Among Giorgione’s
pictures in Contanni’s house
Michiel notes “a large ol
painting of Hades with Aeneas
and Anchises”™ All trace of this
work was lost until Sangrergio
[1933] tried te identify it with
the present picture, at that
tme in the Dona dalle Rose
Collection in Venice (1 ther
passed 1o a private collecnion
in London and some time
afterward 1o the Nanonal
Gallery). nevertheless it 1s very
difficult, if not iImpossible, to
recogmse Aeneas and Anchises
in this pamting It must
nevertheless be remembered
that the family of Dona dalle
Rose came 1nto the possession
of a number of paintings 1n the
Villa Garzoni at Ponte Casale
which formerly belonged to
the Michiel tamily As they

had been inhented from that
worthy cataloguer and
collecior of Giorgionesque
paintings. nothing, from the
histoncal pont of view
prevents a work by Giorgione
coming 10 us through the

Dona dalle Rose family even

if 1t cannot be identfied with
the present painting Lorenzett
who found 1t abandoned in a
storeroom 1 the Villa Garzom
recogntsed 1Its importance

and this put him on the nght
tsack 8ut he did not think the
time was npe 10 make 3
premature atinbution (" Thougt
Giorgione’s inspiranon is clearly
recognisable and some areas
particularly the small central
figures, are of great beauty
the question of attributing th

picture t© him must be

approached with that degree of
caulion associat with ever
thing concerning that art
1n ous present state of
knowledge” [1934
Lorenzetti’'s cautious attitu:
also adopted by Richter
and all the more jusufied In
the latter because he had not

seen the

picture, ha
changed to wirtuat unammity
in Giorgrone’s favour Longt
adopted this opinion
(the utle the
fue tc himr
1941
had ascnbed nt to
Scholars no longe
doubts n fact th
of great important

N styte 1

sInce

Tramontc

also Fioce

who some years be
Campagnola

have any

simila;
Phitosophers (n.17) as
shown by the treatm

rocks. soft and Junteg Dy




21 (Piates LII-LVII}
shadows, and, being obviousiy
ot soft hmestone, they assume
monstrous shapes tn harmony
with the disquietening
atmosphere ot the whote
conception Finally the canvas
may be compared with an
engraving (Albertina, Vienna)
which shows a young shep
herd (vety simitar to the
so-called Aeneas), beside
whom can be seen indistinctly
the head of an old man
(resembling the supposed
Anchises) obvious vanatons
by Campagnoia on the theme
of Giorgione’s Jramonto
Arguments arose about the
picture’s state of preservation,
It was sad to be rurned by
extensive repantng to cover
supposed gaps existing when
the painting was discovered

A photograph betore restora-
fion  "ILN” November 1933)
shows, however, that the re
painted areas consist only of &
few square centimetres

19 B ““ 0

View of Castelfranco and a
Shepherd

Rotterdam, Boymans-van
Beuningen Museum

Drawing n red chalk Untl
1707 it was in the Resta
Collectron, atter several
journeys 1t reached its present
location itis almost
unanimously accepted as a
Grorgione, Just put forward
a few reservations According
10 some scholars the young
shepherd in the foreground
may be a self-portrait painted
15 a childhood memory

20 G “ T B

Portrait of an Old Woman
Venice. Accadenua
More uncertainties and
suppositons than usual
surround this woman who
holds the significant motto

n the course of ume”™ The
attnbution to Torbido — due to
the purely accaidental
resembliance to an old woman
n the latter's altarpiece 1n
S Zeno of Verona, a resem
hlance conhined 10 the
drawing, as, stylstically. the
two works arc dissinular - lor
o long time led cntics astray
preventing then reahising the

qh quahty of the present
prcture Although batiled hy
the subject,
1s reahstic

s0 far removed i
tone from the spint
orgone  or at least from
thought (o be tus
nt - one must agree that the

torial matter s akin inats
hned workmanship to the
Vo

the

Hnag

\A‘.—

understanding ot the human
predicament  The artist whilst
portraying his human subject
with truth has given it, without
any traces of objectivity, a
transtiguring nichness of style
the breadth of the pictonat
expression annuls any nordic
charactenstics and prepares
the way for a modern
“lassicism which overnides the
limits inherent in its realism
and poses problems which
annucipate those of today’”
Maschini, 1949] G Fogolan
suggested that the old woman
might portray the artist's
mother, mentroned in the
inventory {1569] of the
possessions of Gabriete
Vendramin This (s all the
more likely n that the
imventory states that the
picture bears the “heraldic
arms of the Ca Vendramin™,

A |

o )

(Ahove. Irorn the left) Fragment of lrescoe (Superintendent ol

traces of which can actually
be seen on the frame today
Berenson [1954] stressed the
aftinities in style with the
Tempest and put forward the
tdea that Grorgione by this
hgure had wished to suggest
thai the “cingana’ {gypsy) ot
n 16 would become “in the
course of ime™ tike the old
woman in n 20 The attnbution
proposed by Della Rovere
[1903] was confirmed by

Monneret de Villard [1904] and

taken up again by Berenson
himself Suida, Morasst.

Moschint, Palluchtni and others

approved L Ventun is ot a
contrary opimion

21

The Sleeping Venus
Dresden, Gemaldegalene
The canvas of the naked

Venus, sleeping in a landscape,

with 3 smail Cupid, was by
the hand of Zorzo da Castel
franco, but the iandscape and
the cupid were timshed by
Titian™, thus Michiel writes
1525] about a work in the
house of Gerolamo Marcello
n Venice and it 1s generally
agreed that bhe refers to the
Dresden picture It arrnved
there some time aher its
purchase (1697) by the dealer
Le Roy on behalf of King
Augustus ot Saxony The
remark about Cupid, with the
added detail that he was
holding in his hand a httle
bird was repeated by Ridolft

Monurments, Vemice) from the Fondaco der Tedesch
doubtfully attnbuted to Grorgrone [Della Pergola] tt would
appear from the engraved copy by Zanelt: that the youth was a

‘Compaygno della Calza

(Belaw. on the lelt) Engraved copies. also by Zanetti, of lrescoes
formerly on the lagade of the Fondaco uself. aimost certanly

painted by Giorgione

@ 108.5 <175 E :
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{1648], yet it was not unt!
the restoration of 1843 that
the figure of Cupid

emerged at the goddess’s
teet It 1s not known when it
was painted over. but it
appeared to be in such a poor
state of preservation that it

was again painted out In 1932

Posse had X-ray photographs
made which conlirmed the
existence of the Cupid These
should have removed all doubt
about the identification with
the Venus mentioned by
Michiel, nevertheless modern
crucs are not unanimous In
the Dresden gallery's first
catalogue [1707] Giorgione 1s
given as the artist, in that of
1722 and n all others up to
1846 the painting 1s ascribed
to Tinan (in that of 1856
drawn up by Hubner 1tis
given as a copy of a Tian by
Sassoferrato) Morell re
sttributed 1t to Giorgione and
many scholars supported him
But Hourecqg [1930] reverted
to Tiwan, backed by Surda and
Morasst. Berenson, Della
Pergola, L Ventuns, Frocco.
Coletti and others agreed with
Morel Without doubt
Giorgione painted the picture
although not the whole of 1t
probably the nude hgure

and the rock on the left

are his. but the mantle, the
Cupid the landscape on the
nght. with the hill. the group
ol houses and the castle
{almost exdctly the same in
Tinan s Nnkr Me Tangere in the
Natronal Gallery 1n London)
may be by Titan 1t s hkely
that after Giorgione’s sudden
death the painting was handed
over to his young trend and
disciple to himsh It was

{
y

2y o
Engraving by Zanetti of the
Nude ot a Young Woman,
(see n 22)

Giorgione s intention to create
a contemplative nude in
harmony with the surrounding
landscape Tinan, with his
more dramatic temperament,
added a Cupid and the drapery
" the toreground which
swedken the immediacy of the
relationship between the fiqore
of Venus and the setting
Further, the picture 1s sn any
thing but a3 good state of pre
servation as the result ot
numerous restorations and te
painting Dunng the 1939 45
war 1t was stared 1In a wate
ftouse and suitered no damage
Discovered by the occupyving
Russian forces and sent to
Moscow loi a long time
nothing was known about it



and 1t was teared that t was
iwremedhably suined, but the
painting was sent back 10
Dresden i 1955

Decoration of the Fondaco
dei Tedeschi .

Detalls have already been given
about the payment made for
the trescoes carmed out by
Giorgione 1 1508 on the
fagade of the’Fondaco de
Tedeschi (see Outlne
Biography) Vasan mentions

26 (Plate L}

(Above) An engraving by

W Hallar (“True portrait of
Grorgione ”, 1650} of the
painting n 26 as it probably
was in the onginal

(Below) Detail of the picture
by D Tenters the Younger
(Prado, Madnd). related to the
above-mentioned work There
is another copy (Budapest)
attributed to Palma Vecchio

Giorgione’s cycle enthusias
ncally, wrntung [1550] that
there were “heads and parts
of figuses very well painted,
and most vivacious m
colounng”, then explaining
[1568] that the painter
thoughg of nothing save ot
creatng hgures according 1o
his own fancy in‘order 10
display his art’t so much so
the histonan confesses — that
‘I, tar my part, have never
understood them, that 1s 1o say
1 have not understood the
meaning of the subjects he
ilustrated; nor have | tound
anyone who understands them
even after all my many
enquines” Ridolfi [1648]
1s more specific and explains
that on the areas of the fagade
Giorgtone designs “trophies,
human beings, heads in light
and shadow and. in the
corners, he draws geometncians
who are measuring the globe,
perspectives of columns and,
among them, men on hgrse
vack and other inventions”
Zanettin [Vare Putture a
Fresco de’ Principali Maestri
Veneziani| reproduced some
ot the figures which were then
still visible, although by then
they had staned 1o disintegrate
and there were missing areas
Together with the fragment
described below they constitute
the only graphic record of the
cycle: neither 1s enough to
gve any sort of rehable
impression of the onginal
appearance of this vast work

22 @ 250 %140 Q
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Nude of a Young Woman
Venice, Accademia
The fragment and the
surrounding plaster was
detached in 1937 and restored
by M Pellicioh. in spite ot i1s
precarious state it 1s of extreme
importance mn nveshigatng
Griorgione’s mural techmaque
This was tradiional. but
skiltully adapted 10 the
particular problem ot a site
which was both more
extensive and more interrupted
than was usual in the tme of
his predecessors

23 BO ** B:

Portrait of @ Young Man
(Givstimani Portrait)
Berhn, Staatliche Museen

The letters "V V' painted in
trompe /'aer/ on the parapet
have never been plausibly
explaned Probably they are
the smitials of the man
portrayed, who commissioned
1t o5 was tts first owner In
1884 the painting passed tfrom
the collection of Glustiniarni
ot Padua (hence 1ts utie} 10

24 (Plate L)

charactenstics of full matunty
("the fust modern portsait

in which one does not get the
impression of a devout and
heroic patron taken straight
from an icon, but of the man
himsell with a shghtly
melancholy expression™)
Morassi places it “only at a
shght distance trom the
Madonna of Castelfranco”
Undoubtedly it 1s one of the
most fascinating portrans of
the early sixteenth century

28

with the brush used lightly

yet with thick strokes in

continual vibravon and almost

breaking up in contact with

the ight a prototype for

Venenan panters of the

sixteenth century, and also for

a wader foltowing

24 B®
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Bust of a Man

(Terris Portrait)

San Diego (Cal ). Fine

Arts Gallery (Putnam Coll )

|

(Abave)} Detai

¥n the back

ir rnp'

hand of m Zorzida Ca
which proves. #t not

that the 23S O
attribute rgio

very long time (some crit
hav »d to interpret t
date as 1508 In moder
times this attribut
supported by Richter, Suid
Morass, L Ventun, Colett
others, while Fiocc 1948
attributes it tentative

Palma Vecchio 11 belonge
10 the collections of

and Tern

(hence the 3

given above

25 G 72565

Portrait of a Warnor
in Profile

Vienna, Kunsthistons
Museun

In 1525 Michvel saw “ie

M Hieronimo Maice

house at S Tomado the
portrait of this M Hieronur
in armour, which shows hir
trom the back, at hatt lengt

and turnimg his head, by the
hand of Zorzo da Cas
Suida [1954] is in tavo

identifying this portrait wit

the one under discussio
acquired from the Archduks
Leopold Wiliram and entered
in the inventory in 1659 a

by Giorgione [n spite of tt
attnbution made so long ag
recent cnticism has somewhat
neglected the painting anc
even Richter is silent about

1t 15 true that its condition
makes 1t difficult to judg
there 1s no doubt that it s
work ot great subtiety
warnor's prohle resembles tf
ot the seated young mar

the Thiee Philosophers (n 1
moreover in the Adoratior

n London (n.7
stmilar example of earhier date
mn which a warrior in protile
{facing the other way) is
included Even the us
colour bears Giorgtone's

there 1s

stamg
particularly recalling the
treatment in his Chast Bear
the Cross at the Scuola
S Rocco in Venice (n.2
and perhaps that in the cent
figure in the Detroit pict

*:

turned 90

the nght) of the X-ray photog

n 29 of the area of Chust
revealing the face of a y«
neath the painting v
{Betoaw) A Piera
arusts (Savings 8
formerly assaciated

J P Richter, who attributed

1t to Giorgione and sold 1t
(1891) to the Berhin museum
Crtics have unanimously
attnbuted 1t to Giorgione,
which 1s most unusual in the
case ot a picture tor which
there ts no historical
documentary evidence
whatsoever According 1o

G M Richter [1937] 1t1s an
early work (“painted at
approxtmately the same penod
as the Judith™) ot about 1504
Fiocco [1941] thinks 1t may
have been painted iater
because it shows the




0) | ort, in al!
obabiirty we have here a
inting by Giorgione carned
tin hus later penod
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Self-Portrast
Brunswick, Herzog Anton
Inch-Museum
Vasart writes (1568 that in
the patnarch Gnimani’s house
there were some most
beautful “heads by Gioratone,
n particular “one representing
Dawvid  which 1s reported to
be his own portrait — with
ong locks reaching to the
shoulders, as was the custom
of those times. it 1s so
vivacious and so fresh in
colouning that 1t seems to be
living tlesh, and there ts
armour on the breast, and on
the arm with which he s
holding the severed head of
Gohath™ An engraving by
Wenceslas Holler {1650}
shows the picture as described
by Vasanr Only later  although
not much later, as a copy
(Madnd. Prado) by Tenters the
Younger, which s similar to
the present engraving. proves
the lower part was cut away
ind has disappeared In 1648
the work belonged to Jan
and Jacob van Verle af
Antwerp [Ridolfi]. in 1737 ut
belonged to the Duke of
Brunswick. recorded 1n his
catalogue {1776] as a self
portrait by Raphael Later it
was attnbuted to Dosso 1t was
not unt) 1908 that Jusu
pointed out 11s connection
with the quotation from
Vasan 1t s n all probabihty
an onginal Grorgione
Wickhoff. Hermanmin, Richter
Fiocco, Morassi and Colertt
all agree that it1s, and in any
ase accept it as a work of
high guality and great
fascination A recent X-ray
exaawnation has shown
beneath the tace traces of a
Madonna and Child in
siorgione’s styte  this
opinion that
this 1s an onginat Giorgione
However, L Ventun, Longhi
ind Pallucchini take 1t tor a
copy. Berenson for a Palma
Vecchio

27 B " 0

Christ Bearing the Cross
Scuola dr S Rocco
Vasan. in his first [1550] and
second [1568] edition of the
Vite states that Giorgione
worked on a picture of Chnst
beanng the Crass, with a Jew
dragying him along, which in
time was placed in the Church
of S Roeco,

strengthens

/enice,

nd today
throogt veneration that

any feel for i1, 11 work

auracle s all may see
vevertheless, this hestoniar

nd edition of |

¢ hie 1e
Far the (
F ter the
¢ made a picture
t on his back
WL 1g him alnng
] d this ! €

inchne to Giorgione. while
Morasst thinks 1t s a Titian
and Fiocco a work of
collaboratton Much has been
said about 1ts bad condition
but in actual fact it seems
almost unharmed the artist’s
onginal brush strokes are
clearly visible L Ventun
atfirms that the face of Chrnist.
in 1ts iIncomparable humanity
and delicacy. seems 10 be one
of Giorgione’s most inspired
creattons

28 B " B

Portrait of an Antiquarian
Formerly in London,
Lansdowne Collection
Recently reproduced by
Salvint (P 1961} as an

30
onginal, atongside the
Christ Bearing the Cross at
Venice (n 27), with Nordic
elements denved trom
Schongauer, Dyrer, Bosch
ind Memhing

29 G "7 H

Dead Christ Supported by
an Anget
New York, Private collection
Michiel [1530] describes as
foltows a pamnting he saw in
Vendramun’'s house
The dead Chnst
jpon the sepulchre, with an
ingel who supports him,
painted by the hand of Zorzo
da Castelfranco. and re-worked
by T V" After many
unacceptable identifications
ne, 1n particular, related to
the Preta in the Savings Bank
ot Marca Trevigiana at
Treviso more properly
1scribed to Florigerio but
sometimes believed to be by
Francesco Vecellio), Pallucchim
AV" 1959 60 drew
attention to the important
picture under discussion
tating that it came hom the
endracin Palace and had

Gabriele

n Venice

ently gone to America

This scholar accepted Mrchiel's
statement that it was timished
by Titian and this opinion is
shared by Voss, while Colett: 1s
inchned to see in 1t
Giorgrone’s hand alone
X-ray has revealed an eariier
use of the canvas (linen of
fine weave) on which
diagonally across the present
composttion - the face of a
young man s visible, sianilar
to that in the Hampton Court
picture (n 15) and also not
unlike the present angel

tn the Pinacoteca Tadini at
Lovere there 1s a defivative
(formerly thought to be from an
onginal by Verga) probably
attnbutable ta Pietro della
Vecchia

33‘ -
30 BB “* B
Two Women and a Man
(Trio; The Appeal)

Detroit. Insutute ot Arts
On the back of the canvas in
old wnting ~ Fra Sebastiano
del Piombo Giorzon, Tizian™
The subject has not been
xplained The work passed
from the Schonborn of
Pommersfelden Caliection
where Mundler ["K " 1867
ascnbed 1t to Canani. as
did Cavalcaselle, Morellt
and Berenson (1894
to that of the Grand Duke ot
Oldenburg (and then
A Ventun 1900] ascnbed it
to Sebastiano del Piombo.
as did Schaudt-Degener [1906
and Benkard [1908]. while
Boremus [1913] went back to
Canans, as did L Ventun
1913). Fiocco [1941] and
Pallucchiny (1945}, who
rejected Morassi’s opinion
1942] that it was by
Palma Vecchio). The threefold
arustic paternity mentioned in
the above-mentioned wnting
was accepted by Valentiner
BDI', 1925 26], Schubning
AA 1926], Suida {1935
and others In reahty the
waman's figure on the left
clearly shows Tittan's
charaetensncs, so different
trom those apparent in the
woman opposite which are
typical of Sebastiano del
Prombo. Companson with the
altarpiece ot S Gigvanm
Crisostomo makes this clear
If the techmque and the very
pint of these two painters are
» NO feason

1891

sn obvious there
to doubt Giorgione’s hanct in
the male figure in the centre

Here we have an example of

now Giorgione pamnted in his

final years and of his way of
treating figures in full length
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Madonna and Child
between Two Saints
Madrnd Prado

It 1s agreed that St Roch 1s the
saint on the nght. painted with
his unmistakable canonical
attributes. the other saint is
probably St Anthony of Padua
because ot the hly. although
he has sometimes been taken
for St Francis of Assisi About
1650 the prcture was oftered
by the Duke of Medina.
Viceroy ot Naples, to Philp #l
of Spain. and Velazquez
tumself - one may

installed 1t in the

imagine

Esconal sacnsty from where

1t was transferred 1o tts present
positon Cavalcaselle attnbuted
1t to Francesco Vecelho. and
Schoudt to Tiian, Jusu was
the first ta suggest Giorgione
followed by Morelli, A Venturs,
Berenson. Richter, Gambha
[1954]. Colet, von Baldass and
others. L Ventun, on the other
hand. from 1913, and Longh
Suida Fiocco. Morass: and
Pallucchini agreed with
Schnudt Giorgione's

pervasive charm spreads over

Knight of Malta

Florence, Uftizi

According to Boehn [1908),
Stefano Colonna 1s the man
portrayed On the back of the
canvas there 1s an old

inscriptton  “Giorgio da
Castelfranco called Giorgione™ ®
It was bought [1654] as a
work by Tian from Paolo det
Sera by Cardinal Leopoldo de’
Medict and through him it
reached the Uffizi Cavalcaselte
attributes it to an anonymous
toliower of Giergione's.
Mundler to Pietro della
Vecchia Morellr [1880]
suggested Giorgione and
among the many scholars who
agree are Berenson, Richter,

A Ventun, Fiocco (who
compares it with the S Rocco
Christ Bearing the Cross n
Venice [n 27]). Coleth and.
lastly, L. Ventur {19541 (He
dates i ¢ 1508 ) L Ventun
had at first maintamned that st
was by Tian, as did Suida,
Morassi (who posnted out its
similanty to the so-called
Ariosto in the Nanonal Gallery
of London), Pallucchini [1953],
Salvimi [1954] etc Longhs
[1946] thought 1t aught be

by Panis Bordone. Its state of
preservation and the axidisa-
tion of the colours prevent any
accurate judgment, yet the
general composition and the
drawing reveal Tittan's manner
betore 1515 when the arnst
was under Giorgione’s
influence ("Giorgione's
melancholy is here given
expresston by the proud
bearing of the knight and the
strong contrasts between

hght and shade™ [Salvini] }

33 M6 ™ i
Concert

Florence. Puttt Palace

This may be the picture

Ridolfi saw [1648] in Paolo

the picture (* That inward
concentration of each tigure,
that trance hke suspension of
movement. that silence all
express Giorgione’s eeling
Gamba’ Fioceo. however
perhaps with more
yware of the new more self
assured and tnumphant feehng
ol Tittan
imitarities with the Gipsy
Madonna in
attnbuted 1

ustice, 1s

107 are the panting

1ennNa, Now
Titian, imited

conngraphic detaels

de! Sera s picture gallery in
from where f
Ridolfi's identtication 1s

/enice

correct  Cardinal Leopoldo de
Medici was to buy it In any
case he became 1ts owner in
1654 and 1t passed 10 the

Pitty from this preiate’s
collection tn the Medici
Cotlection it was accepted as

» work by Giorgione and
continued to be ascrnbed to
him unut Morelli suggested
that st was by Tinan. and most



scholars agreed, from
A Ventun [1928] 10 Suida,
Berensan, Morass:, Tietze,
Longhi, Caletu, Delogu, Deila
Pergola, Valcanaver [1960]
Cavalcaselie, an the other
hand, retamned the onginal
attnbution, follawed by Just
and. recently, by Fiocco
[1948] and L. Ventun [1954]
Richter [1937] took up an
ntermediate posttion, thinking
that the work was begun
by Giorgrane (the tigure of the
yaung man on the lett) and
fimished by Titian, an
hypothesis shared, though
with reserve, by Paliucchin
Tietze-Conrat ["G8A™ 1955]
supported the sttnbution 10
Sebasttano del Piombo
propesed by Hourticg and
accepted by Freedberg Von
Hadeln, on the contrary.
supported the attibution to
Campagnols. already put
forward by Morelh {1880
and repeated by Wickhotf
The problem 1s comphcated
The deep undeistanding of the
human lot apparent in the face
of the harpsichard player
a genuinely dramatic spmtuahty
seems to go beyond
Giorgione’s sphere of
achievement ta a world of
more tniense emotians
suggested rather than
expressed, a world more
associated with Titan than
with Giorgione and which may
indicate an early work of
Titan rather than a widening
ol Giorgione’s scope As for
the young man with the
plumed cap, he 1s not only
simiiar 1o Giorgione’s work but
also much less well panted
than the other two figures
115 almost supertluous to set
torth anather accusation in
addition to the many which

(Above) Copy of painting

n 34 (Accaderma Carrara
Bergamo)

(Below) Fragment refating to
the Glasgow painting (n 34)

have been moved to the wark
since in atl probabitity 1t will
be seen with new eyes after
restoration
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Christ and the Adulteress
Glasgaow. Carporation Gallenes
Tietze-Conrat [“AB” 1945]
suggests that the theme of

this picture is the praphet
Damel announcing the
innacence of Susannah, a

36 (Plates LXIII LXIV)

subject which this scholar
ncludes among the four
stones”” about the prophet's
ife commissioned by Alvise da
Sest from Giorgione 1in 1508,
according to a contract
pubhshed by Molment
Richter nghtly throws doubt on
this document’s authenticity
Ruhemann’s restargtion carfied
autin 1955 has revealed that
the haio round the head o!
the presumed Daniel 15 1n the
form o! a cross, thus proving
that this figure 1s Chnst and
that therefore the title given
abave tits the scene depicted
Moreover in a letter of 1612
to the Duke of Mantua
[Luzio, La Gallerra der Gonzaga
1913], Camilio Sordi mentions
a picture by Grorgione of an
Aduylteress m Venice. 3
similar picture 1s menhioned
{1656) 1n Michele Spietra’s
house. also in Venice, anather,
certainly smaller in size than
the one now tn Glasgow, was
tound (1661) 1n the collection
of Gianvincenzo Imperiale 1n
Genoa [Luzio]. another was
reported in the possession of
the Pesaro brothers in Venice
[Sansovino, Venetia. 1663
(ed Martimons) ], hinally in
1672, wrniting to Ciro Fern
about an Adulteress n
Florence, Livio Meo assens
“if 1t 1s not a Giargione then
1ts a Timan
The Glasgow Adulteress

was in the possession of
Chnsting of Sweden (1689)
and was then attnibuted to
Giorgione . soon after (1721}
to Pordenaone, but when it
went ta Glasgow (1856) 1t
was as 3 Giorgione Caval-
caselle [1871] expressed
doubts about it being by him
Bernardim [1908] suggested
Sebastiano del Piombo
L Ventun [1913], Coletn
Della Pergola and. at first,
8erenson ["GBA™ 1926]
agreed. A Ventun [1928] put
forward Romamnao’'s name
and the wnter [1955]
tentatively, that of Domenico
Mancini Meanwhile the
traditional stinbution to the
master of Castelfranco found
favour with Bode, Morelh
[1880]. Cook [1900]. Just
Richter, Hendy {1954] and
Berenson himselt | AV 1954]
who had earher thought 1t was
a Twman ["AA” 1928, and
1936]. that 1s to say they
accept Longhi's opinian {1927]
which 1s shared by Suida
frocco [1941]. Morassi
Pallucchini [1944], Gamba
[1954] and Valcanover [1960
1ts gquahity 1s huigh enough to
Justify its inclusion in the
Grorgione-young Titian
problem The diamatic

character of the compasition
and certain affimities, not only
of icanography. with Titar
frescoes 1n the Scuaola de
Santo 1in Padua encourage one
to think that 1t might be by
tum yet an attnbution to
Tittan cannot be accepted with
absolute certainty because the
Adulteress reveals weaknesses
in the composition and i1n the
quality of the painting Some
of the present appearance of
the picture may bhe due 1o
damage 1t1s difficult to credit

such harsh colours as coming
from Tinan's palette It not an
onginal Tinan, the picture could
be 3 copy. carred out possibly

; P _
d o

35 (Plates LVIII LX)
by a contemporary artist We
retain our attnibution to
Mancim, & pamnter in the
Giargione tradition who has
remained obscure, although
warthy of consideration
E Carh. as he has informed
me. armved independently at
a similar conclusion

In the Accademia Carrara
o! Bergama there i1s a copy
{canvas 149 x 218) contaiming
an addivanal higure (of a
soldier) an the nght hand side
Berenson [1928] waced a
tragment of this figure
(s1ze 54 5 x 43 5) to New
York (Sachs Collection, now
on loan to the National
Gallery. London). E Camesasca
has drawn attention 1o another
un!tmished copy showing the
bust of the adulteress and
those of the two men at
her side, in the possession of
Baran Donnafugata at Ragusa
(1960). According to him,
it shows charactensncs similar
to those of Sebastano del
Piombo Other copies, in most
cases dating fram much later
are in pnvate callections

35 B B!

Fére Champétre
Pans. Louvre

n shines on tt
young peop
sounds of mus
nded st ho, tar of
beneath a3 grou f
s @ shepherd witt flock

n the background a dista
andscape tades int e Sk
in 1671 this tamou

came into the pos

Lows >

it 1s aunbuted to
number of artists Waager
1839] rejected the tradition
attnbution 10 Giorgion
favour of Palma Vecchio. b
Morellr {1880
was by Giorgione, while

Cavalcaselle [1871] was

claimed that it

inchned 10 think it was by ar
imitator of Sebasnano de
Piombo L. Venturt {1813
at furst also attnbuted 1t to
Sebastiano del Piombo but

A Ventun [1928’ tavoured
Giorgione, as did Berensor
1932]. Justi [1936]. Gronau
‘BA” 1936-37]. Cook
Richter, Frocco [1941] and
it appeais — Coletu {On
second thoughts L. Ventur
1954] decided that the
painting was by Giorgione
camed out dunng s Jast
years After Latenestre’s
suggestion [1909
developed by Springer and
more authoratively st
Hourticq [1919
thougbht they the pictur
symelannes to the Nudes
panted by Tian about 1530
tor the Gonzagas
name was taken up and was
accepted by Longhy [1827
and 1946], Suids. Morass
the present wnter [185
a3

maore tully

who 3

Titan’s

by others, including Valcanov
19607 On the other har

Giorgione’s touch is so
that Pallucchim himselt
suggests that 1t could be

work planned and
by the master
and carned t € sd
under TiIdN's supervis

soundness of the C
impasto. the freed
relationship betw
tigures and th

landscag




to Lotto by Inghirarm [1832)
and Cavalcaselle concurred.,
Gronau {1895] suggested
tnstead Morto da Feltre, and
Berenson [1932] a "Master ot
the Three Ages”. perhaps
identifiable wath the erghty
year-old Giovann: Bellins

10 whom Longhi [1927
dehinitely attnibuted it)
Richter was in favouwr of

P M Pennacchi, and Flocco
tentatively suggested Torbido
Meanwhile Cook. Suida and
Morasst unanimously agreed
with Morell that 1t 1s a
Grorgione, and Morassi has
pointed out the onginabty of
the composition, exquisitely
Giorgionesque, in hus opimion
I the moving silence brooding
over the three men The
problem tnvolves a whole
group of painters from
Grovanm Bellini to the
foliowers of Giorgtone , and
if. at the Giovanmi Bellini
extubition tn Verice (1949),
the work appeared to solve
“one of the most impassioned
problems concerning author
ship 0 the history of art
coucism’ [Pallucchini, 1949
1t must be remembered that
even A Ventun [1928] had
been unable 10 suggest any
arust to whom he could
definitely attribute the painting
and had to content himself

with a general ascription to an
unknown sixteenth-century

1ietan With equal
uncertainty It was once more
exhibited in 1955 However
with the caution necessitated
by the bad state of
preservation due to the layers

of oxidised varmish which
ohscure the painting, one must
admit that the most
convincing hypothesis 1s that
1t1s hy Bellim

37 B " H

The Concert
Hampton Court, Royat
Collection

The painting underwent the
same vicissitudes in regard to
is attribution to Giorgione a
the previous work In old

Royal Catalogu 115 given

Grorgione, then it wa
attnbuted to Lotto, to Morto
1a Feltre (Coletty seems ta
wve accepted this in the end
nd to G n Bellimi
( he left e thret
Banrrting, 4] (from
4 top) the paintings in Naple

In pamnting n 38 a small
opering has been made corres
ponding with the curve made
by the lower outline of the hat
and that of the left shoulder,
S0 that one can see the head
fiscovered in 1953 and here
reprodiced (turned 90° 1n an
anti-clockwise direction)

Bottan makes no mention of
teven in his most recent
monograph on Glovann
Bellini [1963]. nor for that
matter does he mention the
Pittt painting of the Three
Ages ol Man ) Morassi thinks
t belongs to Grorgione’s
school. as did A Ventun
1928]. though when

EEES e

comparnng 1t with the Three
Ages of Man he points out
several stylistic discrepancies
Coletu, in agreement about
this, suggests, as does Cook

a comparnson between this
Concert and the Master with a
Pupil formerly in the Cook
Collection, sometimes
ascnbed to Giorgione The
simitanties with the Pity

Thiee Ages of Man are so
numerous that one can assume
the two paintings are by the
same hand, perhaps by Bellm
i his old age Here, too, thick
oxidised varmishes prevent
valid judgment

38 @ 102 x78 E

Young Man (The
Impassioned Singer)
Rome. Borghese Galiery
This portran and the next one
formed part of the same
composition, which a
document dated 15 March
1569 [1n Rava, ' NAV" 1
records in Gabnele
Collecuon mn Venice. “a
picture by the hand of Zorzon
da Castellranco with
three large heads of
singers’ . but the catalogue
of the Vendramin Collection
comptled in 1627 [in
Borenus, The Picture Gallery
of Andrea Vendramin, 1923
makes no mention of the

arge heads”™ As Cardinal
Scipione Borghese was in
touch with Francesco
Vendramin in 1618-19,
Della Pergola [" PA” 1954
has suggested that durnng
1627 the latter had arranged
that the painting should be
given to the prelate, an
arrangement perhaps confirmed
by other hustonical considera
ttons Della Pergola. moreover
thinks that the picture was
already cut by the ume 1t
rnved 1in Rome, so that a
thud hgure, probably of a
woman, must have been lost
The picture n question and
ts twin (n 39) remained n

the possession of the
Borghese family from the end
of 1650, recorded by Manilly
as "Giorgione’s Two Jesters'
a description and attnbution
repeated in the inventory of
1693 and in successive ones
until the deed ot bequest of
1833, 1 which they are
attnbuted to Giovanm Bellinw
A Ventun [Catalogue. 1893].
entithng them “Cancatures of
a Man", ascribed them to
Domenico Capriolo, a name
again mentioned recently by
Fiocco (see below) Longh,
who in 1927 {“VA"] inclined
to Mancini, in 1945 [in Della
Pergola. 1954) put torward
the opinion that they were by
Giorgtone. Della Pergola
accepted this and, more
specifically. said that the
paintings dated from
Gtorgione’s last years. shortly
before 1510 This attnbution,
immediately adopted by
L Ferara ["NA" 1954], was
discussed tn a kind of
referendum arranged by
Scuola e Via” [1954] when
Fiocco supported Capriolo’s
name, as did Berenson, while
Longht himself, Grassi, Zen
and Wittgens pronounced in
favour of Giorgione Gnudi
did not take up any definite
stand but drew attention to
the high quabty of the pictures
ind thenr importance for
Lombard patnting (10 particular
that of Brescia) Moreover
/alsecchr [Venetian Painting.
1954 “ollobs- Ragghianu
supported Delia
Pergola’s thesis Gamba [1954
was in favour of a provincial
painter in the following of
Pordenone, as was Coletu,
who also suggested possible
hnks with Savoldo and. more
certainly, with Dosso Dosst
According to L. Ventun the
two canvases date from atter
e’s death, and
Morass:, Pallucchin and
Lombardo Peurobellr [1966
ite against attnbuting them

Liorg
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to Giorgione tumselt As we
have already said [1955] even
it Della Pergola 1s right in
identifying the Vendramin
picture with the Borghese
painting of the “large heads”,
one cannot necessanly accept
without discusston the validity
of a document of 1569, that is
ot 3 periad when Grorgione’s
name was already passing into
legend Finally, if one
recognises the considerable
power of the invention
combined with interest in the
human figure as shown 1n
unpublished “'prelimmnary
sketches™ attnibuted by vanous
tustonans of the sixteenth
century (in particular Vasan)
to Giorgione, 1t would be
difficult to deny, except with
the greatest caution, that the
work bears his charactenstic
stamp. The two paintings,
which had probably been
cleaned before, and which
were summartly treated in
1945, were restored by
A Espostt (1953) This =
resulted, in particular, in the
removal of retouchings in the
background, and brought to
hght a three-quarters view
head, sometimes considered
3 pentimento. but more
probably indicating that the
canvas had been used before
Two copies from the Dona
dalle Rose Coltection of the
paintings came on the market
in Rome min 18937, attnbuted
by Fiocco [1929] to Domenico
Capnolo.

39 He " Hi

Flute Player (A Cantor)
Rome, Borghese Gailery
For all information see the
preceding entry.

86 %70 *
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The Mocking of Samson( ?)
Mitan, Mattioh Coflection
A pamphlet in the Marciana
Library 1n Venice (Misc. 1.841,
pamphlet N.15) enumerates
among the paintings
bequeathed by a certain
Nicolo Renien: “a picture by
Giorgione da Castelfranco in
which Samson s painted, his
face half turned away and one
hand learming on a stone He s
shown grieving over his shoin
head ot hair and there are two
figures taughing " The
descrption corresponds with
the subject of this painting
which Longhi [in 3 private
communication. 1946] ascrnibed
with confidence to Giorgione
It would have been painted
towards the end of his life, not
only because of the technique
which hinks the present
picture with the two in the
Borghese Gallery (see n 38
and n.39) but also because of
the texture which, according
to Boschim [1664], Giorgione
achueved i his later years by
means of “brush-strokes which
give the impression of flesh
and blood, but 1n a3 soft and
natural manner Longhi’s
opinton, shared by Tschmelitsch
[Harmonta est discordia
concors. 1966} was opposed
by L. Ventun [in Zampett,
19551 who maintamned that

53

the picture 1s later than
Giorgione

41 O swo-BS

Shepherd with a Flute
According to one tradition the
sitter 1s Antonello, Prince of
Salerno, painted 1n shepherd’s
iress This subject ts known
in at least three versions

one (canvas, 50 x 37) n the
Gallerte Nazionali di
Capodimonte n Naples,
inother (paper on wood,

48 3 x 36.8) in the Marquis of
Lansdowne’s collection at
Bowood (Wiltshire) . a third
(canvas, 53 x 39 8) privately
owned at Bassano The
painting 1n Naples, attnbuted
by Berenson to Cariani, was
more credibly ascribed to
Sebasttano del Piombo by
Marassi; the second one is
usually attributed to Savaldo
though Longhr thought that i,
too, was by Sebastiano del
Piombo. the last one, never
previously reproduced,
suggests by its quality that it
may be the prototype of the
senes In any case cntics agree
about the Giorgionesque
character of the subject, even
if retegating 1t to the master’s
tollowing — for example
Colett: who compares it with
the Borghese pictures {see

n 38 and 39)

David Teniers the Younger, copy

€

Other works
attributed
to Giorgione

42 Bl "B

St Mary Magdalen

Milan (?). Private collection
included in the Giorgione
exhibiron (Venice, 1955) on
the strength of Longhi's
suggestion, supported by
flocco and Suida, that it may
be the earliest of Giorgione's
paintings to have come down
to us. According to this
scholar, the artist based it on
3 work by Carpaccio The
atinbution was rejected by

L. Ventun and no other cntic

mentions it

1660) of painting n.52
{Loeser Collection. formerly in Fiorence)

43 EHo ™"
The tegend of Romulus
and Remus
Frankturt, Stadelsches
Kunstinstitut
Discovered by Swarzenski

‘F2 1937] and by
Schwarzweller [P 1938
who «]SC'I“L‘U 1t to GI(I! JIONE
The museum, too, backed thts
opinton even after cleaning
had revealed not only the
poor state of the picture but
large unfimshed areas. Coletn
although rejecting Giorgione
as the panter, thought it had
simiarnities with the two
pictures in the Uffize {n.1 and
2) painted when the artist
was very young Rrchtes
considered 1t a work from
Giorgione’s studio; Fiocco
that 1t might be by Gruho
Campagnola and Morass that
1t might be by Catena

44 Bl " B

Homage to a Poet (?)
tondon, National Gallery
The rather obscure theme has
given nse 1o vanous hypo
theses . at first that it right be
David teaching 3 devout
follower or Solomon with
some servants, Wickhoff
[1895] connected it witt
passage in Herodotus in
which Anstagoras of Miletus
tries to persuade Cleomenes
King of Sparta, 10 support the
loman revoit, Cook {1907
proposed “The Golden Age
as fs utle, but most cnnics are
inclined to think that it s an
altegory  the exaltato
of lyncism in the persor
ideal poet without any def
reference to anyone

The painting
from the Villa Aldobrand

13y have
Rome. between 1800
1801 1t belonged to A [
who sold it {1833 1
White Collectio

1t pas 872
H Bohn. The Nat
where it now 1S
hm (1

The t )
1S by no means
fiest supported

Galle




k. hkewise, started by
pporting 1t and then rejected
t 0 tavour of an attnbution to
the school as adopted by the
In point of

majonty of criucs

¢t only Morass continues {o
ve 10 "an intimate re
tonship” between this picture

and Giorgione, while at the
National Gallery 1tself i1.s
tor of the

ascnbed to ann

master's work

45 Blo *°

Landscape with Soldiers
Milan, Pnvate collection
The suggestion that it is by
Giorgione [in A Minghett
Quadro inedita di Giargiane

Pawvia, undated] has
found no support

new-born Pars can e
compared with that in n 50
It was found, together with
the pendant (n 48 B) in the
Albarell Collection (Verona)
attnbuted to Carpaccio, later
1t belonged to the Duke of
Osuna. whence (1952
through a picture dealer in
St Jean de Luz. it passed to
the Gerh Collection Cook
reproduced 1t [1904] as
Giorgione Monneret de
Viliard. Conway [1925
Swarzensk) ["FZ" 1937] and
Schwarzwelles [P 1938
agreed Phithips [1937] and
Richter are uncertain

L Venmwn [1913] attnbuted
1t to L Bastiani. Gronau
[1908). and iater Morassi

Stories of Damon and Thyrsis

Thos type of subject. frequently
found in classical literature,
denves 1n the present instance
from an eclogue by Tebaldeo
The four scenes. grouped as
two pairs, (45 x 19.7) passed.
11 seems, from the Maninn
Collection in Venice to that

of Da Porto di Schio {Vicenza),
1n 1936 they were acquired

by Podio (Venice) and were
sold to the National Gallery
London, in the following year
Clark reproduced them

["BM™ 1937] as by Giorgione
but Borenius [sd ] imme
diately attnbuted them to
Palma Vecchio Richter

vod 1938] suggested
Previtali, as have all later

cnc

46 Bl " gt

A Damon Laments his
Unrequrted Passion

B. Thyrsis Asks Damon the
Causes of his Grief

C. Damon’s Suicide
The painting 1s on the same
panel as n 46 A

D Thyrsis Finds the Body
of Damon
The pamnting 1s on the same

47 B ° O

Christ Carrying the Cross

tsahella Stew
ston, 3 Stewarnt

iner M [ 11}

L ] the M um
1898) as a Tk by ( J10f1

th ad eol B
t was tt ttnbuted [Hendy
Cat 1 1931 3

t ) \ Irom
[; Be 1

Cor |
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canvas. The figure of the

1o Catena. while Fiocco and
Colerti suggest Giuho
Campagnola

B Paris Handed over to a

Nurse
Milan, Gerl Collection
A pendant of the above

(see 48 A for all infcrmation)

@ 27 g3

Landscape with Figures
Pans, Lebel Collection
Transferred to canvas from
panel Reproduced by Morassi
[1942] as a youthful work by
Giorgrone, perhaps in
partnership with Catena It can
be compared with the two
Gerli canvases (n 48 A and B)
Colett disagrees

50 @ 38%56.5 EE

Paris Abandoned on
Mount Ida {?}

Princeton. University Art
Museum

Mather ["AB" 1927]. and
later Conway, Richtes, De Batz
Morassi (but with doubts),
Della Pergola, Colett and
others attnbute this pamnting
10 Giorgione Unnl 1957
Berenson thought it was a
copy of a lost painting by
Giorgione, and Fiocco
ascnbes 1t to a follower

51 B " B:

The Return of Judith
Milan, Rasmi Collection
Colett considered i1t a work
of Giorgione’s youth [Pittura
Veneta del "400, 1953]. and
subsequently he repeated this
opinion [1955]. but no other
scholar took up the i1dea

52 6 91%63 E:

The Finding of Pans
Budapest. Szépmuvészet
Muzeum

Michiel [1525] wiote that 1n
Taddeo Contanm’s house
“"The picture of a landscape
representing the new-born
Pans and two shepherds

e O

63

standing nearby was by the
hand ot Zorzo da
Casteltranco and was ene of
his earhest works " An
engraving of the complete
picture was reproduced by
Van Kassel (1659} in
Theatrum Pictorium, and
Teners the Younger made a
copy ot 1t in oils when he
was working in the picture
gallery of Leopold Archduke
of Austna in Brussels After

R
v
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that all trace of 1t disappeared
The painting 1n Budapest
showing only a fragment with
the two figures on the nght
belonged in the nineteenth
century to the patnarch Pyrker
in Venice Morelh, Just and
others including Morassi,
although he was doubtfu!
considered 1t a Giorgione, but
most modern scholars — Frocco
and Berenson among them
believe 1t 1o be a copy |tis
not n a good state of
preservation, particuiarly
because of overpainting. and
this makes a decision difficult

53 BEe °" H

The Adoration of the Mag:
Dublin, Nauonal Gallery of
ireland

Bought in Rome i1n 1856
Now generally rejected as a
Giorgione, but stil attnbuted
1o him in the Dubhn gallery

54 Be ™ "H:

Landscape and a Youth

{A Young Page)

Bergamo. Suardo Collection
From the Abau Collection in
Bergamo, where 1t was ascnbed
to Giorgione Fnzzom and
Fiocco
Lauts

attnbuted

rted this opinior

ccio, 1962

o Caipaccio, as

did Muraio 11966) the present

w 1966 and Peroccc
1967] In favour of this 1s the
eristence of a drawing for the

frgure of the hoy {Leningrad

nitage) altoge n
Carpaccio’s style L Ventun s
opinton (195 ttnbuting it to

otto + little to be said tor it
According to Morasse unt
1939 the work formed part o
the decoration of a pusce of
furniture, with two similat
paintin lustrating

perhaps, Ceres and Abundanc

55 Hlo " Bt

Leda and the Swan

Padua, Mu Civice

Ttis forms part of a serse

mcluding the Country ldyifn the
nd the Old M.



with an Hour-Glass and a
Woman Playmng a Viola in
Washington (n 56 and 57)
which Coletti thinks comes
“from the home ot the Counts
of Falier in Asolo™ (see n.58)
and once tormed part of a

fine prece of furniture,

perhaps a jewel cabinet In any
case this painting and the

tollowting one came to the
Padua museum in 1864
thraugh the Legate Ema
Capodilista They are thought
to be by Giorgrone. Cook
[1900] was the first to put
torward his name, and Conway
1929]. Moschettr [1938
Firocco. Morasst, Longhi [in
Pallucchimi, 1946° Caletn,
Grossato [1957 and others
including. ongmally [1955
the present writer  think them
genuine Opll“()ll vares about
therr date Morassi and others
belteve they were painted at
the end of the hiteenth
century or the beginning of
the sixteenth, and Frocco
suggests 1505 Pallucchini
[1947] 1s doubttul and at first
agreed with Gronau [1908]
that the picture was by
Giulio Campagnola Just
19081 and L Ventun
[1913 and 1926] tavour an
imitator

56 Ele " B

Country ldyll

Padua, Museo Civico

The subject 1s not clear as 1s
often the case with Giorgione
and his circle. However the
“motive” of the young woman
with a chitd in her arms and
the young man with flowers
1S in some ways reminiscent
ot the Tempest (n 16). and in
fact Coletti thought that it
anucipated this fatter painting
although 1t could equally well
have been based on it The
treatment 1s noticeably
summary and Is not, one must
add, entrely satisfactory
Marassi says that this can be
explained by its “essentially
decorative” purpose For all
other informatian, see n 55

57 @ 12%19 E o
L]
Old Man with an Hour-
Glass and a Woman Playing
a Viola
Washington, Philips Memarnial
Gallery )
It was transferred (1937) from
the Pulszky Collection in
Budapest to the St Luke
Gallery n Vienna, from there
to the von Thyssen Collection
in Lugano and hinally to its
present pasitton Crtics agree
in connecting 1t with the two
preceding paintings (see

n 55 and 56)
58 B@ " Bi

Venus and Cupid
Washingtan, National Gallery
of Art (Kress Bequest)

It comes from the callection
of the Counts Falter at
Castelle d'Asolo, in 1939 1t
was bought by the S H Kress
Foundanon In the catalogue of
works [1941] 1t 1s compared
with the three preceding small
paintings (see n 55) De Batz
[1942] agreed and Colett
inferred that all four paintings
must ongmally have belonged
to the Counts Falier Morasst,
an the other hand, thinks that
Venus and Cupid was

panted by Previtah and
Berenson [1957] attnbutes it
to a tollower of Giorgrone

59 HIG " B¢

Allegory of Chastity
Amsterdam, Rijksmuseum
The woman accompanied by

the wraditional unicorn n the
position established by the
canons of iconography has
been identified also as
St Justina [Pallucchini, 1944
The picture passed trom the
Buttery Collection in London
to that ol Kautmann in Berlin
thence 10 the Lanz gallery in
Amsterdam and trom there to
its present location. Bode
suggested [1900] that it 1s by
Giaigione and more recently
Morasst and Colett agreed
Fiocco [1941] was doubtful
ind Frizzomi [1904] thought
1t a copy at a lost painting by
Giorgione, at the same time
Monneret de Villard attnibuted
1t to Giorgione's school as did
Jusu [1908]and others
including Berensan [1957
in Degenhait's opinion [1941
it 1s by a Ferrarese painter,
atthough he daoes nat teel
certain about this The bad
condition of the painting
prevents any sure judgment
In a private collection n
Venice there is a version of
the same subject, but with a
wider landscape beneath the
setting sun, perhaps painted
at the end of the fifteenth
century tn any case 1t proves
the existence of an important

prototype
60 Be® ““ B:

Landscape with a Young
Mother and a Halberdier
{Idyiy

Compton Wynyates,
Warwickshire, Marquis of
Northamptan's Collection
Conway {1929] reproduced 1t
as an early Giorgione. Ftocco
and Coletti are of the same

70

opinion but Berenson rejects
the attnbution

61 @44,5’- 343 a S

Bust of @ Young Woman
Hampton Court, Royal
Collecuon

This probably comes from the
collection of Charles !
Berenson [unul 1957] thinks

1 must be closely connected
with the 7hree Ages in the
Piti {n 36} and an early
Giorgione, but hardly any
critics have agreed it has
been attnibuted to Bellim and
Ercole de Robertt

62 1S * O}

Portrait of Vittore
Cappello {( ?)

Budapest. Szépmuvészet
Muzeum

The sitter has often been

dentitied with Antonio
Broccardo. on the strength of
an inscnption ("Antonius
Brokardus Marn f
parapet. It came to the
collection of Pyrker, Patnarct

ol Venice, as a Taittan and was

} on the

accepted as such by Pulszky
Since then 1t has been

attributed to many diffe

o Marone

Mundler] o [Frizzor

B Licimo [Ludwig A Venturi
von Fabnczy], Cavazzola
Loeser]. Canani [NV

Pordenone [Frimmei. Colett
Morelh ascribed it to Grorgione

followe
by Thausing, Berenson [unt
1957]. Cook Justt, Fiocco
Pallucchini. Gamba and

nvith some reservations

Longhi. I, however, the
porstrait was pamted in the
second decade of the
sixteenth century, 1t cannot be
by Giorgione

63 BHO “” B:

Young Man with a Book
{(with a Small Volume of
Petrarch’'s Poems; Omigo
Portrart)

San Francisco, H M De Young
Memoral Museum (Kress
Bequest)

it comes from the tarmily of
Onigo of Treviso, hence its
utle “Onigo Portrait”, although
there 1s no proot that it
represents any member of the
tamily It belonged to the
antiquanan Volpr ot Florence
then 1o the Cook Collection
in Richmond and finally to the
Kress Foundation of New
York For a long time it was
attributed to Giorgione
Borenius [1913] followed by
Morassi attributed 1t to
Cariani Fiocco proposed
Pordenone and received a
good deal of support, fos
example from Berenson
(though with reservations
Coletn, Pallucchim [in
Zampetu, 1955] etc

64 @f-:.xeo EE

Apollo and Daphne

Venice, Patnarchal Seminary
Piobably part of the decoration
on the front of a marage
chest. According to von Hade
{in Ridolfi, 1914] the pane
must have been cut on the

left. which bore the related
episode of Apolio kiling

the serpent Python Mor s
suggestion that 1t 1s by
Grorg
supported t
untl 1957

iegarded 1t as 3ty b




6 @ 75 % 67 . Dosso Doss) could be tt 3 contrast with the more
5 E . srist, and Wilde connected open face of the young

The Bravo 1t with the hypothetica man behind causing a subtle
Vienna, Kunsthistonsche Master of the Self Portrant ‘lack of balance”, accentuated
n and Della Pergola at d it by the vertical hines of the

century n fact a copy drawn
by Van Dyck [Adnam, 1941]
Ippears exactly a: the X ray

photograph There have been a

\ i to Rict 19 to an unknown 1My central column, while the
this pict 3an be dentt Giorgione , morec according gentle fatling hght contnbutes
( Lusc to Berenson's hypothest 10 the mysteyious atmosphere
pttacking Celius Plotin intil 1957] the painting of the whole Ravagha
mentioned Ridolfi {164 certainly a copy of a Giorgioni suggested, though no critic
35 N a etian collectior painted by Palma Vecchio has taken 1t up. that the 1wo
as a Giorgrone In 1659 1t But as early as 1927 Suida and men portrayed are the
belonged 10 Archduhe Longhi recognised it as a Tinan musicians Verdelot and Obrett
Leopold Whtham of Austnia as most modern cntics Verdelotio and Obretto
nd the tollowing year 11 wa Richter suggested that the Longhi had Iittle support {ar
engraved as a Giorgione for the head on the nght (X-ray his attempt {1927 and 1946
Theatrum Pictortum this r that it was onginally a 10 asssgn the pamtng tc
3ttbution remamed unaltere profile {Wilde]). was Grorgione's last years, just
tl Cavalcaselle {1871 pasnted in the exghteenth betore the Knsght in the

Uthz: (n 68), only Coletn
agreemng with him, while
Berensan attnibuted the
painung to D Mancim

1908, went back to tt number of vers

S, among 208 x 318 3
which 1s one by Pietro della 70 @ E .

3s has been said - & /fecchia in the Dona Gallery” The Judgment of Solomon
Richter, aithough witt Kingston Lacy. (Dorset),

n Rom
reservations Meanwh 25 % 30 . Bankes Collection
A Ventun '1928] argued that 66 @ @ E ¢ Ridolti [1648] mentions the

ongnal attnbution, followec

A Page existence of a Judgment of
Milan, Pinacoteca Ambrosiana Solomon “with the hgure ol
In the past the boy wa the priest unfimshed’ n the

ought 10 be Jesus as a Gnmans house at S Marcuola

child “with a ball in tus hand n Venice Some scholars have
According to Wilde he 1s Pans identihed this with the present

holding the pnize for the most picture and have recogmised 11
beautifu! goddess Already as the hand of Giorgione alone
by 1618 Cardinal Fedenco Fiocco. Gambal or with help
Borromeo had given 1 to the or completion) from

present galtery Tiaditionall Sebasuano del Piombo

1t was ascnbed to Andrea de Suwida, Morassi] or fron

Sarto then to Giorgione [in another pamnter [Berenson

A Raiu. Guida delia Others have suggesited that it
Pmnacoteca Ambrosiana 1s by Stefano Cernotto, a

1907 . and finally to D Mancim fallower of Pitati [Wickhott
Fiocco] Colett thinks it a Catena [R Fryl. Tinar

copy of alost Giorgrone and Hourticg] and Sebastiano de!

perhaps t the most Prombo, unassisted [L. Ventun

conwincing opinion, but Longhi, Pallucchim, Morassi

Morassi seems inclined 10 Colett

t k by Grorgione | t 50 % 45 . : =
. 71 BEO " B: . o pmmanss
67 @ — B 5 Portrait of a Man (Ariosto) {-,ap» C kg0 ) I

rsion i the Spamo Collection i
4 " enice (on the left), and the versior the Howard Collectron at
Portiait of a Young Man N Gl MEEiiem Castle Howard (on the right
n a Fur, Holding a Sword Museum (Altman Collection
New York. Frick Collecton Berenson  unntl 1957 alone agrees and then only will sink the demons In the
From Tietze [1950 1c vigorously suppaorted thi with reservatons Pallucchinm toreground more devils try to
Jicanover (1960 etc it s attnbution of this portiait tc 19441 favours Sebastano de! attack the patrons of Vemce
ysually, and correctly Grorgione The Metropalitan Piombo. other scholars, les The picture was formerly in the
yuted to Tiian Colet Museum attnbutes 11 to im or convincingly. suggest Catena ‘hostel” of the Scuola Grande
alone thinks 1t by ( to Tian, but recent cnucs do while Cavalcaselle [187¢ dr S Marco and came 1o the
not think 11 s by esther discerned Licinto’s | and Accadem:a sn 1829 Sul

90 %7
68 E @ 73~ 64 . Berenson [1932] that of doubt is the gquestion of
Kmght with his Squire 72 Eﬂ e E ™M le da Verona chronology Vasan attnbuted
5 2SC 3 £ yung first [1550 t
(Gattamelata Portrast) Portrait of Francesco @ 360 < 40¢ . the painting fir 55
F nce Ufhz Maria della Rovere (7) 73 E o Gtorgiane then 15¢
' St Mark, St George and Patma Vecctno Sansovino
St Nicolas save Venice 1581] also thought it was by

Vienna, Kunsthistorische

Cavalcas changed the

nonal attnbution to Museun

( one in {avour o Tran red trom panel tc trom the Hurricane Palma. although he menunoned
T do a: with canvas Swda [1935 IppOorts Vemce Accadenw that “other sttnbuted it to
1 g backing 1 the identticatior J Pan Boschm
1 tror amba t but Gronau thinks 1t 1664 a w1771
( y Longt 194¢ portan ¢ stovan F [ t to Giargionce
wibuted the painting t Mana della Rovere Suid but Lo 584
Giorgione, and Salvini [1954 hn ggests attnbuty Scann and Sanc
ot " the bt to Giorqione, but M 1¢ ret ed to Pair
( 1 disagrec in the end the attnbution t
N f b siorgione prevalled, but
( y o th Bord stance wa
3 1a t admitted. and Cavalca
bty ed ybsen [1899
it d Wickho 1904° and o1
I by t ght [ t ha
d by by eral ind 3
b s
t )
1 |
69 EIG " At V1909
-
.
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Double Portran




with Monneret de Villard. von
Boehm [1908]. Bercken
{1927) etc. — to attnibute 10
Pans Bordone the painting of
the ship on the nght and 10
suggest that the rest of the
picture was by Giorgione
This 1dea was rejeoted by
Schmidt [1908] who strongly
supported a collaboration
between Palma Vecchio and
Pans BordgnageMost modern
scholars, including L Ventur.
Morassi. Coletts and Berenson

himself {1932, and until 1957],

agree To sum up, the Palma
Bordone association seems 10
be the most reasonable
solution, taking into
consideration that the work
underwent alterations and
restoration. as well as the
nsertion of the rectangle with
the sea monster at the bottam
left hand side where onginally
there was a dagorway

74 BQ A

Portrait of a Man
Washington. National Gallery
of Art (Kress Bequest)
Formerly 1n the coliections of
H Doetsch in London and
Goldmgan of New York Cook
ascnbed 1t [1906]1 to Giorgione
An X-1ay examihation 1evealed
two other versions beneath
the present portrait Borrough
(1938] thought that all three
were by Giorgione, but Richter

followed with hesitation by
Morass) — considered hrm
sesponsible only for the first
version and thought that Tinan
had pamted the other two
Meanwhile Berenson attnbuted
the portran to Palma Vecchio.
and almost all present day
scholars agree

75 B “'" B:

Little Faun

Munmich, Bayensche
Staatsgemaldesammlungen
This panting has been known
since 1781 when it was
transferred from the Schleiss
heim Callection to the Hofgarten
Gallery, from where it

came 10 1ts present location
Morelli [1880] attnibuted 1t to
Lono others have suggested
Titan and Palma Vecchio
{Morassi] Longhi, in 1928
and again in 1946, ascribed it
to Giorgione “because the
picture shows the same
gymnasuc formula” as the
frescoes of the Fondaco de:
Tedeschi” Coletn among others
rejected the idea, but Pignatt
[1955] seems to accept it and,
indeed, of all the suggestions
put forward it seems the most
plausible

76 He “" H

Dawvid with Gohath’'s Head
Vienna, Kunsthistorisches
Museum

An engiaving by L Vorsterman
the Younger (1660}, made
when the painting belonged — as
a Pordenone - to the collection
of Archduke Leopold William
of Austria at Brussels and
published in Theatrum
Pictoriurn, shows that It was
onginally larger Many students
of Giorgione's work ignore 1t
Wilde [Museum Catalogue
1938] attributes it 10 an
imntator, Morassi, while
proposing to defer judgment
until “after a thoraugh cleaning
of the picture”, suggested
atinbuting 1t 10 Giorgione, a
praposal strongly backed by
Suida {1954], Coletn and,

in part, by Berenson who
thought i1 either an old copy or
an onginal from Giorgione’'s
last years (in any case 1t must
be connected with this late
period) though sadly spoiled
by the “efforts at restoration

In very early imes’, already
noticed by Sutda

77 B® " B:
[ 11 °
Ceres
Berlin, Staathche Museen
Transferred from panel 1o
canvas The attubution to
Giorgione made by Zimmer
mann [“"BRM" 1954], has not
been accepted Pallucchim
thinks {in Coletti, 1955 1115 by
Sebastiano del Piombo,
according to Coletti 1t could be

by Gerolamo da Treviso the

oy

Witchcraft {The Horoscope)
Panel (132 x 192) The subject
1s somewhat obscure, although
probably connected with magit
Formerly 1n the Dresden

Picture Gallery (destroyed mn
1945), and long ascnbed to
Giorgione, unuilt Morelit
suggested that it was a copy

of a lost pdl;lllnq by him

A Ventun. Berenson [unul
1957]. and others. including
Colett, agreed L Ventun and
Swarzensky, perhaps nghtly
rejected this indirect connection
with Giorgione

79 + @ '55‘-"0’75 B

L ¢
The Judgment of Pars
Rido!fi [1648] attributes to
Giorgione a picture in Leoni’s
house in S Lorenzo in Venice
lustrating the same subject. of
which there exist — Coletti
apparently agrees  unsigned
copies one (525 x67 5) m
the Dresden Picture Gallery
another (60 x 74) formeily n
the Lanfranchi Collecuion of
Chiavan, and others (Uffizs,
Florence, Larpendt Collection
Oslo, etc.) Thought to be based
on a conception of Campa
gnola’s [Gronau] or of Tiuan’s
[Morassi], while L. Ventun
prefers a late imitator

80 EI1® " H:

Young Man with a Fur
Munich, Bayernische
Siaatsgemaldesammiungen
On the back of the panel, per
haps in seventeenth-century
handwniting, 1s wntien
Grorgio de Castel Franco
F Maestro de Tiziano™™ For a
long nme this was assumed to
be the work mentioned by
Vasan and Ridolfi {but wrongly
as Ragghianti points out [in
Vasarn], since the painting 1in
question was of smailer
dimensions and Vasan mentions
it as being in his own “book
of drawings [see n.112}). But
the Young Man with a Fur
continued for a long time 1o be
attnbuted to Giorgione, even
atter it went to Munich (1748)
unul Cavalcaselle [1871
attnbuted 1t instead to Palma
Vecchio Many present day
scholars agree, including
Berenson [unti! 1957
although admitting 1ts denva
non from a Giorgionesque
onginal On the other hand
Morelh thought it by Canani,
and A Ventun [1928] by
Mancim, although with
reservations Justi [1908] took
up again Giorgione's author-
stup Della Pergola suggested
that 1t was by an unknown
inutator who had aiso painied
the Bravo (n.65) Ragghiant:
himself favours Tian
o
EE

It has been recognised that

Boy and a Warrior
Giorgione used the theme ot

the warnor and the boy In a
painting which has never come
10 hght but of which there are
several denvatves Cavalcase
[1871] mentions tive
small dimensions, tall and
narrow and hmited 1o the twc
figures 1n the Kunsthistonsche

all of

Museum in Vienna (depot)
in the Alfien di Sostegno
Collecton, Tunn, in the Carhsle
Collecuon Naworth Castle
(Waagen noted it there
18541). formerly in tt
Orléans Coilection, in the
Redern Collection, Berlin, and
in the Landesmuseum,
Stockholm An X-ray photo
graph of this last picture show
that it has been painted ove
an early sixteenth-century
Deposition and must definitely
be ruled out as a possible
prototype Cavalcaseile rejected
the Redern painting because 11
1s signed by G Pencz (later
[cf Frizzom. “A" 1902] it went
to the Kaufmann Collection)
The Carlisle picture can be
identified with the panel
{21 % 18) now at Castle
Howard, Yorkshire Scholars
including Justi, Berenson
[until 1957] and Richter main
1ain that it 1s denved from a
panting by Giorgione, while
Colet admits that it could
even be by the master himself
Colett also mentons [ 'E
1955) a canvas (70 x 86 5}
formerly belonging to Sebas
nano Barozai, subsequently In
the Axel Palace and finally n
the Spamo Collection, in
Venice, in which the theme 1s
treated in a honizontal format,
with the addmion of a helmet
on a window sill. According
10 this scholar — and he says
[1955] that Fiocco and
Pallucchini share is opinion
“it +s perhaps the onginal” This
hypothesis was then dropped
A portrait presumed 10 be
of Gaston de Foix {18 x 14)
formerly 1n Lord Northwick’s
collection attributed to
Giorgione [Catalogue, 1864
and Boremus, 1921), came up
for sale at Chrnisne’s (London
1965) aunbuted to Pietro della
Vecchia

82 @ 69 % 52 E:

Portrait of a Young Man
New York {(?), Duveen Property
Fust recorded in the Eissler
Collection. Vienna (¢ 1924)
then Duveen, New York
(1926). then Bache, also New
York, and then again Duveen
Bode, 1n a private commumca-
uon, was first to propose
Giorgione, L Ventun [1933
and Morasss apparently
agreed. and Richter descrnibed
it as an “extremely Giorgion
esque” work Suida [1922
atinbuted 1t to Tiian Other
students of Giorgione ignore it

83 Hle *~ H:

St George

Venice, Cimi Coliection
Formerly in London. first in
Sir Andley Neeld's collection
then 1in Agnew’'s Waagen
was the tust [1854] to
attnbute 1t to Giorgione ., this
suggestion was adhered 1o by
L Ventun [1954] and M
Calves: [1956] when Boreniu
had already ascribed 1t («
Palma Vecchio, backed by
Frocco and Gronau, but
ypposed by Spahn (1932
Most recent scholars, begin
1936 are
accept it as
Morass
Pallucchuni, Vaicanover, 196(
but do not agree aboul the dat

ning with Longhi
mchned t«

Tinan [Tretze

84 EIG

Bust of a Womar
{Portrait of a Lady
A Courtesan)
Fulierton Nort
Foundation (Kres

the nineteent

[

belonged to Prince

Kuchelna). ther
Melchett (Roms ]
to Duveen York 19

von Baldass attnbu
Cartant, but Suida. i

edibly, later suggested

and Morassi. Pignatt: 119
Longhi [in Zampett:, 195¢

and others agreed Ma
art histonians, nevertheles

prefer Grorgione g Gronau
Mayer [1932] Fischel, Ric
Tietze Richardson Oe B

Berenson {until 19577 Colet

85 E© *[E!

Portrait of Matteo
Costanzo (?)

New York. Private collectior
It bears the date "N

pes

Engraving by Campagnol:
possibly connected witf
pamntmg n 97

the name of the siner
MATHEUS CONSTANTIVS
although he died in 1504 (se¢
n 12) Hourticq [1930
suggested 1 was by Giorgione
and Mayer {1932] and
L. Ventun were of the same
opinon Richter and Morass
think it from Giorgione's
school other critics 1gnore

Other works
mentioned in
historical
documents

Below 1s a hst of other work
of which there 1s now no tra
but which were atiributed 1
Giorgione in onginal dc
ments of about whose
wdentification with painiings
existence today art histonans
are not 1IN uNANIMOoUS agre
ment As these are no
references to the dates of
execulion the pamnuings are
grouped according to 1h

elevant N

SOurces, beg

with the earlies

Orders for
Payment

{State Archis

86. Painung tor the A

H3 N

See O

508

Taddeo Alb_ano
87 Two N

101



Marcantonio
Michiel

(Notizie di Opere del

Disegno, 1525-42)

88. Aeneas and Anchises
In Taddeo Contanm’s house 1n
Venice (1525}, some scholars
identity this with the Tramonto
in London (Catalogue, n 18)
89 The Birth of Parnis. In
Taddeo Contanni’s house in
Venice (1525). see Catalogue.
n.52

90. Portrait of Gerolamo
Marcello In the house of the
sitter at S Toma, Venice
11525) see Catalogue n 25
91. St Jerome Reading

In Gerotamo Marcello’'s house
in Venice (1525) St
Hierommo who s reading,
halt-length portrait by the hand
of Zorzi da Castelfranco”
Mentioned by Ridolfi {1648]
1n Malipiero’s house

92 Bust of a Warnor. In the
house ot Giannantonio Vemier
n Vemice [1528] “The soldies
in armour but without a helmet,
half-tength portrait, was by the
hand ot Zorz1 da Castelfranco’

93. Young Shepherd with a
Fruit. In Giovanm Ram's
house in Venice. in Santo
Stefano (1531) “The picture
ot the head of the young
shepherd who holds a piece of
frurt in hus hand was by the
hand of Zorzi da Castelfranco”
Michiel mentions another
painting in the same house,
usuvally dentified with n 14 in
the Catalogue
94. St James In Antonio
Pasqualino’s house in Venice
{5 January 1532), a rephca or
copy which has some con-
nection with our n 27 “The
head of S Jacomo with the
pilgrim’s staft was by the hand
of Zorzi da Casteltrancho, or
copted by one of his pupils
from the painting of Chrust in
S Rocho”
95. StJderome inthe Desert
In Andrea Oddoni’s house in
Venice (1532). a copy a!f an
onginal by Giotgione “The
naked St Jerame sitting in a
desert in moonlhight by the
hand of copied from a
painting by Zorzi da Castel-

96. Naked Man in a Land-
scape. In August 1543,
Michele Contarint owned a
drawing in Vemce which s
connected with a painting
owned by Michiel himseif

“the naked man in a landscape
doing penance was by the
hand of Zorzo and 1s the
nude which | have in a painting
by this same Zorzo™

97. Nude of a Woman In
Pietro Bembo's house in Padua
ts @ mmature by Guuho
Campagnola of a nude
woman drawn by Zorzo,

1ec "(mug' and with her face in
profite” An etching by
Campagnola in the Alhertina
Museumn in Vienna s probably
a copy of this same onginal
drawing by Giorgione

98. Portrait of a Man
Mentioned as being in Pietro
Servio’s hnuse In a note added
10 Michiel’s text in a different
1575 A portrant of
Zorzo da Casteltranco s

hand in

Copy engraved by O Cunego
of painting n 138

140

Paolo Pino

(Dialogo di pittura, 1548}
99 St George. “[Giorgione]
painted a picture of St George
on toot and i armour leaming
on the head of a lance with his
teet an the very edge of a
bright Jimpid stream tn which
he 1s retlected foreshortened to
the top of his head. then
Grorgione placed a muror
against a tree trunk which
showed St George's whole
tigure back view and from one
stde He then placed a second
mirear so that it reflected St
George trom the other side.”
From an 1conographical
point of view, (f one wishes to
see another example of a
painting showtng vanous
“views” by means af mirrors.
one must turn to Savoido's
Gaston de Forx in the Louvre
in Pans {See further on n 110)

Giorgio Vasari

(Le vite, 1550 )

100 Paintings for Ca“
Soranzo. "[Grorgione]
painted the entire fagade of the
Ca’ Soranzo on the Prazza di

S Pola. wheremn, besides
many pictures and histoncal
events and other fancul
stones there 1s a picture panted
in oils on plaster, a work
which has withstood rain, sun
and wind. and has rematned
fresh until our own day

Ridolti also refers to it [1648]
hut as having by then sutfered
much damage

Paris Bordone

(Catalogue ot works in the
house of Giovanm Grimani,
1563)

101 A Natiwvity. A nativily
(créche) by the hand of Znra
ot Chasteltrancho tor 10
ducats’” [Fogolan. "AN" 1910]
Its wdentity with the Aflendale
Nativity {n 8) seems doubtiut

Gabriele

Vendramin

{See Outhine Brography, 1567 )

102 Two Figures. In the
Chamber of Antiguitics a

small pinting of two figures n

chiaroscuro by the hand of
Zorzon da Castelfranco™

Giorgio Vasari
(Le vite, 1568 2)
103. Bust of @ Man with a
Commander’'s Cap. In the
possession of Grimant,
Patriarch of Aguileta “A
farger head, portrayed from
Iife. the man holds n one
hand the red cap of a com-
mander and wears a tur
mantle, beneath which appears
one of those ald-fashioned
doublets " Quoted by
Ridolt [1648] in van Verle's
house 1n Antwerp
104 Head of @ Cupid.
Owned by the same Gnman,
the head “of a cupid with
fleecy har”
105 Portrait of Giovanni
Borgherimi with his Master.
In the possession of this
Borghenni’s sons in Florence
“the partratt ot Giovanni as a
youth in Venice, and in the
same picture 1s the master who
used to teach him .
106. Bust of a Captain.
In Anton de’” Nobili's house in
Florence " the head of a
captain in armour whao s
said to be one of the captains
whom Consalvo Ferrante toak
with um to Venice

A painting lustrating the
same subject, perhaps
identifiable with this one. 1s
attubuted to Grorgione by
Ridolti [1648] who saw it in
Senator Domenico Ruzzini’s
house in Venice
107 Portrait of Consalvo
Ferrante. "[Giorgione]
painted [in Vemice) the great
Consalvo in armour, which was
a very beautiful work and
Consalvo took 1t away with
him ~ Also quoted by Ridolfi
1648°
108 Portrait of Doge
Leonardo Loredan. Vasarn
relates that 1t was exhibited in
Venice on the occasion of a
Feast of the Ascension,
according to the custam of the
ttme Ridolfi also mentions 1t
116481
109 Portrait of a Man
In the house of the engraver
Grovanni 8ernardi at Faenza.
a hikeness of “his tather-in-
(£
110 Male Nude. Back View.
‘It 1s related that Grorgione,
at the nme when Andrea
Verrocchio was making his
bronze horse, tell 1nto an
argument with certain sculp
tors, who maintained, because
sculpture showed vanous
attitudes and aspects ot a
single figure by one walking
round 1, that therefore
sculpture was supenor 1o
painting which could only
show one tigure 1n one
position, ofr perhaps only a
part ot a tigure. Grorgione was
of the opimon that it was
possible to show in a painted
scene, without any necessity
ot walking round, at a single
glance. all the various aspects
that a man can present in many
gestures  which sculpture
cannot do except by a change
of positinn and point of view.
s0 thatin the case of sculpture
the points of view are many.
and not one Further he

proposed to show 1n one
painted figure the tfront, the
back and the pratie fiom both
sides, an assertion which
astonished his hearers, and he
did 1110 the following way He
painted a naked man with his
back turned to the spectator,
at whose feet was a pool of
very clear water, wherein he
painted the retlection of the
man’s front. on one side was a
burntshed cuirass that he had
taken oft. which showed his
left profile, since everything
could be seen n the polished
surface. on the other side was
a nurror, which retlected the
other profide of the naked man,
which was a thing ot most
beautiiul and bizacre fancy,
whereby he sougbht to prove
that painting does n fact,
with more excellence, labour
and effect, achreve mare at
one single view than does
sculpture

According to Colett [1956],
this can be 1dentitied with the
St George menttoned by Pino
(see n.99) 1n spite of the
differences that can be noticed
in the two descrptions
111 Portrait of Caterina
Cornaro. Painted ‘from life”
and belonging 1o Grovanni
Cornaro in Venice Also
mentioned by Ridolh [1648]
112. Portrait of a Member
ot the House of Fugger.
The ‘head, coloured in orl”
was in Vasan's book ot
drawings and showed “a
German of the Fugger tamily,
who was at that time one of
the principal merchants in the
Fondaco de: Tedesch
Mentianed also by Ridoll, at
Antwerp. in van Verle's house.
See Catalogue, n 80

Carlo Ridolfi

{Le Maravigie . 1648)
113 Paintings on the
outside of Grimani’s

Drawings m the Ecole des
Beaux Arts Panis (top) Viola
Player and (below) Head of an
Old Man

House. On the tacade of the
house presumed to have been
Grargione’s 1n Venice, in
Campo S Silvestro he
painted within oval shapes
some mustcians, Poets and
ather fancies, and groups
ol children and in another
part two half-length
figures said to represent the
Emperor Fredenck | and =
Antonia of Bergamo, the

latter plunging a dagger into
her side to kil herself in order
to preserve her virginity

and lower down are two
stones, whaose subjects cannot
be understood because time
has too greatly damaged them'
Baschini also quotes this
passage [Le Ricche Minere
1674]

114 Paintings on the
outside of the Griman:
House On the facade of the
Venetian palace at Servr

there stll remain some

nude women with beautiful
figures and finely coloured™”
Boschini [1674] describes
them as carmmed out by Twian
and already 1 a ruined
condition
115 Frescoes in Campo

S Stefano in Venice.
On the facade of a buitding
“half-length figures beautitully
drawn’ 8oschim referred to
them {16741 as having

almost completely disappeared
116 Fresco Paintings at

S Maria Zobenigo in
Venice. On the facade of a
house fooking out over the
canal. “in ovals, busts of
Bacchus, Venus and Mars and
grotesques 1n chyaroscuro at
the sides and children’”
Boschini also descnbes them
16741

117. Three Figures. In the
possession of Paolo del Sera
in Venice “'three portrans
on the same wood panel”
Doubtfully identfied with the
Concert a1 the Pt {n 33)

118 Allegory of Human
Life. Quoted as belonging 1o
the Cassinell family in Genoa,
consisting of halt-length
tigures” nurse with child,
armed warnor, “youth debating
with philosophers, ano amang
bargaining merchants and with
a hntle ofd woman™, and the
nude tigure ot an old man
118. Selt-portrait as David.
with a Knight and a Soldier.
Mentioned as being in Andrea
Vendramin’s house 1in Vemce,
the kmight and the soldier stand
by David who carmes Golath's
head This picture cannot be
dentified with n 26 nor with
n.76 Von Hadeln [in Ridot!i,
1914] draws attention to an
llustration relating to this
panting n the manuscnpt
De Pictuns in Museis Andreae
Vendramuu, in the Butish
Museum, London (ms Stoane,
4004. fol 15)

120. Bust of a Gipsy
Woman. It betonged to
Grovanni Battista Sanudo
(Venice) ‘hall length higure
of a woman 1n gipsy costume
‘her nght hand resting on a
prninted book Von Hadeln {in
Ridalfi, 19147 idenufies the
painting with one ol the
Deiphic Sibyl which Crowe
and Cavaleaselle knew was
owned by the Sonn fanuly at
tranco’



Marostica [cf F Zanotto.
La Sbdla Delfica di
Grorgione, 1856
121. David Offering Saul
the Head of Goliath. Men-
tioned as being in Leoni’s
house a1t S Larenzo mn Venice
122. The Judgment of
" Solomon. In the Gnmam
house at S Marcuola, Venice
For the proposed identification.
seen70 4 p
123. Madonna with St
Jerome and other Figures.
It belonged to the Senatar
Gussont in Venice
124. Armed Knmight.
The portrarnt of a “knight in
black armour” 1s mentioned in
the Contanni house in S
Samuele in Venice [t can per
haps be denufied with ane of
the portiaits of kmights about
which Vasan wrntes
125 Portrait of the
Phitosopher Luigi Crasso.
Mentioned as belonging to
Niceolé Crasso 1n Venice (?)
the portrait of Luigi
Crassa, the celebrated Philo-
sopher seated with his
spectacles in his hand” Von
Hadeln [in Ridoifi, 1914]
pointed out, however, that the
guotation 1s not very clear
no philosopher with the name
of the sitter 1s known and
Niccolo Crasso, who died in
1595, must have been a baby
in Giorgione’s day
126. St Sebastian. Thiee
guarter length figure, owned
by the Aldobrandini Princes in
Rome
127. Young Man with a
Suit of Armour. In van
Verle's house in Antwerp Gne
hand of the sitter 1s refiected
in the aimour
128. Male Nude. Belonging
to the van Verle family. ~
the haif-length figure of a
naked man, deep in thought,
with a green cloth on his knees
and a breastplaie on one side
n which he s reflected
129 Pope Alexander Il
Receives Homage fromi the
Emperor Frederick. In the
large Council Chamber in the
Doge's Palace the Emperor
Frederick 1s painted in the act
of kissing the Pope’s foot. The
reference to the work on the
other hand 15 exprassed in
vague terms “Some people
seem to think that [Giorgiane]
began this painting . (which
others say was begun by Gio
Ballino), and was then fimshed
by Tinan * The painting
was ane of the cycle devoted
to the legendary war between
Barbarossa and Alexander 11l
Various Yenetan painters were
engaged on the cycle and it
was destroyed in the fire of
1577
130. Religious Subject. The
“portrait of a Christ in Majesty
in antigue style” 1s mentioned
as being in Venice, but no
ather details abaut 1ts
whereabouts or the subject are
given
131. Portrait of the Doge
Agosuno Barbarigo This
painting 1s menuoned without
stating 1ts whereabouts, and
this 1s the case for all the
pictures histed below
132. The Castrauion of the
Cats. "On a large canvas a
famuly 1s gathered together and

1n therr midst an old man, a
huge hat shading half his face
and a long beard with soft
curls. 15 1n the act of castrating
a cat held on @ woman's lap
She shows disgust and 15
turning her face away. A maid-
servant .~ and a bay and a
qirl are present
133 Nude Woman and
Shepherd with a Flageolet.
“He painted also a naked
woman and with her a shep-
herd playing a flageolet, and
she was looking at him
smiling
134 Stories of Psyche A
senas of twalve paintings seen
by Ridolfi, who describes each
ane in detail
135 The Ascent to Calvary.
a picture with half-length

figures of Chunst led to
Mount Calvary by many
ruffianly soldiers . the
Marys and the viugin maid
Veronica accampanmed him
and she stretched forward a
linen cloth i order to gather
the blood falling in pre@ous
drops™
136. The Bust of Poly-
phemus Wearing a Large
Hat. a large Polyphemus
with a huge hat on his head,
which threw a bold shadow
across his face
137 Pantings for cassoni.
Ridolfi mentions nineteen
ustranons of tables from
Owid, remarking that some of
them “were reduced to small
panels and varnous studies’”
The subjects given are the
golden age, the giants struck
daown by Jove's thunderbolt,
Deucalion and Pyrrha. the
serpent Python killed by
Apallo. Apolto and Daphne
lo, Argus and Mercury, the fall
of Phaeton: Diana and
Callisto, Mercury and Apollo’s
flocks of sheep, the Rape of
Europa. Cadmus and Thebes.
Diana and Actaeon, Venus,
Mars and Vulcan. Niobe and
her sons slain by Apollo’s
darts, Baucis and Philemon,
Theseus and Anadne, Alcides.
Dejarmira and Nessus, Cupids
and Apollo and Hyacinth,
Cuprds and Venus and Adonis
There 1s no mention of where
they were 10 be seen except
that the last mentioned painting
was n Venice owned by the
Vidmani family

It 15 possible that these
paintings can be identified with
some small pictures. the
subjects of which are not made
claas {see n 54-58 in the
Catalogue), and with many
others of Gioigionesque
character particularly the
lustration of Apolio and
Daphrne, see n 64 An
engraving of the Rape of
Europa 1s known from Teniers’
Theatrum Pictorum

Other works
presumed
to be copies

138. The Lovers. Formerly
befongad to the Borghese
family in Rome, engraved in
1773 by Domenico Cunego for
Schola Italica by Gavin
Hamilton

139 Nude Woman and Cul-
throat Known through a

painting by Teniers the
Younger (canvas, 22 x 32
Gronau Collection, London),
copied from a presumed
prototype by Giorgione at
Brussels, 1n the picture qgallery
of the Archduke Leopold
William, the onginal was
transferred later to Vienna and
15 mentioned untl 1735, there
15 also an engraving 1n
Theatrum Pictornum

140. Orpheus and Eurydice.
Bergamo, Accademia Carrara
(Canvas 39 x 53) Aunbuted
To Tian in the recent Museum
Catalogue [Russah, 19671
Frocco [194%). and Berenson
[untl 1957] thought, on the
contrary, that 1t was an
anonymous painting from a
lost Giorgionesgue onginal
141. Madonna in a Niche.
Leningrad, Hermnage Copy by
Francesco Vecellio (not
entered 1in the Museum
Catalogue [1958]}

142. The Crossing of the
Red Sea. Venice, Accadema
(Canvas 132 x 213) Painted
by Andrea Previtali Berenson
[unul 1957] considered 1t, and
the following Chest in Limba.
as a copy of a lost onginal by
Giorgione

143. Christ in Limbo
Venice, Accademia (Canvas
132 x213) Painting by
Previtall See n 142

144, Vulcan Tempers
Cupid’'s Arrow. Venice,
Pinacoteca Quenni Stampalia
In Berenson's opinion [until
1957}, this 1s a variant of about
1530 of a jost onginal

Other drawings

attributed to
Giorgione

Callisto and Nymphs.
Pans, Louvre

In red chalk (35 x38) The
drawing was cut out following
the line of the figures I11s
difficult to be certain that it

15 by Giorgione

Lucretia. Zunch, Kunsthaus
In pencil and charcoal on
brown paper (35 x28 7}
Female Nude, Back View
Rotterdam, Boymans-van
Beuningen Museum

In thick pencil on brown paper
(267 x13.8)

Landscape with River and
Castle. Rotterdam, Boymans
van Beuningen Museum

In pencil (272 x158)

Holy Family. Vienna.
Albertina

Sepia painting (26 x 21 8}
The attnbution to Giorgione
15 apparently supported by

W Koschatzky and N Keil
[Catalogue 1966]

Viola Player. Pans. Ecole des
Beaux-Arts

Pen diawing (194 x 14 6)
There 1s also a second figure
near a tree trunk Formerly
attributed to Giulio Campag-
nola [Knsteller], and Tietze
Fiocco and Pignattu were of
the same opinion Hadeln
suggests that Giorgione 1s the
artist and this view 1s widely
shared by Just, Suida,
Morassi and Coletti

Head of St Joseph Zurich,
Schom Collection

Charcaoal sketch on brown
paper (21 5 x135) There s
a simitas theme on the back
carried out in the same
medum

Head of an Old Man Pans,
Ecole des Beaux - Aits

It was at hrst thought to be by
Perugino A Ventun attnbuted
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