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Titian¢AAAs Flora (Figure 1) depicts a young, fair-skinned and fair-haired woman dressed in a diaphanous white camicia, an undergarment commonly worn by Renaissance women. Although the camicia fully covers the woman¢AAAs arms and torso, it has fallen from her left shoulder, exposing most of her left breast. A length of rose-colored damask is
draped loosely over her shoulder and around her waist, an incongruous adornment given her partial nudity. The subject¢AAAs half-undone coiffure, with much of her golden hair loose over her shoulders, implies that she is situated in an intimate setting. However, Titian (ca. 1488-1576) has omitted any details that would confirm a specific context.
Instead, the figure appears against a simple backdrop of subtly modulated brown tones. In the absence of a clearly articulated environment that would illuminate the figure¢AAAs identity, her gestures and the few attributes that Titian imparts to her are the only means of interpretation. The small bouquet the subject clutches in her right hand has
prompted her traditional identification with Flora, the Roman goddess of flowers and spring.1 However, the contemporary gold ring she wears on the knuckle of her middle finger belies her connection with this mythological figure, as Flora is usually portrayed fully immersed in the natural world, outside the realm of material adornments. Figure 1.
Titian, Flora, ca. 1515, oil on canvas, 31 3/8 x 25 in. (79.7 x 63.5 cm). Galleria degli Uffizi, Florence. Photo: Scala / Ministero per i Beni e le AttivitA A Culturali / Art Resource, NY. Although Flora is one of Titian¢AAAs most well-known female portraits, questions about the meaning of its iconography It can be classified as belonging to a problematic
genre of half-length female portraits painted in Venice in the first half of the sixteenth century, which often feature subjects wearing an exposed camicia or performing gestures that suggest that they are paused in the action of dressing or undressing.3 Rona Goffen characterizes such images as teasing, sensual and playful, contrasting them with
Titian¢AAAs full-length nudes such as the Venus of Urbino, which she argues represent a type of chaste bride portrait.4 Similar, contemporaneous full-length female nudes, like Lorenzo Lotto¢AAAs Venus and Cupid (Figure 2), often feature iconographic markers, including jewelry, headpieces, or attendant figures, that further denote an interpretation
of the figure as an idealized bride or as a mythological figure.5 Figure 2. Lorenzo Lotto, Venus and Cupid, ca. 1520s, 36 3/8 x 43 7/8 in. (92 x 110 cm). Metropolitan Museum of Art, New York, purchase, Mrs. Charles Wrightsman Gift, in honor of Marietta Tree, 1986. Photo: Metropolitan Museum of Art. Conversely, the subject of Titian¢AAAs Flora
wears a garment that is explicitly associated with everyday sixteenth-century feminine dress. The camicia distinguishes her from classicizing portraits of women that, through a complete lack of clothing, fully dissolve the subject¢AAAs contemporary identity into that of an allegorical ideal. Goffen asserts that Titian instead represents Flora as a liminal
figure, changeable and multivalent, referencing both a classical nymph-like identity and a modern ideal of feminine desirability.6 Indeed, although Flora includes elements that could be interpreted as classicizing or mythologizing, like her bouquet of flowers and loose drapery, I argue that these operate as props employed by a contemporary woman
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infamous collection of eroticism by Pietro Aretino (1492-1556) (1492-1556) and images, ways; and Cesare Vecellio (1530-1601) De gli habiti antica et moderna di diversi parte del mondo, un compndio di costume venetian archetypal. These sources describe the erotic imitation of the courtier of patrician women, brides, goddesses and even boys,
offering the keys to interpret the gestures and devices that Titian used in his half lengths. Andrea Calmo and the Transformative Beauty of the woven fabrics deemed to serve as primary instruments of erotic masking in the 16th century. In the half lengths of Titian, luxury fabrics enhance the allure of its subjects; their garments inspire a desire for
touch that eventually gives off a desire for their bodies. A story of a detailed dream in a letter of playwright and actor Andrea Calmo also demonstrates the ways in which such fabrics can help in the articulation of a vivid and tactile fantasy. Calmo has published more than 150 letters during his life,8 including sixty that have been ostensibly addressed
to courtiers throughout Italy.9 The letter I will examine, written to a “Madame Olivieta”, details his fictitious journey through a garden of sensual delights to reach “Madame Venus”, the pinnacle of female beauty and a similar for the recipient. 10 Calmo tells a walk through an incredibly fruitful garden, flowered with jasmine and myrtle, plants
associated with Venus and, by extension, with feminine beauty. 11 As the author passes through a festooned door with even more flourishing plants, two fairies appear to him. The speaker apologizes for “having dared to enter a place where he was not invited”, but the two servants in front of him refuse his concerns, ensuring that he is “desired by a
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erotic elements.22 Aretino¢AAAs I modi and the Erotic Guise Although I argue that the loosely draped garments Titian¢AAAs half-length subjects wear accentuate their partial nudity, such classicizing and mythological attributes have also been viewed as a form of censorship to make acceptable otherwise inappropriate exposure. Such is the case with
the various iterations of I modi, a series of sixteen explicitly erotic sonnets with accompanying illustrations first printed around 1524. Although they were likely shared and reprinted secretly, due to their controversial subject matter, Vasari commented in his Lives of the Artists that the images seemed to turn up in the places one would least expect.23
Titian may have encountered I modi through his professional connections and close friendship with Pietro Aretino, who composed sixteen sonnets for the second edition of the volume, possibly published in Venice in 1527, when Aretino took up residence there.24 Figure 4. Agostino Veneziano, after Marcantonio Raimondi, nine fragments regarded as
the only surviving representations of Giulio Romano and Raimondi¢AAAs designs for the first edition of I modi, ca. 1520s, engraving, sheet 9.4 x 10.6 in. (24 x 27 cm). The British Museum, London. Photo: A©A Trustees of the British Museum. Romano¢AAAs initial images for I modi (Figure 4) were unique in that they depicted the sexual act without
the mythological references that scholars such as Bette Talvacchia have argued Renaissance artists often employed to tamp down explicit eroticism. Later adaptations of the images, however, do feature mythological attributes.25 Among the surviving examples of these modified renditions are several woodcuts from the so-called former Toscanini
volume, now in a private collection in Geneva. The For position 7 (Figure 5), for example, it features a Faun and a woman with a woven and woven nymph combing.26 Position 14 (Figure 6) depicts a female figure lying on a male figure lying on a cart pulled by a Cupid cart.27 Figure 5 and 6. After the originals of Giulio Romano, 4€ ceSonnet 7a€ (left)
and &€ ceSonnet 14 € (right) with accompaniment illustrations, from the 1550 version of I Modi, wood prints, unknown original dimensions. Photos: Image reproduced with the permission of Bette Talvacchia, assuming positions: on the erotic in Renaissance culture. Princeton: Princeton University Press, 2001. Talvacchia assumes that the producers of
these successive editions must have added mythological attributes in an attempt to give the collection an air of erudition, or perhaps even to make it less openly pornographic.28 In fact, if men have seen men seen Later prints together in a homosocial environment, the combination of apparently mythological figures could be potentially discussed in a
multitude of ways. In addition to getting to know various sexual positions, it is possible that even spectators have conversed on some of the allegorical aspects of these unions, such as the connotations of Persephone's surrender, the daughter of the goddess of wheat, to Pluto Underworld, which is associated with the sterility of winter. However, the
main purpose of the prints, the holder and stimulate, would remain quite clear. Even after the addition of scene objects and mythological labels, the images remain highly explicit in their performance of genitals and depictions of the sexual act; Therefore, it cannot be assumed that these alterations would reduce their blatant eroticism in the eyes of
their audience of the 16th century. Figure 7. After an original by Giulio Romano, a €12 avelop and accompanying illustration, front of the 1550 version of I Modi, print in the woods, unknown original dimensions. Photo: Image image With the permission of Bette Talvacchia, Taking Positions: on the erotic in Renaissance culture. Princeton: Princeton
University Press, 2001. In addition to the mythological attributes that appear in illustrations for subsequent editions, the original text of Arezzo presents prominently allusions to the gods and Roman goddesses. The sonnet of Aretino who accompanies position 12 (Figure 7; see Appendix for the Italian full text) portrays a mating in which the two
participants play a meeting between Mars and Venus. The woman begins I amounted to her partner to treat her so approximately. 29 You chastise him for his aggressive and excessively anxious way, making him note that he must not behave in this way when he mates with a € a € cevenusa €, but instead he should a4 € .eWe be measured and educated
"his partner 30 He replies that it is not Mars, but Ercole Rangoni, son of a Modenese family of prominent, a soldier, and correspondent of Aretino. Rangoni then identifies the female speaker such as Angela Greca, a Roman courtesan who also appears in the reasoning of Aretino, published for the first time in 1534.31 in that text, a courtesan named
Nanna says that Greek is well known for its skill in Cultivating and controlling jealousy among his lovers and is equally recognized for his learning. According to Aretino, Greca eventually adopted the professional alias of "Hortenia", the name of a famous ancient Roman speaker known for his education and eloquence. 32 The conception of Mars and
Venus, perhaps appropriate for a herd -courty, is fabric during the meeting described in the sonnet, mixing the fantasy of the tangible reality of the sexual act. Congratulations Greek Rangoni on the way she moves under him (A On La Potta Ballar you would make the cock, leading her ass and up of her pushing strong "; Her's partner enthusiastically

accepts that their mating is pleasant (A Mr. Sate, who ,ereneV ,ereneV id anosrep alleN 33.)4dozzaugs odnettof iov states that she is nevertheless fearful of Cupid using Mars¢AAA arms against her in the midst of their union, as he is ¢AAAonly a crazy child [putto e pazzol.¢AAA34 Having decided to take on the role of Mars and play along, the man
responds that Cupid, who is his ¢AAAboy¢AAA and Venus¢AAA son (¢AAAfiglio¢ AAA) looks after his weapons only so that they may be dedicated to the ¢AAAGoddess of Idleness [la dea Poltronarial.¢AAA35A AThe couple role-play as Venus and Mars in a manner that clearly increases the excitement of the act and enhances the client¢AAAs
pleasure.36 Notably, the female speaker sets up the game, declaring herself Venus and warning her partner that although he is a god himself, he must display some measure of reverence and respect in order to be granted the privilege of enjoying her body. Although the male participant at first teases her for adopting such a lofty identity and implies
that he is not well suited for the role of Mars, the woman¢AAAs vigorous movements beneath him and her apparent pleasure seem to encourage him to give himself over to the fantasy as well. The exchange between the couple in the sonnet accompanying Position 12 articulates the types of inventive sexual experiences men imagined courtesans could
offer. If, as Lawner argues, the production and distribution of I modi was to some extent tied to the world of courtesans and their practices, the later addition of mythological attributes to figures in the illustrations was not necessarily an attempt to employ learned allusions to detract from the explicit sexuality of the figures.37 On the contrary, Aretino

may have deployed this strategy to evoke the courtesan¢AAAs erotic ability to move between various identities. In addition to encouraging the client to treat the courtesan¢AAAs body with respect, a mythological fantasy could also boost the client¢AAAs ego by allowing him to become, if just for a moment, a god himself.38 Titian¢AAAs half-lengths the
same possibility. They present an alluring, available female body partially revealed beneath seductive textiles, along with the prospect of her momentary transformation, via costume, into a companion outside their usual realm of sexual experience. The Erotic Metamorphosis of T1t1an¢AAAs Flora In Aretino¢AAAs sonnets for I modi, fantasy play
intensifies the pleasure of the couples to which he gives voice. In light of this conceit, Titian¢AAAs half-lengths can be reconsidered as combining the same manipulation of identity with a focus on the seductive look and imagined feel of textiles similar to that which Andrea Calmo employed in his account of the ¢AAARealm of Venus.¢AAA Titian¢AAAs
Flora is the ideal starting point for this examination, as the mythological woman she appears to imitate is herself a particularly nebulous figure. She is sometimes regarded purely as a demi-goddess; however, as in the case of Boccaccio¢AAAs account of her origins as a prostitute deified for her largess, she is also frequently conflated with the ancient
Roman archetype of the meretrix, or high-class prostitute.39 Thus, Titian¢AAAs Flora functions as a pictorial version of a courtesan type expressed in both contemporary Italian and ancient texts. Titian juxtaposes Flora¢AAAs pale beauty against a dark, indistinct background. The contrast makes the creamy smoothness of her skin all the more
inviting, and she appears even to radiate light throughout her loose camicia. Although the garment is not completely translucent, Titian suggests that a beautiful body lies beneath. The roundness of her right breast, although fully concealed, is apparent beneath the pleated folds of her camicia, and the garment hugs the plump curve of her hip. Her
attitude is demure¢AAAshe gazes dreamily to the right, perhaps at a companion hidden from view. A AThe composition of the painting casts the viewer as voyeur, as the subject does not return the viewer¢AAAs gaze and unaware of an additional presence. However, the viewer looks at his body in what is obviously an almost dressed state, one
normally witnessed only by female servants or men who were expressly admitted in the bedroom. 40 The artist further conveys a sense of intimacy through his manipulation of setting and composition. As is typical for the works of half length of Tiziano, the painting lacks an articulated background or specific historical or mythological context. Anne
Christine Junkerman describes this ambiguous environment as an indication that Titian subjects are, at least, “not outside.”41 I would also like posit that even if they wear contemporary garments, Titian’s middle-length subjects do not belong to a particular time or place. They exist purely as the mouths of desire. The artist's choice to present his
subject from life until it denotes a sense of physical proximity, as if the viewer and Flora occupy the same space. Junkerman argues that the middle-length format was partly inspired by previous devotional half-length images, which, in their suggestions of real presence and creation of an intimate and one-on-one relationship between the subject and
the viewer, constituted “a private image that is owned. ? Thus, the refusal of setting of Titian can serve to help the viewer to live the fantasy of engaging with the tempting body before him. Flora's boss also points out that the viewer sees the subject at such a private moment. Cathy Santore portrayed Flora and other works with female figures in shirts
as depicting women in a state of stripping similar to the wear of lingerie: that is, in a disfaction state that implies sexually visualization of undergarments. 43. The abundance of golden hair flowing on Flora's shoulders isindication that you are in an intimate way. Tiziano pays special tribute to Flora's braids, painting irregular crimps and and to to
imply that she has recently unpinned her coiffure.44 This is an excellent example, as David Rosand describes it, of Titian¢AAAs skill in ¢AAAheighten[ing] the basic experience of the tactile appeal of flesh by setting it off against other kinds of texture.¢AAA45 The charming imperfections of Flora¢AAAs appearance suggest a transition from a highly
formal self-presentation to one that emphasizes the undone beauty of the boudoir, although the painting and the subject¢AAAs appearance are both highly-constructed images. I argue that the erotic charge of changeable female identities is embodied by the camicia.46 This undergarment, worn by Renaissance women of Titian¢AAAs era, here
becomes symbolic of a seductive liminal state. Santore has extensively analyzed the various possible implications of this garment, which commonly appears in images that may depict courtesans in the guise of Flora.47 A Among Santore¢AAAs compelling evidence for the relationship between the camicia and mythological guises in Renaissance culture

is that it was a common costume for actors playing nymphs in contemporary theatrical productions.48 Conversely, Junkerman argues that the camicia alone cannot be interpreted as the costume of a nymph in the context of half-length female images, since it was always augmented in a theatrical setting by other pieces of clothing such as ¢AAAshort
skirts and little boots.¢AAA49 I argue that the camicie in which Titian displays his subjects, while they do prompt associations with classical female figures and their drapery, are not intended solely to make allusion to nymph costuming. They also function as an indicator of a state of transition. In considering the history of artists¢AAA use of specific
garment types to suggest transformation, it is useful to point to the garment worn by the nymph Chloris, as she appears in Botticelli¢AAAs Primavera.50 This long-sleeved, diaphanous white garment, unlike the similar garments With the three graces in the painting, lacks decorative drapes or pinning and remembers the Shirt in its straight cut. The
Shirt, therefore, from the time of Titian, had already developed at least some connection with female metamorphosis. The half-length ensemble, as Junkerman describes it, also includes a drapery of colored fabric. This outfit serves as the basis for a more elaborate dress that the subject can be about to hire or may have recently begun to remove.51 if
the luxury fabric bands are representative of the 16th century real clothing, their wealth and beauty indicates wealth and suggests a sumptuous lifestyle. Survivors of the contents of the houses of cortical venetians, such as the inventory of 1534 of the possessions of Julia Lombardo, list vast shops of clothing and fabrics.52 Lombardo's inventory notes,
for example that chest in one of the three bedrooms in La casa contained "65 fabric arms and an abundance of silk and lace finishings". In addition, the inventory reports sixty-four Shirts. Santore writes that most noble women were sent to their husbands with an average of about twelve Shirts.54 Flora emphasizes the beauty of the shiny fabric draped
on her own Shirt with a caressing gesture, sliding the left hand under it and extending two fingers for the blow it. In the National Gallery of Art in the Washington catalog for its 2006 exhibition on Venetian Renaissance painting, which included the flora of Tiziano, Sylvia Ferino-Pagden offers a complete overview of the academic opinion on the "V"
that the one that is the flora of Sylvia Ferino-Pagden on the "V" The subject is formed with the fingers. Ferino-Pagden explores the possibility that the sitter indicates its genitals specifically to indicate its status as a bride and offerto his body for the first time, as well as the form "V" can be interpreted as a reference to Venus, the goddess of love
thatsegami eseht detaicossa evah yam shtgnel-flah sAAA¢naitiT fo sreweiv ,stnemom etavirp tciped arolF ekil sgnitniap hguohtlA sedareugsaM evitalumE sAAA¢nasetruoC eht dna odnoM id itraP isreviD id inredoM e ihcitnA itibaH ilg eD sAA A¢oilleceV .egelivirp euqginu sAAA¢renwo eht neeb evah dluow stneserper naitiT taht retnuocne citore eht ni
txen emoc dluow tahw fo seiromem devil no ward ot ytiliba eht ,snasetruoc htiw secneirepxe lauxes htiw ylticilpxe detaicossa seport decudorper ,eugra I to ,eatly eht fi 758€a€a.# Noitattnesperper eht gnitsixe-erp ecneserp laut emos fo unitseggugut eht yb ,tnele laitnerefer a Yb degrahc eht ssatam essatam essataf esd omh Segami Elamef htgnel-Flah
Ekil ,Hcihw ,STIARTROP ECNASIER ELAM Evitcudes No yasse reh of Stressa Snomis in .erluelp dna noisessop sa€a€a's Fowo eht ssylo STEPSA EMOS DNA Ydob sa€a€actcejbus eht yojne ot suht dna ,gnitniap eht weiv ot detivni neeb evah yam nem rehto hguohtlA .llew sa yalpsid no ydob elamef eht fo pihsrenwo deilpmi evah yam gnitniap a hcus fo
pihsrenwo taht eugra I .snoitcaretni gnidnepmi fo ytilibissop eht noisivne ylisae dluoc arolF sa hcus Segami denwo ohw nem ,moordeb reh of Ecneserp yranigami rieht gniyfingis ,tats desserdnu-ylaitlaitap ydob s&€4€4€TM htob ni secnednopserroc hguorht meht ot ecnerefer gnikam ,snagro lauxes sAAA¢tcejbus eht rof lobmys a sa erutseg siht
deyolpme ,yllanoitidda spahrep ro ,daetsni evah yam naitiT ,noitamitse ym nl 65.nasetruoc a eb dluoc ehs taht ytilibissop eht stnuocsid ,revewoh ,tnemugra Siht .edirb A saw ehs fi tcejbus eht Ezileadi ot Evres dluow taht noitaleppa ,SUTRIV FO NOITALCORP THAT evres Tgim yna ni TCA Lauxes Eht Revo eciduig la angessa oilleceV ehc otseg 11
.otteproc led elits ollen e itarts a ennog eus ellen avitatimi aznailgimos anu acove onaigitroc led otibadl am ,onaigitroc ous led olleuq id otarobale *Aip “A )9 arugiF( oilleceV id asops alled otibaal. .8002 ,nosduH dna semahT :kroY weN .aciremA-acirfA-aisA-aporuE .elatnemicsanir odnom led itiba ilG :o0illeceV eraseC id inredoM te ihcitnA itibaH .sde
,lahtnesoR .F teragraM e seno] dnilasoR nnA ad ossemrep noc attodorpir enigammlI :0toF .nwonku ilanigiro inoisnemid e enoisrev atseuq id etnapmats ,ongel id ihccolb a apmats ,0951 otacilbbup amirp ,odnoM led itraP isreviD id inredoM te ihcitnA itibaH ilg eD ad ,)artsed( atasops non asopS e ,)artsinis( onaizeneV sroodtuO nasetruoC ,oilleceV
eraseC .9 & 8 arugiF .ilibisseccani annodlibon anu “A non ehc acidni ehc otlov ous li erropse rep olev ous li atsos aznes avellos iel ehc ottaf li A .onretse opac ous lad otlovva etrap narg ni )8 arugiF( onaigitroc nu arugiffar ,aivattut ,oilleceV id epmats elled anU 95 .ones e olloc ,osiv orol led enoizisopseal aveilgocca ehc anu ,onavatimi ehc ennod elled
,olev o ,otroc !Aip olouzzaf nu onavassodni es ehcna ,Aesops ellad itassodni iroloc ia id onavitsev is ,oilleceV odnoceS .ilgom ellad ilibiugnitsidni isauq onare inaigitroc i iuc ni idom irtla itlom i otset ous len otaeniled ,0951 len aizeneV a otacilbbup ,0dnoM id itraP isreviD id inredoM e ihcitnA itibaH ilg eD ,imutsoc id orbil ovitsuase nu id erotalipmoc e
onaiziT id oniguc ,oilleceV eraseC .eizirtap ennod etseuq id acidorap enoizalume id atros anu ni onorangepmi is isse ,ecevnl 85 .itnatseneb ilgom ad ilreugnitsid e enoisseforp orol al eramalcorp a otanitsed ottircsorp etnemlarutluc ollaig olev li erassodni id onoranilced osseps ertloni inaizenev inaigitroc i ,illeioig e itusset isotsoc odnassodni yrautpmus
iggel el onorinavs isse emoc —AsoC .aizeneV id ezzaip e edarts ellus enoizirappa orol al osrevartta otavresso emoc isetroc id idareugsam nu nu otaredisnoc eresse ol acizzuts e ortsinis ones led avruc al etnemavisiv oce af otudac opac 1I .oiredised li eratnemila id otaloclac ovitatnet nu emoc o etnattella airatnolovni enoizisopse'nu emoc ottel eresse
retop ad elat odom ni allaps aus allad aicimaC alled otnemalovics ol edner atsitra'L .itats eud itseuq art allicso ehc odom nu ni alodnevircsed arolF id olleppa'l azzimissam onaiziT 06.enoizudes e aitsedom id etsoppo ezrof eud id otis" led ,illeciluaP aineguE otinifed ah ol emoc ,olobmis nu A .asops alled nasetruoC led olev li emoc inoiznuf assodni onaiziT
aicimaC id arolf aL. .ezzehgnul eus ellen artsulli onaiziT ehc atipecrep Aticapac atseuq A .itneilc ious i erecaipmoc e errartta rep eremussa ebbertop nasetroc al ehc etlom art etsev elaiznetop anu atneserppar ,oilleceV ad atacifidoc e atazzitetnis iop e aizeneV id edarts el rep atavresso ,atarehcsam asops atseuQ .ilatineg ious ia otnacca oirotacovorp
odom ni onasopir is am ,atid el noc "V" nu amrof ,arolF emoC ;eraglov e azzerg erappa ,ongup len annog alled otusset li arreffa iel ertnem ,nasetroc alled otseg li ,oirartnoc 1A .ocilbbup elinimmef otnematropmoc led itsiverp inifnoc i ortne odnenamir rup oproc ous la elihcsam ossecca etnenimmi'lla enoiznetta elittos odnaritta ,otarusim e otaniffar "A
asops alled otseg I .attircsottos aus alled otusset occir li erartsom rep annog al etnemetnerappa avellos is ehc ,oilleceV id asops allad otiugese otsedom *Aip otseg led enoisrev anu “A atseuq ehcnA .elausses Atilibinopsid aus allus enoiznetta'l eramaihcir id ovitatnet len ilatineg ious ia onrotta otusset li arit oileceV id nasetroc al , Atitnedi arev aus al
odnaleviR .itneilc ilaiznetop ia aiccaf aus al erartsom e otsiv eresse aredised onaigitroc 1I .osiv ous li e ones ous li enopse nasetroc al ,ecarot led eroirepus etrap alled otnemmarf nu ehc ortla odnenopse non ,otteproc ous lad e olev ous lad atrepoc etnemasiced “A asops al ertneM .atasops non asops o ,asops alled alleuq id enoizatimi ,olozzepac
,olozzepac ous la anitaicribs anu id Atilibissop al noc A state that transmits both dress and stripped and not completely obscures the body of the subject or fully reveals it. 61 The presence of an undergrowth also suggests that the subject is, at this moment, captured between the gums, not yet completely flora and not yet simply the nude of her, not
adored, without any claim of an alternative identity. I argue that the courteous fantasy wears a shirt, a garment associated with the transition, signs that she is able to falter between various desirable identities. Do you dress again in sumptuous clothes that makes her like a noblewoman, or do you remove her head to offer her body like a flora suitable
for the spectator's attention? Her identity is fluid of her; The inclusion of a clutch of flowers and shirt, a garment associated with nymphs, suggest her relationship with flora, but could easily become someone else. 62 Portrait of Titian of a young woman and erotic games with Titian genre later the so -called portrait of a young woman (figure 3) shows
considerable similarities with his flora. Like Flora, the topic of this painting wears a shirt designed in a loose way that falls in a tantalizing way from her shoulder, exposing the bare skin of the arms and chest. Unlike flora, she wears her blond hair gathered under her hat, rather than dissolved and flowing. However, her eyes of her, the mouth of
Rosebud, and her long and straight nose resemble those of Flora. 63 These similarities are proof that Titian may have consciously produced changes on a type, creating images that could be used as visual ready for patterns with courtiers as their protagonists. 64 Portrait of a young woman presents such fiction, articulated through a set of signs of
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to suggest a playful masquerade or guise. Likewise, the subject does not so much wear the fur-lined cloak that covers her left shoulder and lower torso as simply drape it loosely over her body. A similar garment appears in Giorgione¢AAAs Laura, an earlier work of the half-length format. The female subject of that painting is dressed in a heavy red
mantle lined with soft brown fur. It is evident that, like that of Titian¢AAAs subject, Laura¢AAAs cloak does not properly fit her body, as the fabric of the garment¢AAAs left arm swallows up and completely hides her left hand. Titian may have imitated Laura¢AAAs gesture in his Flora as well. Laura grasps the edge of the mantle, in the process of
either pulling it across her chest to cover her exposed right breast or, perhaps, to reveal it further. Titian¢AAAs subject performs this ambiguous gesture with both hands, playing at concealing or exposing both her breasts and lower torso. Titian, Portrait of Cardinal Ippolito de¢AAA Medici, ca. 1533, oil on canvas, 54 x 42 in. (138 x 106 cm). Galleria
Palentina, Palazzo Pitti, Florence. Photo: Scala / Ministero per i Beni e le AttivitA culturali / Art Resource, NY. In her study of Giorgione¢AAAs Laura, Junkerman¢AAAs examination of similar mantles worn by men in the artist¢AAAs Adoration of the Magi and in Carpaccio¢AAAs Leavetaking of the Betrothed Pair leads her to convincingly identify the
subject¢AAAs garment as masculine. Junkerman also suggests that, because Venetian women were largely confined to the domestic sphere, they would likely have had no need for such a heavy, enveloping outer garment. She further argues that tailored outer garments were worn almost exclusively by men.66 The simple veils and elegant, lighter
winter garments worn by the women depicted in Vecellio¢AAAs costume book may support Junkerman¢AAAs assertion that Venetian women wore fashionable, layered clothing outdoors rather than bulky coverings such as .)mc 36 x 59( icillop 42 x 73 ,alet us oilo ,5351 .ac ,aiccillep ni annod ,onaiziT .31 arugiF :thgirnotsoB ,strA eniF fo muesuM 7102
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