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and Greek in elegance and purity of form and
style.”

Raphael will live, not only through his works
but through the adoration we all pay to a lovable
character. The perennial fountain of goodness
and sweetness in Raphael’s soul, which “ won for
him the favor of the great,” as Giovio said, while
living, has won for him the homage of the world,
now that he is dead. He had by nature a sunny,
kindly disposition: he had what every person
living may have, and would do well to culti-
vate: a spirit that did not find faulf, lips that
spoke no censure of anybody, but praise where
praise was possible, and such self-control that not
an enemy was ever made by his temper or his lack
of consideration for others. He was enthusiastic,
but he had the self-poise of a great nature. True,
his life was short. As Grimm says, “Four single
statements exhaust the story of his life: he lived,
he loved, he worked, he died young.” He helped
everybody, and what more is there in life than
this ?

TITIAN.

«TF I were required,” says Mrs. Jameson, “fo
sum up in two great names whatever the art of
painting had contemplated and achieved of highest
and best, I would invoke Raphael and Titian.
The former as the most perfect example of all that
has been accomplished in the expression of thought
through the medium of form ; the latter, of all that
has been accomplished in the expression of life
through the medium of color. Hence it is that,
while both have given us mind, and dozh have given
us beauty, Mind is ever the characteristic of
Raphael — Beauty, that of Titian.

«(onsidered under this point of view, these
wonderful men remain to us as representatives of
the two great departments of art. All who went
before them, and all who follow after them, may
be ranged under the banners of one or the other of
these great kings and leaders. Under the banners
of Raphael appear the majestic thinkers in art,
the Florentine and Roman painters of the fifteenth
and sixteenth centuries; and Albert Direr, in
Germany. Ranged on the side of Titian appear
the Venetian, the Lombard, the Spanish, and Flem-
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ish masters. When a school of art arose which
aimed at uniting the characteristics of both, what
was the result? A something second-hand and
neutral — the school of the Academicians and the
mannerists, a crowd of painters who neither felt
what they saw, nor saw what they felt ; who trusted
neither to the God within them, nor the nature
around them ; and who ended by giving us Form
without Soul — Beauty without Life.”

Ruskin says, ¢ When Titian or Tintoret look ab
a human being, they see at a glance the whole of
its nature, outside and in; all that it has of form,
of color, of passion, or of thought; saintliness and
loveliness; fleshly power and spiritual power;
grace, Or strength, or softness, or whatsoever other
quality, those men will see to the full, and so
paint that, when narrower people come to look at
what they have done, every one may, if he chooses,
find his own special pleasure in the work. The
sensualist will find sensuality in Titian; the
thinker will find thought; the saint, sanctity ; the
colorist, color; the anatomist, form ; and yet the
picture will never be a popular one in the full
sense, for none of these narrower people will find
their special taste so alone consulted as that the
qualities which would insure their gratification
shall be sifted or separated from others ; they are
checked by the presence of the other qualities,
which insure the gratification of other men. . . .
Only there is a strange undercurrent of everlasting
murmur about the name of Titian, which means

TITIAN VECELLI.

Portrait painted by himself.

Berlin National Gallery.
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the deep consent of all great men that he is greater
than they.”

Strong praise indeed ! — “ the deep consent of all
great men that he is greater than they ;” —strong
praise for the tireless worker, of whom Ludovico
Dolce wrote, who knew him personally, that “he
was most modest; that he never spoke reproach-
fully of other painters; that, in his discourse, he
was ever ready to give honor where honor was due;
that he was, moreover, an eloquent speaker, having
an excellent wit and a perfect judgment in all
things; of a most sweet and gentle nature, affable
and most courteous in manner; so that whoever
once conversed with him could not choose but love
him theneeforth forever.” He was remarkably calm
and self-poised through life, saying that a painter
should never be agitated. And yet he was a man
of strong feelings and tender affections.

Titian, the lover of the beautiful, was born at
Arsenale, in the Valley of Cadore, in the heart of
the Venetian Alps, in the year 1477. His father,
Gregorio Vecelli, was a brave soldier, a member of
+he Council of Cadore, inspector of mines, superin-
tendent of the castle, and, though probably limited
in means, was universally esteemed for wisdom and
uprightness. Of the mother, Lucia, little is
known, save that she bore to Gregorio four chil-
dren, Caterina, Francesco, Orsa, and Titian.

In this Alpine country, with its waterfalls and
its rushing river, Piave, with its mountain wild-
flowers, its jagged rocks and nestling cottages, the
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boy Titian grew to be passionately fond of nature;
to idolize beauty of form and face, and to revel in
color. The clouds, the sky, the cliffs, the green-
sward, were a constant delight. In after years he
put all these changing scenes upon canvas, becom-
ing the most famous idealist as well as the ¢ great-
est landscape-painter of the Venetian school.”

The story is told, though it has been denied by
some authorities, that before he was ten years of
age he had painted, on the walls of his home at
Cadore, with the juice of flowers, a Madonna, the
Child standing on her knee, while an angel kneels
at her feet. The father and relatives were greatly
surprised and pleased, and the Jad was taken to Ven-
ice, seventy miles from Cadore, and placed with an
uncle, so that he might study under the best arlists.

His first teacher seems to have been Sebastian
Zuceato, the leader of the guild of mosaic-work-
ers. He was soon, however, drawn to the studio
of Gentile Bellini, an artist seventy years old,
noted for his knowledge of perspective and skill
in composition. He had travelled much, and had
gathered into his home pictures and mosaics of
great value: the head of Plato, a statue of Venus
by Praxiteles, and other renowned works. What
an influence has such a home on a susceptible boy
of eleven or twelve years of age! Gentile was a
_ man of tender heart as well as of refined taste.
Asked to paint portraits of the sultan and sultana,
the aged artist went to Constantinople in 1479 and
presented the ruler with a picture of the decapita-
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tion of St. John. The sultan criticised the work,
and, to show the painter the truth of the criticism,
had the head of a slave struck off in his presence,
whereupon the artist, sick at heart, returned at
once to Venice.

The young Cadorine studied carefully the minute
drawings of Gentile Bellini, but, with an original-
ity peculiar to himself, sketched boldly and
rapidly. The master was displeased, and the boy
sought the studio of his brother, Giovanni Bellini,
an artist with more brilliant style, and broader
contrasts in light and shade.

Here he met Giorgione as a fellow-pupil, who
soon became his warm friend. This man studied
the works of Leonardo da Vinei, and became dis-
tinguished for boldness of design and richness of
color. Titian was his assistant and devoted ad-
mirer.

Another person who greatly influencd the early
life of Titian was Palma Vecchio of Bergamo,
eminent for his portraits of women. Perhaps
there was a special bond between these two men,
for it is asserted that Titian loved Palma’s beauti-
ful daunghter, Violante. Palma had three daugh-
ters, whom he frequently painted ; ome picture, now
at Dresden, shows Violante in the centre between
her two sisters; another, St. Barbara in the church
of Santa Maria Formosa in Venice, Palma’s master-
piece, and still-another, Violante, at Vienna, with a
violet in her bosom.

Pitian’s earliest works were a fresco of Hercules,
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on the front of the Morosini Palace; a Madonna,
now in the Vienna Belvedere, which shows genuine
feeling with careful finish; and portraits of his
parents, now lost. His first important work was
painted about the year 1500, when he was twenty-
three, “Sacred and Profane Love,” now in the
Borghese Palace at Rome.

Eaton says of this, “Out of Venice there is
nothing of Titian’s to compare to his ¢ Sacred and
Profane Love. . . . Description can give no idea
of the consummate beauty of this composition. It
has all Titian’s matchless warmth of coloring, with
a correctness of design no other painter of the
Venetian school ever attained. It is nature, but
not individual nature; it is ideal beauty in all its
perfection, and breathing life in all its truth, that
we behold.”

Crowe and Cavaleaselle, who have studied the
more than one thousand pictures to which the name
of Titian is attached, say in their life of the great
painter, “The scene is laid in a pleasure ground
surrounded by landscape, swathed in the balmy
atmosphere of an autumnal evening. A warm
glow is shed over hill, dale, and shore, and streaks
of gray cloud alternate with bands of light in a
sunset sky. To the right,in the distance, a church
on an island, and a clump of cottages on a bend of
land, bathed by the waters of the sea; and two
horsemen on a road watch their hounds coursing a
hare. To the left a block of buildings and a
tower half illumined by a ray of sun crown the

SACRED LOVE.

(Fragment from the picture ¢ Profane and Sacred Love.”

Villa Borghese, Rome. Titian.
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hillside, where a knight with his lance rides to
meet a knot of villagers.

“Nearer to the foreground, and at measured in-
tervals, saplings throw their branches lightly on
the sky, which, nearer still, is intercepted in the
centre of the space by a group of rich-leaved trees,
rising fan-like behind the marble trough of an
antique fountain. Enchanting lines of hill and
plain, here in shadow, there in light, lead us to the
foreground, where the women sit on alawn watered
by the stream that issues from the fountain, and
rich in weeds that shoot forked leaves and spikes
out of the grass.

“Artless (Sacred) Love, on one side, leans, half-
sifting, on the ledge of the trough, a crystal dish
at her side, symbolizing her thoughts. Her naked
figure, slightly veiled by a length of muslin, is
relieved upon a silken cloth hanging across the arm,
and helping to display a form of faultless shape
and complexion. The left hand holds aloft the
vase and emblematic incense of love; the right,
resting on the ledge, supports the frame as the
maiden turns, with happy earnestness, to gaze at
her companion. She neither knows nor cares to
heed that Cupid is leaning over the hinder ledge of
the fountain and plashing in the water. . . . Not
without coquetry, or taste for sparkling color, the
chestnut hair of the naked maiden is twisted in a
rose-colored veil ; the cloth at her loins is of that
golden white which sets off so well the still more
golden whiteness of her skin. The red silk falling
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from her arm, and partly waving in the air, is of
that crimson tone which takes such wonderful car-
minated changes in the modulations of its surface,
and brings out by its breaks the more uniform
pearl of the flesh.”

To this figure of Sacred Love, into which the
young painter evidently put his heart, he gave the
beauntiful and half-pensive face of Violante. Did
he intend thus to immortalize her, while he
immortalized himself ? Very likely.

« Sated (Profane) Love sits to the left, her back
resolutely turned towards Cupid, her face deter-
mined, haughty, but serene ; her charms veiled in
splendid dress, her very hands concealed in gloves.
. .. A plucked rose fades unheeded by the sated
one’s side, and a lute lies silent under her elbow.
.. . She seems so grand in her lawns and silks; her
bosom is fringed with such delicate cambric; her
waist and skirt, so finely draped in satin of gray
reflexes ; the red girdle, with its jewelled clasp, the
rich armlets, the bunch of roses in her gloved hand,
all harmonize so perfectly.”

For the next six or seven years, while Venice was
engaged in wars with the French and the Turks,
little is known of the young Titian, save that he
must have been growing in fame, as he painted the
picture of the infamous Cgesar Borgia, the son of
Pope Alexander VL., Jacopo da Pesaro, Bishop of
Paphos, who had charge of the Papal squadron
against the Turks, and other paintings, now lost.
The picture of Pesaro was owned by Charles I. of
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England. In 1825 William L, King of the Nether-
lands, presented it to the city of Antwerp, where
it is highly prized.

Tn 1507 the State of Venice engaged Giorgione to
fresco the new Fondaco de’ Tedeschi, a large pub-
lic structure for the use of foreign merchants,
which had two halls, eighty rooms, and twenty-six
warehouses. A portion of this work was trans-
ferred to Titian. Above the portal in the southern
face of the building, Titian painted a ¢« Judith,”
the figure of a woman seated on the edge of a stone
plinth, in front of a stately edifice. In her right
hand she waves a sword, while with her left foot
she tramples on a lifeless head. Two other grand
frescos were painted by him, all now despoiled by
the northern or “ Tramontana ” winds.

Says one writer, ¢ Whilst Giorgione showed a
fervid and original spirit, and opened up a new
path, over which he shed a light that was to guide
posterity, Titian exhibited in his creations a grander
but more equable genius, leaning at first, indeed,
on Giorgione’s example, but expanding, soon after,
with such force and rapidity as to place him in
advance of his rival, on an eminence which no later
crafbsman was able to elimb. Titian was character-
ized by this, that he painted flesh in which the
blood appeared to mantle, whilst the art of the
painter was merged in the power of a creator.

«He imagined forms of grander proportions, of
more sunny impast, of more harmonious hues, than
his competitors. With incomparable skill he gave
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tenderness to flesh, by transitions of half-tone and
broken contrasted colors. He moderated the fire
of Giorgione, whose strength lay in resolute action,
fanciful movement, and a mysterious artifice in
disposing shadows contrasting darkly with hot red
lights, blended, strengthened, or blurred so as fo
produce the semblance of exuberant life.”

It is said by some writers that Giorgione never
forgave Titian for excelling him in the frescos of
the Fondaco; but, however this may be, when the
noted artist and poet died, soon after, at the age of
thirty-four, Titian completed all his unfinished
pictures. Giorgione loved tenderly a girl who de-
serted him through the influence of Morto da Fel-
tri, an intimate friend, who lived under his roof.
The latter was killed in the battle of Zara in 1519,
after his friend Giorgione had died of a broken
heart at the loss of his beloved.

Between 1508 and 1511 Titian painted several
Madonnas, one in the Belvedere at Vienna, one in
Florence, one in the Louvre, and the beautiful
« Madonna and St. Bridget ” now at Madrid.

« St. Bridget stands with a basin of flowers in her
hand, in front of the infant Saviour, who bends out
of the Virgin’s arms to seize the offering, yet turns
his face to his mother, as if inquiring shall he take
it or not. Against the sky and white cloud of the
distance, the form of St. Bridget alone is relieved.
The Virgin and the saint in armor to the left stand
out in front of hangings of that gorgeous green
which seems peculiar in its brightness to the Vene-
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tians. With ease in action and movement, a
charming expression is combined. The juicy tints
and glossy handling are those of Titian’s Palmesque
period ; and St. Bridget is the same lovely girl
whose features Palma painted with equal fondness
and skill in the panel called Violante, at the Belve-
dere of Vienna. . . . Titian shows much greater
fertility of resource in the handling of flesh than
Palma, being much more clever and subtle in har-
monizing light with half-tint by tender and cool
transitions of gray crossed with red, and much
more effective in breaking up shadow with contrast-
ing touches of livid tone, yet fusing and blending
all into a polished surface, fresh as of yesterday,
and of almost spotless purity, by the use of the
clearest and finest glazings that it is possible to
imagine.”

Pitian was now thirty-four, with probably the same
love for Violante in his heart, but still poor, and
struggling with untiring industry for the great Te-
nown which he saw before him.

At this time Titian painted one of his most
noted works, thought by some to be his master-
piece, “The Tribute Money,” now in the museum
at Dresden. It was painted at the request of
Alfonso d’Este, Duke of Ferrara. Scanelli, who
wrote in 1655, tells this story concerning the
pieture.

«Titian was visited on a certain occasion by a
company of German travellers, who were allowed
to look at the pictures which his studio contained.
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