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Titian¢Ã​Â​Âs	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¢Ã​Â​Âs	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¢Ã​Â​Âs	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¢Ã​Â​Âs	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	Attivit​Ã	Â	Culturali	/	Art	Resource,	NY.	Although	Flora	is	one	of	Titian¢Ã​Â​Âs	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¢Ã​Â​Âs	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¢Ã​Â​Âs	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¢Ã​Â​Âs	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¢Ã​Â​Âs	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
galant	woman	who	wants	all	the	good	for	[he].	”	This	lady,	like	a	courtesan,	waits	for	him	somewhere	more	private,	unspoiled	in	an	exquisite	environment	thatanticipate	the	beauty	of	the	lady	herself.	Proceed	through	a	one	i	;ottel	ous	led	ilausnes	eiziled	el	arugiferp	onidraig	ni	onihcni'L	81	.icitemsoc	id	inod	isrevid	noc	omlaC	onatneserp	itnetsissa
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erotic	elements.22	Aretino¢Ã​Â​Âs	I	modi	and	the	Erotic	Guise	Although	I	argue	that	the	loosely	draped	garments	Titian¢Ã​Â​Âs	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¢Ã​Â​Âs	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:	​Ã©Â	Trustees	of	the	British	Museum.	Romano¢Ã​Â​Âs	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,	â€	œSonnet	7â€	(left)
and	â€	œSonnet	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,	â	€12	âvelop	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	â	€	â	€	œvenusâ	€,	but	instead	he	should	â	€	œWe	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	(Â	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	(Â	Mr.	Sate,	who	,ereneV	,ereneV	id	anosrep	alleN	33.)​​âozzaugs	odnettof	iov	states	that	she	is	nevertheless	fearful	of	Cupid	using	Mars¢Ã​Â​Â	arms	against	her	in	the	midst	of	their	union,	as	he	is	¢Ã​Â​Âonly	a	crazy	child	[putto	e	pazzo].¢Ã​Â​Â34	Having	decided	to	take	on	the	role	of	Mars	and	play	along,	the	man
responds	that	Cupid,	who	is	his	¢Ã​Â​Âboy¢Ã​Â​Â	and	Venus¢Ã​Â​Â	son	(¢Ã​Â​Âfiglio¢Ã​Â​Â)	looks	after	his	weapons	only	so	that	they	may	be	dedicated	to	the	¢Ã​Â​ÂGoddess	of	Idleness	[la	dea	Poltronaria].¢Ã​Â​Â35​Ã	ÂThe	couple	role-play	as	Venus	and	Mars	in	a	manner	that	clearly	increases	the	excitement	of	the	act	and	enhances	the	client¢Ã​Â​Âs
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¢Ã​Â​Âs	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¢Ã​Â​Âs	erotic	ability	to	move	between	various	identities.	In	addition	to	encouraging	the	client	to	treat	the	courtesan¢Ã​Â​Âs	body	with	respect,	a	mythological	fantasy	could	also	boost	the	client¢Ã​Â​Âs	ego	by	allowing	him	to	become,	if	just	for	a	moment,	a	god	himself.38	Titian¢Ã​Â​Âs	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	Titian¢Ã​Â​Âs	Flora	In	Aretino¢Ã​Â​Âs	sonnets	for	I	modi,	fantasy	play
intensifies	the	pleasure	of	the	couples	to	which	he	gives	voice.	In	light	of	this	conceit,	Titian¢Ã​Â​Âs	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	¢Ã​Â​ÂRealm	of	Venus.¢Ã​Â​Â	Titian¢Ã​Â​Âs
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¢Ã​Â​Âs	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¢Ã​Â​Âs	Flora	functions	as	a	pictorial	version	of	a	courtesan	type	expressed	in	both	contemporary	Italian	and	ancient	texts.	Titian	juxtaposes	Flora¢Ã​Â​Âs	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¢Ã​Â​Âshe	gazes	dreamily	to	the	right,	perhaps	at	a	companion	hidden	from	view.	​Ã	ÂThe	composition	of	the	painting	casts	the	viewer	as	voyeur,	as	the	subject	does	not	return	the	viewer¢Ã​Â​Âs	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¢Ã​Â​Âs	skill	in	¢Ã​Â​Âheighten[ing]	the	basic	experience	of	the	tactile	appeal	of	flesh	by	setting	it	off	against	other	kinds	of	texture.¢Ã​Â​Â45	The	charming	imperfections	of	Flora¢Ã​Â​Âs	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¢Ã​Â​Âs	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¢Ã​Â​Âs	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	​Ã	Among	Santore¢Ã​Â​Âs	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	¢Ã​Â​Âshort
skirts	and	little	boots.¢Ã​Â​Â49	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¢Ã​Â​Â	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¢Ã​Â​Âs	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
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,olozzepac	ous	la	anitaicribs	anu	id		Ãtilibissop	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
figure	10.	Tiziano,	Isabella	dâ	€	™	Este,	approx.	1534,	oil	on	canvas,	40	x	25	in.	(1.02	m	x	64	cm).	Kunsthistorisches	Vienna.	Photo:	Erich	Lessing	/	Art	Resource,	NY.	transformation.	The	female	subject	is	again	presented	by	life	up	and	set	setREH	IF	TES	Ylanoitnetni	Sah	Noinapmoc	ro	EHS	rehtie	taht	ylpmi	dluocmi	dluoc	Noitisop	xodohtronu	siht
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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¢Ã​Â​Âs	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¢Ã​Â​Âs	subject,	Laura¢Ã​Â​Âs	cloak	does	not	properly	fit	her	body,	as	the	fabric	of	the	garment¢Ã​Â​Âs	left	arm	swallows	up	and	completely	hides	her	left	hand.	Titian	may	have	imitated	Laura¢Ã​Â​Âs	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¢Ã​Â​Âs	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¢Ã​Â​Â	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	Attivit​Ã	culturali	/	Art	Resource,	NY.	In	her	study	of	Giorgione¢Ã​Â​Âs	Laura,	Junkerman¢Ã​Â​Âs	examination	of	similar	mantles	worn	by	men	in	the	artist¢Ã​Â​Âs	Adoration	of	the	Magi	and	in	Carpaccio¢Ã​Â​Âs	Leavetaking	of	the	Betrothed	Pair	leads	her	to	convincingly	identify	the
subject¢Ã​Â​Âs	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¢Ã​Â​Âs	costume	book	may	support	Junkerman¢Ã​Â​Âs	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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.etnemaenatlumis	ibmartne	ehcna	o	,annod	o	omou	ais	eresse	ebbertop	iel	ehc	enoisulli'l	eraerc	ebbertop	onaigitroc	li	,ocoig	id	enoiza'l	e	emutsoc	li	osrevartta	of	a	young	woman,	can	allude	to	this	fiction.	Tiziano's	pictorial	choices	decrease	the	female	qualities	of	the	subject,	while	the	hat	he	wear	covers	most	of	his	curled	hair	and	his	breasts	are
completely	obscured	by	the	right	arm,	pressed	near	the	chest	and	his	shirt.	Although	the	right	breast	curve	of	the	subject	is	partially	visible	next	to	his	arm,	his	chest	is	much	flatr	and	less	voluptuous	than	that	of	the	flora,	for	example.	The	viewer	is	not	granted	a	taste	of	his	nipple,	as	in	the	case	of	the	woman	of	Titian	in	a	fur,	nor	teased	the
suggestion	of	breast	torches	under	the	Shirt.	It	seems	to	make	a	greater	effort	to	obscure	his	sexual	parts	than	the	other	half-length	subjects	of	Titian,	hiding	his	genitals	by	doubling	his	coat	on	his	body	so	that	the	fur	coat	is	exposed.	The	arm	and	the	left	hand	extend	through	its	genitals,	masking	them	if	not	suggesting	a	prohibition	of	access.	His	left
hand	reaches	his	side,	while	his	finger	pointer	extends	this	gesture	to	indicate	his	back.	This	can	be	a	reference	to	an	arrangement	of	an	anal	sex	desire,	recalling	the	words	of	Nanna	in	Aretino	of	Ragionaments	on	the	sexual	inclinations	of	the	Venetians	for	"Ass,	breasts	and	soft	things	of	fourteen	or	sixteen	years,	or	to	most	of	the	twenty	years	...	80
while	his	pearl	jewelry	indicate	his	female	genre,	the	face	of	the	subject	is	smooth	and	young,	the	sharp	chin.	Tiziano	presents	the	subject	in	the	midst	of	manipulating	the	sumptuous	props	to	conform	to	the	wishes	of	his	companion.	Erotizes	the	interaction	of	the	subject	with	the	clothing	and	accessories	it	employs,	whether	it	betrays	itself	playfully	as
its	companion,	exploits	its	garments	to	delay	its	access	to	its	id	id	otnemidog	lI	.erotatteps	ol	erid	a	elav	,oticilpmi	elihcsam	ongapmoc	nu	id	erecaip	li	rep	ocoig	li	rep	anecs	id	itteggo	odnasu	,olocatteps	onu	odnazzinagro	atS	.etnama	.ozzagar	nu	eratroppos	²Ãup	ehc	erireggus	rep	ilodnattoda	o	el	Noc	Etrom	al	Aid	Aid	Aim	Non	EHC	Roman	Omet	Am
,Ozzaugs	Odnettof	IOv	Noc	Ehc	,â€â€Tâ€Trâ€TMs	,Etrod	eclod	Aim	,Arongis	iov	e	;enoznac	anu	odnetof	iarenous	IV	aceir	aim	al	iuq	issea	oiâ€â€â€â't	able	to	.u[	.enoizecsid	Airuf	Iassa	Noc	,acec	al	a	erev	ettof	is	no	e	,acer	is	no	annod	annu	anno	ottos	â¬ìưact	,enortlop	omissittent	Ylekil	tsm	I	FO	â€ã¢noitide	Tiefretnuocâœâ€â€â	7251	morf	â€TO
nasetruoc	eht	fo	noitpecnoc	larutluc	eht	yfilpmexe	yeht	,daetsnI	.emutsoc	yraropmetnoc	fo	stnemele	aiv	demussa	ytitnedi	etanretla	na	ro	nasetruoc	a	rehtie	yartrop	ton	od	segami	htgnel-flah	sÂ​Â​Ã¢naitiT	taht	,neht	,elbissop	si	tI	.yteirporp	fo	sliev	naht	Rehtar	Msicitore	Fo	Snoitacipma	deredidnoc	Eb	nac	,esiwrehto	Dna	Lacigolohtym	,Sesiug	Taht
Setacid	of	Eromrettruf	Eport	Redareuqsam-sa-nasetruos	focaverp	eht	ellep	elm	detalucira-tfo	elam	detalucira-tfo	fo	tnemegdelwonkca	larutluc	yraropmetnoc	a	htiw	eugolaid	ni	tsixe	sgnitniap	esehT	.erutseg	dna	sserd	suougibma	rieht	yb	desop	smelborp	eht	rof	noitulos	a	sreffo	edareuqsam	fo	snel	siht	hguorht	serugif	edun-imes	,htgnel-flah
sÂ​Â​Ã¢naitiT	gnidaeR	.syob	sa	neve	dna	,sesseddog	,shpmyn	sa	seititnedi	gnidulcni	,snoitatneserp-fles	suoirav	neewteb	etallicav	shtgnel-flah	sÂ​Â​Ã¢naitiT	fo	nemow	eht	,idom	I	rof	21	tennoS	sÂ​Â​Ã¢oniterA	sa	hcus	sgnitirw	yraropmetnoc	ni	sretcarahc	elamef	eht	ekiL	.Boy	edarahc	reh	fo	noitounitnoc	eht	Fo	ro	strap	eamef	reh	GnilaVer	neht	dna
gnirucsbo	fo	noitpeced	Elbaruselp	eht	fo	taht	rehtie	,ysatnaf	ETOROBALE	NO	FO	depricca	stiocca	eht	,	army,	being	put	and	crazy.	[U.]—Cupid	is	my	boy	and	your	son,	and	look	at	my	harp	to	sacred	them	to	the	armchair	goddess.	Notes	*	this	article	has	developed	from	a	project	undertaken	for	the	first	time	in	a	master's	art	history	seminar	entitled
"Renaissance	at	home",	taught	by	monika	schmitter	at	the	University	of	Massachoetts	amherst.	I	am	grateful	to	Professor	schmitter	for	his	support	as	I	have	revised	and	expanded	the	article	and	prepared	it	for	publication.	I	would	also	like	to	extend	my	thanks	to	the	editors	of	rutgers	art	review,	whose	reflexive	and	productive	questions	and
comments	contributed	to	model	the	final	version.	1.	sylvia	Ferino-Pagden	indicates	that	the	painting	was	first	identified	as	a	representation	of	flora	through	a	caption	that	accompanied	a	1640	sandrart	image	engraving.	see	sylvia	ferino	pagden,	“Pictures	of	women	–Pictures	of	Love”,	in	david	allen	brown	and	sylvia	Ferino-Pagden,	bellini	–	giorgione	–
tiziano	and	the	Renaissance	of	Venetian	painting	(new	haven	and	london:	yale	university	press,	2006),	226.	2.	on	the	identity	of	flora,	see	hans	tietze,	titian.	the	paintings	and	drawings	(London:	phaidon,	1950),	14;	julian	s.	held,	“Flora,	dea	and	Courtesan”,	in	itys	in	honor	of	erwin	panofsky,	ed.	thousandard	meis	(new	york:	new	york	university	press,
1961),	208-213;	emma	h.	mellencamp,	“A	note	on	the	costume	of	the	flora	of	Tiziano”,	art	bulletin	51,	n.	2	myth	and	allegory	in	the	Venetian	culture	of	the	sixteenth	century	(milano:	feltrinelli,	1980),	82-105;	peter	humfrey,	tiziano:	the	complete	paintings	(new	york:	harry	n.	abrams,	inc.,	2007),	94;	rona	goffen,	Tiziano’s	women	(new	haven	and	london:
yale	university	press,	1997),	72;	joenische	sander,	itali	for	a	completeof	the	previous	literature	on	half	female	lengths,	including	examples	such	as	Vanitas	of	Tiziano	(1515),	Laura	di	Giorgione	(1506)	and	the	young	woman	of	Palma	Vecchio	in	profile	(about	1520-25),	see	Ferino-Pagden,	â€	œMictures	of	Women,	€	189-235.	For	a	sample	of	general
issues	related	to	female	images	"Diortratto",	including	half	length,	see	Cathy	Santore,	"like	a	nymph",	Source:	Notes	in	art	history	19,	no.	3	(summer	2008):	20-26;	Anne	Christine	Junkerman,	“The	Lady	and	the	Laurel:	Gender	and	Meaning	in	Giorgione's	Laura,"	Oxford	Art	Journal	16,	no.	1	(1993):	49-58;	Elizabeth	Cropper,	"The	beauty	of	women:
problems	in	rhetoric	of	Renaissance	portraiture",	in	the	rewriting	of	the	Renaissance:	the	speech	of	the	sexual	difference	in	the	first	modern	Europe,	e.g.	Margaret	W.	Ferguson,	Maureen	Quilligan	and	Nancy	Vickers	(Chicago:	University	of	Chicago	Press,	1986),	175-190.	4.	Rona	Goffen,	"Sex,	space	and	social	history	in	the	Venus	of	Urbino	in	Titian,
in	Venus	of	Urbino,	ed.	Rona	Goffen	(Cambridge:	Cambridge	University	Press,	1997),	68.	5.	On	the	differences	between	male	and	female	portraiture,	see	Patricia	Simons,	“Portraiture,	portrait	and	idealization,	â€	in	language	and	images	of	the	Renaissance	Italy,	ed.	Alison	Brown	(Oxford:	Clarendon	Press,	1995),	266-267.	On	the	Venus	of	Lotto	and
Cupid	as	a	portrait	of	bride	inspired	mythologically,	see	Goffen,	"Sex,	space	and	social	history",	66;	Andrea	Bayer,	"Venus	and	Cupid,	in	art	and	love	in	Renaissance	Italy,	and	Andrea	Bayer	(New	Haven	and	London:	Yale	University	Press,	2008);	Keith	Christiansen,	“Lenzo	Lotto	and	the	tradition	of	epitalamic	painting,	“Apollo	124”	(September	1986):
166-173;	Everett	Fahy,	“	Recent	acquisitions:	a	selection,	1986	”1987	(New	York:	Metropolitan	Museum	of	Art,	1987),	33	€“	34;	Bernhard	Berenson,	Italian	Pictures	of	the	Renaissance	(Oxford,310.	6.	Memory,	Memory,	Women,	72.	7.	Anne	Christine	Junkerman,	ã	¢	â	€	â	€	â	€	Â	Â	Â	Â	â	Â	™	WOMEN'S	¢	Â	€	Â	Â	™:	An	Interdisciplinary	Study	of
Venetian	Sensuous	Half-Langth	Images	of	the	Early	Sixteenth	Centuryã	¢	â	€	â	€	(Phd	Distance,	University	of	California,	1988),	339.	8.	completed	for	the	first	time	in	1540,	the	letters	were	described	in	a	subsequent	Venetian	edition	of	1576	as	"various	and	artistic	speeches,	and	the	humorous	philosophical	concepts	(various	ingenious	speeches	and
fantastic	philosophical	fantasies)	is	rather	than	that	The	true	real	correspondence.	See	Jennifer	Neville,	ã	¢	âvelop	"Lower	from	a	wolf:	Andrea	Conference	and	Dance,	ã	¢	âvelop	research:	The	Journal	of	the	Society	for	Dance	Research	â	€,	n.	1	(Summer	2012):	82.	For	a	summary	of	Cié	who	is	known	on	Calmo,	his	background	and	his	involvement	in
the	first	comedy	Dell,	see	the	introduction	to	Lego	di	Messer	Antonio	Calmo,	reproduced	on	the	best	prints,	and	.	Vittorio	Rossi	(Turin:	E.	Loescher,	1888),	4-15.	9.	Lynne	Lawner,	Lives	of	the	Cortesans	-	Portraits	of	the	Renaissance	(New	York:	Rizzoli,	1987),	61.	10.	Lawyer,	Cortigiani	lives,	64	.	11.	On	the	plants	traditionally	associated	with	Venus
and	which	often	appears	as	its	attributes	in	the	art	of	Rinascim	Ento,	see	Eve	Dã	¢	âvelop	"¢	Ambra,	Roman	Women	(Cambridge:	Cambridge	University	Press,	2006),	176.	12.	Lawyer,	Cortigiani	lives,	28.	13.	Ibid.	14.	ibid.	15.	Although	the	Ipnotomachia	Poliphili	is	an	allegorical	report	of	a	young	man	who	tries	to	recover	his	lost	love,	this	too	is
suffocated	by	sensual	details.	In	his	research,	the	hero	wanders	through	a	garden	that	is	exceptionally	similar	to	that	described	by	Calmo,	containing	"Liliesi	and	flourishing	Lysimachia	and	perfumed	Reeds	and	celery	root	and	many	other	aquatic	herbs	and	noble	flowers"	("("	"â	‚¬	å“	lilii	validlii	and	the	flourishing	lysimachia	and	the	odor	calamo	et
cedovaria,	apio	and	of	a	lot	of	other	enforceable	waters	and	noble	flowers	flower.	.de	.de	,ilihpiloP	aihcamotenpyH	Pozzi	and	Lucia	A.	Ciapponi	(Padua:	Editrice	Antenore,	1968),	65.	Unless	Otherwise	Indicated,	English	Translations	are	those	of	the	author	of	this	article.	16.	The	Original	Text	Describes	The	Nymphs	That	Styx	To	Poliphilo	Thus:	ã	¢	â	€	â
€	of	Carpantic	Habito	of	Silk	Esta	and	of	various	flooding	and	texture.	They	were	three	tunics,	one	more	short	of	the	other	and	distincta:	the	endless	infima,	above	the	sericea	of	​​very	green	color	intramed	dã	¢	â	€	Â	™	gold,	the	supreme	bombicina	very	small,	crossing	et	crispula	;	Succinte	di	Torque	Aureo	under	the	end	tells	the	round	mammillular.
18.	Lawner,	Lives	of	the	Courtesans,	28.	19.	ã	¢	â	€	â	€	âento,	Fairy	tales,	and	chimeras.ã	¢	â	€	Â	Rita	Casagrande	of	Villaviera,	The	Venetian	Cortegiane	in	the	sixteenth	century	(Milan:	Longanesi,	1968),	172.	20.	AS	Maria	H.	Loh	Recounts,	Scholars	Have	suggests	that	titian	May	Also	Have	Been	Familiar	with	the	HypneroTomachia	Poliphilli,	A	Likely
Source	for	Calmã	¢	â	€	Â	™	s	Imagory.	They	have	proposed	in	Particle	that	the	Illustration	of	the	Sleeping	Nymph	in	the	HypneroTomachia	Inspired	the	Pose	of	Titianã	¢	â	€	Â	™	S	Sleeping	Venus	and	Venus	of	Urbino.	See	Maria	H.	Loh,	Titian	Remade:	Repe	to	the	Transformation	of	Early	Italian	Art	(Los	Angeles:	Getty	Research	Institute,	2007),	22-
23.	21.	For	an	example	of	titianã	¢	â	€	Â	Â	Â	Â	â	™	S	Blurring	of	Contemporary	and	Classicizing	Dress	Outside	of	the	Half-Lenghch	Genre,	See	His	Repainting	of	Feast	of	the	Gods	(1514/1529),	Now	in	the	National	Gallery	of	Art,	Washington	,	D.C.	22.	For	an	assessment	of	titianã	¢	â	€	Â	Â	Â	Â	Flora	and	Venus	with	a	Mirror,	Respectively,	See	Rona
Goffen,	Titianã	¢	â	€	Â	™	S	Women,	72-75	and	133-139.	23.	Giorgio	Vasari,	The	life	of	the	most	excellent	architects,	painters,	and	Italian	sculptors,	ed.	Luciano	Bellosi	and	Aldo	Rossi	(Turin:	Einaudi,	1986),	418.	24.	Lynne	Lawner,	The	ways:	The	Sixteen	Pleasures:	an	erotic	album	of	the	Italian	Renaissance	(Chicago:	Northwestern	University	Press,
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illeppac	i	,elatnemicsanir	odoirep	li	etnarud	,ehc	avorp	eroiretlu'nU	.56	.24	,ottafiR	David	Allen	Brown,	â€	œIn	Painting	and	the	invention	of	art	â€	in	¢Ã​Â​Â	Giorgione	¢Ã​Â​Â	Titian	and	the	Renaissance	of	Venetian	Painting,	ed.	David	Allen	Brown	and	Sylvia	Ferino-Pagden	(New	Haven	and	London:	Yale	University	Press,	2006),	23.	71.	Simons,
¢Ã​Â​ÂPortraiture,	Portrayal,	and	Idealization,¢Ã​Â​Â	296.	72.	Patricia	Simons	has	astutely	highlighted	the	interactive	quality	of	prints	of	this	type,	which	treat	the	paper	¢Ã​Â​Âas	though	it	were	cloth¢Ã​Â​Â	and	insinuate	that	¢Ã​Â​Âthe	manipulator	[has]	control	over	fictive	and	actual	material	alike.¢Ã​Â​Â	Patricia	Simons,	¢Ã​Â​ÂThe	Visual	Dynamics	of
(Un)veiling	in	Early	Modern	Culture,¢Ã​Â​Â	in	Visual	Cultures	of	Secrecy	in	Early	Modern	Europe,	ed.	Giancarlo	Fiorenza,	Timothy	McCall,	and	Sean	E.	Roberts	(Kirksville:	Truman	State	University	Press,	2013),	35.	73.	Ibid.	74.	Lawner	suggests	that	several	of	the	positions	featured	in	Giulio	Romano¢Ã​Â​Âs	woodcuts	are	ambiguous	and	may	represent
anal	sex;	the	text	supports	this	conjecture	in	several	instances.	Primary	among	these	examples	is	Sonnet	10,	which	begins	with	the	line,	¢Ã​Â​ÂIo	voglio	in	cul,	tu	mi	perdonerai!¢Ã​Â​Â	(¢Ã​Â​ÂI	want	it	in	the	ass,	forgive	me!¢Ã​Â​Â)	Sonnet	16	also	appears	to	reference	sodomy,	as	the	female	participant	narrates,	¢Ã​Â​ÂTu	per	a	gambe	in	collo	in	cul	me
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Michael	Rocke	offers	a	comprehensive	examination	of	the	word	and	its	Renaissance	meanings,	observing	that	religious	authorities	originally	defined	it	as	a	sexual	act	between	two	people	of	the	same	gender.	However,	it	was	employed	legally	and	socially	to	describe	a	set	of	acts	which	could	not	result	in	procreation,	and	which	were	thus	considered	to
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