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SPONSOR’S FOREWORD

Credit Suisse First Boston has a long tradition of supporting the
arts and is delighted to be sponsoring Raphael: From Urbino

to Rome at the National Gallery. This is the first major exhibition
of paintings and drawings by Raphael to be held in Britain and we
are proud to be involved in bringing the wonder of the Renaissance
period to a new audience.

Raphael’s paintings form the cornerstone of Western art. The
young Raphael developed into one of the world’s most celebrated
and renowned Renaissance artists. Throughout his short career,
he pushed the boundaries of artistic influence and evolution.

This unique exhibition, which brings together the National Gallery’s
own paintings with key loans from the National Gallery of Art,
Washington, the Louvre, the Hermitage and the Uffizi, also reflects
the collaborative spirit of our organisation. At Credit Suisse First
Boston, we strive to bring the Firm’s strengths to bear for the benefit
of our clients.

Congratulations to the National Gallery for successfully bringing
such an extraordinary event to the United Kingdom. We hope that
you enjoy your visit to this magnificent exhibition.

CHRISTOPHER CARTER
Chairman

Credit Suisse First Boston (Europe)

CREDIT FIRST
SUISSE BOSTON
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DIRECTOR’S FOREWORD

An exhibition of paintings and drawings by Raphael is a rare event.
His iconic works, invariably the stars of any collection, are fragile,
and can seldom travel. The National Gallery, with its rich holding of
nine early paintings by Raphael, is therefore one of the few venues in
the world that can stage a comprehensive monographic exhibition.
Its collection of two major altarpieces, two predellas, an allegory,
two small Madonnas and a papal portrait represents the full range
and variety of Raphael’s output and illustrates, almost year by year,
the formative part of his career. This exhibition concentrates on the
young artist’s development up to the death of Pope Julius IT in 1513,
and his emerging style is studied in a chronological sequence of over
8o autograph works, interspersed with paintings and drawings by
his early teachers and prime influences.

The wealth of paintings and drawings by Raphael in Britain
reflects a long-standing admiration for the artist in this country. He
has been represented in the National Gallery since its foundation in
1824, when his Portrait of Pope Julius II (cat. 99) was acquired with
John Julius Angerstein’s collection. The mistaken demotion of this
work to the status of a copy within two decades (only rectified in
1970) made it imperative to acquire other Raphaels, and the story
of subsequent purchases (Saint Catherine in 1839, the Vision of a
Knight in 1847 and the Garvagh Madonna in 1865) is told in Nicholas
Penny’s admirable essay at the end of this catalogue. However, the
high sums demanded for Raphael’s paintings, fanned by interest
from Europe, Russia and America, made it difficult for the Gallery
to secure them. The attempt by Sir Charles Eastlake, before he
became the first Director of the Gallery, to purchase Raphael’s great
altarpiece of the Crucifixion (cat. 27) at the sale of Cardinal Fesch’s
collection in 1845 failed due to budgetary restrictions set by the
government and Trustees.

Another opportunity to acquire a Raphael altarpiece arose when
the 8th Duke of Marlborough decided to sell key paintings from the
family collection at Blenheim Palace, foremost among which was
the Ansidei Madonna. However the prices were so high that only the
two most important, the Raphael and Van Dyck’s Equestrian Portrait
of Charles I, could be considered by the Gallery. Following an appeal
of Royal Academicians and interventions from every level of society,
the government offered a special grant of £87,500 in 1885, more than
eight times the Gallery’s annual purchase grant (suspended for the
following four years), of which £70,000 went towards the Raphael.
The Ansidei Madonna’s predella depicting Saint John the Baptist
Preaching (cat. 46) happily rejoined the altarpiece in 1983 when it
was acquired from the heirs of Lord Lansdowne.

——

In 1895, the Gallery contemplated purchasing Raphael’s Colonna
Altarpiece (fig. 68) from the collection of the King of Naples, which
had been displayed in Trafalgar Square between 1871 and 1872,
and in the South Kensington Museum between 1886 and 1896. Its
reception was controversial and the Gallery declined to buy it on
grounds of condition. The five elements of the predella, first dispersed
at the Orléans sale in London in 1798, remained in British collections
throughout the nineteenth century. Two little saints (cats 43 and 44)
found their way into the Dulwich Picture Gallery as early as 1811,
but the others were highly marketable in the face of growing demand
for Renaissance works from wealthy American collectors. In 1900,
the dealer Joseph Duveen brokered the sale of the Pietd, then in
London, to Mrs Gardner of Boston. In 1913, the Gallery succeeded
in securing the Procession to Calvary (cat. 41) from Lord Windsor,
1st Earl of Plymouth, a longstanding Trustee, but could never have
competed with the price Duveen paid for the Agony in the Garden
in 1924 (he sold it on to an American industrialist for the reputed
sum of half a million dollars). Thanks to the generosity of the
Gardner and Metropolitan Museums, and Dulwich Picture Gallery
the Colonna Altarpiece predella is here reunited for the first time in
over 200 years.

Despite the appointment of Lord Ward, 1st Earl of Dudley, as
Trustee in 1877, neither the Three Graces (fig. 65), which he inherited
from his father, nor Raphael’s Crucifixion, which he bought from
the Fesch heirs in 1847, was offered to the National Gallery (the
latter was bought at Lord Ward’s posthumous sale in 1892 by Ludwig
Mond). It was only through the generosity of the Mond family that
this great altarpiece joined the Ansidei Madonna in the National
Gallery in 1924. Another gift to the Gallery was the ruined
Madonna named after Eva Mackintosh, who presented it in 1906.
The Mackintosh Madonna is the Gallery’s phantom tenth Raphael,
rarely cited because of its lamentable condition which also excludes
it from the exhibition (the composition is, however, represented
by cat. 98, the splendid cartoon from the British Museum).

Enthusiasm for Raphael has not waned in the twenty-first century.
The threatened sale in 2002 of the Duke of Northumberland’s
Madonna of the Pinks to the Getty Museum in California provoked
furious debate reminiscent of public reaction to the Blenheim sale.
The urgency of the campaign was heightened by the fact that the
Madonna was one of the last paintings by Raphael remaining in
British private collections (there are only three others, all owned
by the Duke of Sutherland, who has generously lent cat. 62). The
painting was eventually acquired in March 2004, following a widely

b
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supported public appeal and the allocation by the Heritage Lottery
Fund of the largest grant ever given for a single work of art.

Many of the international loans to this exhibition have not been
seen in this country before, including the processional banner from
Citta di Castello (cats 18 and 19), which until now has never left the
city for which it was painted. Several other paintings return for
the first time since being sold from British private collections in the
nineteenth and twentieth centuries. The little-known Resurrection
of Christ (fig. 21), which has been lent by Sao Paulo, was sold from
Lord Kinnaird’s collection in 1946 as a minor follower of Perugino.
This is the first time the painting has been seen in the context of
other works by Raphael, including two well-known preparatory
drawings from the Ashmolean Museum (cats 23 and 24) and a newly
discovered study from Pesaro (cat. 22). The National Gallery’s
rumoured interest in acquiring the Resurrection cannot be proved,
but other paintings in this exhibition were certainly offered to
the Gallery and turned down, including the Hermitage Museum’s
Conestabile Madonna (cat. 32) and the Louvre’s Apollo and Daphnis
(cat.7) now acknowledged as a work by Perugino, which the
Gallery could not accept as by Raphael (correctly as it turned out)
when it was offered to them in the 1850s.

Raphael’s drawings first began to filter into this country in the
seventeenth and eighteenth centuries, but their number increased
dramatically following the revolutionary upheavals in continental
Europe. The English connoisseur William Young Ottley was in
Italy at the time of the French invasion of Italy in 1796 and, as well
as buying paintings (including cat. 35), he amassed a substantial
collection of Raphael’s drawings. Several of the nine Raphael drawings
bequeathed to the British Museum by Richard Payne Knight in
1824 came from Ottley (including cats 58 and 96), and even more

——

ended up in the collection of the fashionable portraitist Sir Thomas
Lawrence (for example fig. 45 and cat. 37). Lawrence’s discerning
eye and reckless disregard for expense led him to amass perhaps the
greatest ever collection of Italian drawings. One of its outstanding
strengths was a group of around 180 studies by Raphael, mostly
of indisputable authenticity and supreme quality. On his death in
1830, his entire collection was offered to various buyers, including
both the National Gallery and the British Museum, but tragically
negotiations fell through and parts were sold oft by Lawrence’s major
creditor, the dealer Samuel Woodburn. This missed opportunity
was partly repaired in 1845 by the University of Oxford’s purchase
for its galleries (now the Ashmolean Museum) of a group of 150
ex-Lawrence Raphael drawings (just under half of which are now
considered authentic). The British Museum also acquired more
than seventeen Raphael drawings from Lawrence’s collection, after
Woodburn’s collection was dispersed following his death in 1860.
The study of Raphael, pioneered with impressive thoroughness
by scholars in the nineteenth century, was immeasurably enriched
by the surge of new research that emerged from quincentennial
exhibitions held worldwide in 1983—4 and by John Shearman’s
recent publication of all known Raphael documents to 1602. The
catalogue pays homage to and builds on what has gone before, but
also contributes new information arising from recent archival finds
and technical investigation. The exhibition’s success is a testament
to generations of collectors, scholars, directors and curators, and not
least to the dedication and enthusiasm of its curators, Carol Plazzotta
of the National Gallery, Tom Henry and Hugo Chapman.

CHARLES SAUMAREZ SMITH
Director, The National Gallery, London
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Raphael: From Urbino to Rome

TOM HENRY AND CAROL PLAZZOTTA

This exhibition tells the story of Raphael’s artistic journey from

the Duchy of Urbino, where he was born in 1483, to the papal court
in Rome, via the Central Italian cities of Citta di Castello, Perugia,
Siena and Florence (fig. 1). It is a story of extraordinary precocity
and of equally extraordinary determination. Raphael’s first securely
dated work, an altarpiece painted for a church in the Umbrian town
of Citta di Castello, was delivered in September 1501 when he was
only eighteen (see cats 15-17).' Within ten years, the young artist
had moved from a relatively provincial practice in The Marches and
Umbria to assume a near monopoly of papal patronage in the field
of painting at the court of Pope Julius II, where his art attracted
international demand and commanded extraordinary prices. During
this period, Raphael’s style underwent one of the most dramatic
transformations in the history of art: one that prompted the first
art-historical comment recorded from a Renaissance pope, and fits
of jealous rage from his rivals.? In the course of a decade of great
artistic activity and ceaseless assimilation of the styles of others,
Raphael developed a personal style that is radically different from
his earliest work .3

Raphael died in Rome in 1520 at the age of 37. In the last seven years
of his life he maintained and extended his dominance of the Roman
artistic scene under Leo X (1513—21), diversifying into architecture
and archaeology, and increasingly delegating the execution of his
paintings to his expanding workshop. The exhibition concentrates
on the period of the painter’s artistic formation up to the death of
his first papal patron, Julius II, in 1513, examining his origins, experi-
ences and training, and exploring how his art developed in response
to a series of forceful influences.*

Raphael’s earliest biographers and acquaintances held differing
views on the degree to which his success could be attributed to
natural talent as opposed to diligent study, but both these strands
of his creative personality are crucial to any assessment of his art.
His career can be charted through his response to cutting edge
developments in the art that surrounded him, and this thrust emerges
very strongly in the sequence of exhibits that follows. He was quick
to appreciate quality and absorb innovation, adapting and improving
the inventions of other masters with incredible ease.

fig. 1 Ignazio Danti 1536 -1586

Detail from Italia Nova, 1580 -3

Fresco in the Galleria delle Carte Geografiche
Vatican Museums, Vatican City

But even in his earliest works, it is evident that Raphael far out-
stripped his father Giovanni Santi, and the other mature artists
with whom he associated, in his own innate ability as a designer.
The grace and fluency of his sketches and designs reveal his natural
facility for drawing and their variety and inventiveness bear
witness to his remarkably fertile imagination. Raphael’s genius for
design was complemented by an instinctive feeling for harmonious
combinations of colour, and his paintings typically cohere as beauti-
fully balanced unities. He was indeed a great perfectionist and

the execution of his finished pictures depended upon a meticulous
process of serial refinement through preparatory drawings, leading
up to the production of near perfect cartoons. His graceful inventions
were informed by his unusual capacity to empathise with his subjects,
and his natural propensity for characterisation and narrative came

to serve the interests of the wealthiest and most powerful patrons

in Italy.

Raffaello di Giovanni Santi was born in Urbino at Easter 1483.5
His mother, Magia di Battista Ciarla, died in October 1491 when
Raphael was only eight, while his father, the painter Giovanni Santi,
died three years later in August 1494.° Santi left half of his estate to
Raphael and entrusted his eleven-year-old son to the care of his
uncle, Bartolomeo, a priest, who also lived in Urbino.” Raphael’s
early childhood experiences were in this hilltop city-state ruled

by members of the Montefeltro family, famous both as mercenary
generals and as discerning patrons of the arts. Federigo da Montefeltro
(d. 1482) had built a great Renaissance palace, which still dominates
the city, filled its library with humanist manuscripts, and employed
painters of repute such as Piero della Francesca and Justus of Ghent
to work for him.

In the almost complete absence of contemporary documentation
for Raphael’s whereabouts and training before his first documented
work of 1500-1 (cats 15-17),8 Giorgio Vasari’s account of his origins
in the Lives of the Artists, published in two editions of 1550 and 1568,
has assumed a central position in defining this formative period
of the artist’s life.? Vasari’s analysis of how Raphael perfected his
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successive maniere (styles) has not been surpassed, and the structure
of his Life of Raphael, which has been extremely influential on
perceptions of Raphael’s early formation, remains fundamental.'®
Although Vasari’s biography is demonstrably well informed
(especially about the artist’s activity in Florence and Rome),"

it was also written to serve a rhetorical purpose, doubling as an
exemplary essay on the benefits of education, application and
study as the key to artistic success." If his division of Raphael’s
career largely by the location of his works might at first reading
seem simplistic, underestimating the extent to which Raphael
moved around between a number of cities in Central Italy in these
early years, on closer inspection the description of Raphael’s
movements appears in the main to be remarkably accurate.

Vasari emphasises Raphael’s auspicious start in life, describing
an ideal progression from nurturing mother and attentive father
to the recognition of his talents by a solicitous teacher. He opens
the Life with a paean of praise for Raphael’s character, going on to
describe his birth on Good Friday,® and his naming after an archangel
for good fortune. Giovanni Santi’s concern for his infant son was
exemplified by his wish that his wife should nurse the child herself
so that he should not be exposed to the rough manners of peasants
—in contrast with Michelangelo, who was sent to a wetnurse in
Settignano. As Raphael grew up, Santi began to train him in painting,
‘seeing that he was much inclined to that art and of great intelligence’,
and while still a child the boy assisted his father in many works made
for the state of Urbino."* But, according to Vasari, Santi soon realised
that Raphael had learned all he could from him, and decided to
apprentice his son to Pietro Perugino, the leading painter of Central
Italy, whom he sought out in Perugia. Perugino was particularly
struck by Raphael’s ability in drawing (as well as his beautiful
manners and behaviour), and Vasari tells how the boy soon learned
to imitate Perugino’s style so exactly that it was impossible to
distinguish his copies from the master’s originals.

Although scholars in the past used to reject the idea that Raphael
could have learnt anything from his father before the latter’s death
in August 1494, a different view is now emerging which suggests
that he may well have been taught by Santi to draw and paint from
avery young age. Taken at face value, Vasari’s Life implies that
Raphael was apprenticed to Perugino before Santi’s death, and even
before his mother died in 1491 (when Raphael was just eight years
old). This position has been adopted by numerous writers, and it is
certainly true that in the Renaissance apprenticeships could start
very young.'® Others have modified Vasari’s account to suggest
that Raphael joined Perugino’s workshop soon after his father’s
death, perhaps benefiting from the connections between Santi and
Perugino which can probably be traced to the years 1488—94 when
both painters were working for the church of S. Maria Nuova at
Fano."” Links between Santi and Perugino are also suggested by
the figural motifs shared by the two artists (indeed Raphael would

16 Raphael: From Urbino to Rome
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have been able to absorb aspects of Perugino’s repertoire before
any direct contact with him)."® Santi’s expressed admiration for
Perugino as ‘a divine painter’ has also lent credence to Vasari’s
account. '

However, although Raphael clearly had a very close association
with Perugino later on (as will be discussed below), the grounds
for believing that he was formally apprenticed to Perugino’s shop
before his father’s death, or that he spent a lengthy time with
Perugino in the 1490s, now look flimsy. His most Peruginesque
works are not his first independent paintings, and attempts to
attribute to Raphael paintings produced by the Perugino workshop
in the 1490s make very little sense in the light of his subsequent
development (as seen in cats 15-17).2° Moreover, while many of
Perugino’s pupils are mentioned by name in documents, Raphael
is never among them.”'

By contrast, a consistent body of evidence supports the idea that
Raphael’s earliest training took place with Santi or in his workshop,
which may have continued to operate after the master’s death
and certainly seems to have been accessible to Raphael in 1500.
Michelangelo later observed that Raphael’s style had evolved from
the combined early influences of ‘his father who was a painter, and
his master Perugino’,>> and Raphael was still described as a scolaro
(student) of his father in a document drawn up at the Vatican in 1511.%

This evidence is backed up by examination of Raphael’s first
documented work: the Saint Nicholas of Tolentino altarpiece (cats
15-17) for the church of S. Agostino in Citta di Castello, a small city
in the upper Tiber valley (about 35 miles south-west of Urbino). The
painting was commissioned in December 1500 by Andrea Baronci
from Raphael and Evangelista di Pian di Meleto (d. 1549), Santi’s
closest assistant and a documented member of his household from
1483. It was delivered in September 1501.>4 Evangelista is known to
have returned to Urbino during the course of the picture’s execu-
tion,* and the clause in the altarpiece’s contract stating that its
terms were to be enforced in Citta di Castello or in Urbino would
seem to confirm that both artists were based in the latter city at this
time. The absence of any reference to Perugia also suggests that the
Baronci altarpiece was executed before Raphael had any sustained
contact with either that city or with Perugino.?® The involvement
of two artists necessarily complicates discussion of this picture, but
even the most Raphaelesque parts (the Angel in Brescia, fig. 2) are
deeply indebted to Santi in the way that they are painted and in the
range and balance of colours.

Differences between the painting techniques of this picture and
Peruginesque works, such as, for example, the Mond Crucifixion
(cat. 27), present the most compelling evidence that Raphael trained in
his father’s workshop. The most obvious difference is in the treatment
of areas of flesh. In Santi’s panel paintings and in the surviving
fragments of his son’s first altarpiece, the flesh painting is solid and
opaque, the result of using relatively large amounts of lead white,
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fig. 2 Bust of an Angel, about 1500—1
Qil on wood, transferred to canvas, 31.5 x 27 cm
Pinacoteca Tosio Martinengo, Brescia, inv. 149
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not just for the highlights, but also in the mid-tones and shadows.?”
When X-rayed, the flesh tints produce relatively flat light images,
without much contrast between highlight and shadow. The shading is
achieved mainly by the admixture of red, brown and black pigments to
the lead white, resulting in cool sometimes slightly grey undertones,
and the complexions are heightened by touches of red on chins, noses
and cheeks, with a distinctive pink flush spreading down almost to
the jawline. In addition Raphael used one of his father’s workshop
drawings or props — the crown which appears for example in Santi’s
frescoes in the Tiranni chapel (fig. 3).28 This crown is also found in
other pictures by Raphael (see cat. 15 and fig. 13).

More generally, one can see Raphael referring back to prototypes
in his father’s work on numerous other occasions,? so that the
weight of evidence favours a training in the Santi workshop. This
could have continued in the later 1490s (after Santi’s death), quite
possibly in tandem with a formal education. Raphael had apparently
assumed control of his father’s workshop by December 1500. He
was still extremely young, just seventeen years old, but was already
described in the contract for the Baronci altarpiece as a magister —

a matriculated master of a painter’s guild — and was in a favourable
position to achieve early independence as the son of a painter who
had probably inherited his father’s workshop.3* However, it must
be admitted that the evidence that Santi’s workshop was indeed
still active after his death in 1494 remains ambiguous. Works by a
follower of Santi, Bartolomeo di Maestro Gentile (1465-c.1534), can
be dated to these years (for example a signed and dated altarpiece of
1496) but they are not particularly close to Santi’s own productions.3'
The oeuvre of Evangelista di Pian di Meleto, Raphael’s collaborator in
the Baronci altarpiece, has not been properly identified.3* Another
painter who has been connected with the workshop is Timoteo Viti
(c.1470-1523), who seems to have taken on the position of court
painter in Urbino in the first decade of the sixteenth century, and
was once proposed as Raphael’s first teacher.33 Viti returned to
Urbino from Bologna around 1495, and it has been hypothesised
that he may have helped Evangelista maintain Santi’s workshop
until Raphael was old enough to take it over himself, although there
is no evidence for this or of his immediate impact in Urbino.34 It is
nevertheless interesting that these artists all seem to have been present
in Urbino in the second half of the 1490s, and to their number can be
added the name of Girolamo Genga (1476-1551), who became a friend
of Raphael’s 35 It is also striking that these individuals collaborated
with one another later on.3°

In order to understand how a training in the Santi workshop
could have influenced Raphael and his aspirations, one needs to
appreciate Giovanni Santi’s standing as a Central Italian painter
of the late fifteenth century. Born at Colbordolo (near Urbino) in
the early 1440s, he is poorly documented as a painter until the
1480s and early 1490s, when he produced a number of works for the
churches and court of Urbino, as well as for the neighbouring towns
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of Cagli, Fano and Montefiorentino. His fame as a portrait painter led
to his being invited to the Gonzaga court in Mantua in 1493 (where
he remained until just before his death in August 1494).37 Although
Vasari characterised Santi as a ‘painter of no great excellence’, he
added that he was ‘a man of good intelligence, well able to direct his
children on that good path’;3® and Santi plainly enjoyed more than
local success. Recent renewed interest in his activity as a painter has
highlighted his sensitivity not just to the work of Perugino but to a
range of developments in Florence and Northern Italy, as well as in
Netherlandish art (aspects which are clearly seen in Santi’s work in
this exhibition, cats 3—5, and were transmitted to Raphael).3¥ His most
appealing pictorial qualities, and his ambition and technical skill, are
clearly seen in his frescoes for the Tiranni chapel at S. Domenico,
Cagli, a work which brings out his responses to the art of both
Perugino (in the Virgin and Child) and Melozzo da Forli (in the
Resurrection).4°

In addition to his skills as a fresco painter, Santi was experienced
at working with oil paint, by then widely used in Northern Italy,
although many painters active in The Marches, notably Carlo Crivelli,
and also some Florentine workshops, retained panel painting
techniques based on the traditions of egg tempera. The presence of
Justus of Ghent as court artist in Urbino must have been important for
Santi, although curiously he does not mention Justus in his rhymed
chronicle (see below). A partial copy of Justus’s Communion of the
Apostles (Casa di Raffaello, Urbino) is sometimes attributed to Santi
or his workshop, but Santi’s borrowings from Perugino and other
Flemish-influenced Italian painters mean that the direct influence
of Northern painting on his art is not necessarily immediately
apparent. His Virgins, angels and female figures are based on Italian
ideals, but older male figures are distinctively characterised, hinting
that his fame as a portraitist was based on his ability to imitate
Justus’s example. Details such as bejewelled clasps and borders
obviously replicate Northern examples, although not with any
degree of refinement. However, it is worth observing that the
surviving paintings (mostly badly damaged and often fragmentary)
generally attributed to Justus of Ghent’s stay in Urbino are not
notable for the minute illusionistic detail so often prized at the time
in Netherlandish painting; rather they are boldly painted large-scale
compositions with figures placed in convincing architectural interiors,
often with glimpses of rooms beyond, and dramatically lit by strongly
raking light. Buildings with rooms opening into one another appear
in Santi’s compostions, and his clear and sometimes harsh light
probably owes more to Justus than to the diffuse enveloping light
of Piero della Francesca, whose portraits and religious works for
Federigo da Montelfeltro were among the most significant works
of art in Urbino at the time. Most significantly, Santi had learnt how
to exploit the translucency of certain pigments when mixed with
oil to achieve the rich deep tones of Netherlandish painting, glazing
draperies to achieve the dark reds, purples and greens to be seen in
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fig. 3 Giovanni Santi

Sacra Conversazione with the Resurrection of Christ, 1481
Fresco, 420 x 295 cm

Tiranni Chapel, Church of S. Domenico, Cagli
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works such as the Fano Visitation, the Corsini Muses (e.g. fig. 48)
and the Apostles in Urbino (Galleria Nazionale delle Marche).

As a child Raphael must have watched his father at work and
instructing his assistants in the preparation of materials for the
various painting techniques, whether on walls, canvas or panel. As
the precociously talented son of an unusually well-educated painter,
he might have been excused the labour of grinding pigments, and
allowed to concentrate on drawing as a preliminary to learning how
to paint. Assuming that Raphael was heir to his father’s workshop
premises and contents as part of the property left jointly to him
and his uncle, then he could have learnt the craft aspects of painting
from the assistants who remained, regardless of their particular
merits as painters.

Perhaps Santi’s greatest legacy to Raphael was as a role model.
In addition to his profession as a painter, Santi was an accomplished
poet and courtier. He was responsible for the text and design of
court masques in 1474 and 1488,#' but his most significant literary
achievement was La Vita e Le Gesta di Federico di Montefeltro (1482—7),
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fig. 4 Luca Signorelli

How Saint Benedict
recognised and received
the True Totila, 1498-9
Fresco, width at base 300 cm
Abbazia di Monteoliveto
Maggiore, Siena

an epic poem written in terza rima extolling the life of Federigo, father
of his patron Guidobaldo da Montefeltro, Duke of Urbino (Santi
is the only fifteenth-century artist to leave this kind of literary
output).** Although there is no evidence regarding Raphael’s
schooling, Santi’s own cultivated background suggests that he
would have wished to bestow some form of education upon his only
surviving son, as Vasari implies.# Raphael’s handwriting (as seen
on cats 84 and 85) is elegant and self-consciously ‘Italic’, even if
his letters and poetry lack the sophistication of his father’s style.
A few draft sonnets by Raphael exist, in which he experimented in
a somewhat mechanical way with familiar Petrarchan models, but
these are all on sheets of drawings (for example cats 84-5), which
always remained his primary medium for invention. What is every-
where apparent in his work as a visual artist is his acute intelligence,
expressed in his highly original approach to narrative as well as in
his ability to assimilate the essential elements of works by other
artists into his own style.#4 The ‘Vision of a Knight’ (cat. 35) offers
a fascinating instance of Raphael depicting a type of subject his
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father could only express in words. His ability to bring theological
truths to life in a direct and believable way emerges in his early
devotional paintings and was one of the qualities that later attracted
the attention of the most powerful ecclesiastics of the day.

Santi’s position gave Raphael an entrée into both courtly and
artistic circles. As an adult, Raphael demonstrated a taste for learned
company and intellectual endeavours unusual among contemporary
artists. He befriended intellectuals associated with the court at
Urbino, such as the poet and literary theorist Pietro Bembo and the
diplomat and writer Baldassare Castiglione, who alluded to Raphael’s
wit as well as his painterly skill in his Book of the Courtier.*s Raphael
painted portraits of both men, and his friendship with them became
even closer after they were all reunited at the papal court in Rome.4®
Itis clear that throughout his career Raphael was extremely well
connected and knew how to comport himself in aristocratic circles,
and he is frequently described as an accomplished and gracious
courtier. It was one thing to thrive in the mercantile cities of
Umbria and Tuscany, quite another to succeed at court, and
Raphael demonstrates a rare versatility in being able to adapt to
the different environments in which he worked.#

The most frequently cited passage of Santi’s erudite rhymed
chronicle deals with the greatest artists of the fifteenth century,
and confirms the impression conveyed by his paintings that the
author was an attentive student of the most innovative artists of
his day.#® In his turn, Raphael carefully studied the work of the
living artists mentioned in his father’s poem — particularly Perugino,
Leonardo and Signorelli —and continued to apply this habit of
study to other leading artists of the early sixteenth century.*
Vasari likened Raphael to the classical painter Zeuxis, who
synthesised the best qualities of the most beautiful women in
order to concoct a creation more beautiful than any real individual,
eloquently praising Raphael’s ability to improve his art: ‘through
studying the efforts of the old and modern masters, he took
the best from each of them, and by gathering all this together,
enriched the art of painting.’s°

In addition to the Baronci altarpiece, Raphael painted two more
altarpieces for Citta di Castello and a processional banner. The
artistic flowering the city enjoyed in the 1490s, under the ruling
Vitelli family and their allies, had been dominated by Luca Signorelli
(c.1450-1523), whose five altarpieces for Citta di Castello included
The Martyrdom of Saint Sebastian (fig. 55) and the Nativity, now in
the National Gallery (NG 1133). His departure in 1498 created an
opportunity for Raphael to work in the city, and Signorelli may
even have introduced Raphael to his first patrons there,>' including
perhaps Baronci, who can be linked to the commissioning of
Signorelli’s high altarpiece for the church of S. Agostino. Raphael also
painted altarpieces for Domenico Gavari’s chapel in S. Domenico
(cat. 27) and Filippo Albizzini’s chapel in S. Francesco, and cats 18
and 19 were painted for the Confraternity of the Holy Trinity. The
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three private patrons were all wool merchants, active in local politics,
and seem to have formed a close-knit coterie around Andrea Baronci.5*
It is clear that Signorelli’s art made a deep impression on Raphael
when he first arrived in Citta di Castello, and it became an important
stimulus to his development from 1500 to 1505.53

In his pioneering study of Raphael written in Urbino in 1829,
Padre Pungileoni suggested that Signorelli might have been one of
Raphael’s first teachers.5* While a direct master-pupil relationship
can be excluded, the two artists clearly knew each other; they may
have first met when Signorelli’s confraternity banner was delivered
to Urbino in about 1494.55 Signorelli’s vigorous figures offered a
sculptural dynamism otherwise absent in models known to Raphael,
who carefully studied the older artist’s altarpieces in Citta di Castello
when embarking on commissions of his own there. On a sheet of
studies for the processional banner (cat. 20), he made an interpretative
copy after one of the crossbowmen in Signorelli’s Martyrdom of
Saint Sebastian of 1498, and he surely had a Signorellesque model
in mind when drawing the dramatically foreshortened figure of
Satan beneath the figure of Saint Nicholas of Tolentino in a design
for the Baronci altarpiece (cat. 17).5° At some time in this early
period, Raphael also visited Orvieto and studied the extraordinary
frescoes of the End of the World and the Last Judgement that Signorelli
had painted in the Cappella Nuova of the cathedral.5” A little later on,
he drew on the reverse of a drawing originating from Signorelli’s
workshop at Orvieto (cat. 47), demonstrating direct contact between
the two artists.5®

A small group of related drawings appears to confirm that in
around 1502—4 Raphael visited the Olivetan abbey at Monteoliveto
Maggiore where Signorelli had painted scenes from the Life of
Saint Benedict in the great cloister (fig. 4). At this time, Raphael
was assisting Pintoricchio in designing frescoes for the Piccolomini
Library in nearby Siena, and it is entirely plausible that he rode out
down the Via Cassia to Monteoliveto (and indeed on to Orvieto) to
study Signorelli’s frescoes. Indeed at least one of his designs for the
library, a metalpoint study for a group of soldiers, is clearly informed
by his study of Signorelli’s frescoes at Monteoliveto.®° Raphael may
even have offered proposals for the completion of the cloister
which Signorelli had abandoned in order to decorate the cathedral
at Orvieto; a task eventually undertaken by Sodoma in 1505-8.%
Raphael’s drawings after Signorelli typically show him seeking to
recreate the swagger and movement of the male (nude) in action —
qualities absent in the works of Pintoricchio and Perugino. He
adopted some of Signorelli’s bold foreshortenings and energetic
outlines in his predella panels of this period (e.g. cats 29—30), and
he continued to seek out prototypes by the master after he arrived
in Perugia, turning for inspiration to the dynamically posed figures in
Signorelli’s revolutionary Vagnucci Altarpiece in Perugia Cathedral
(fig. 71) when tackling the sacra conversazione for the first time in
his Colonna and Ansidei altarpieces (fig. 68 and cat. 45).5
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fig. 5 Luca Signorelli

Dante and Virgil with Count Ugolino, about 1500
Black chalk, 31.2 x 25.6 cm
The British Museum, London, 1885-5-9-41

fig. 6 Study for God the Father, about 1500-2
Black chalk and touches of white chalk, 37.7 x 22.4 cm
The British Museumn, London, 1895-9-15-618

22



22082_014 065 Raphael ING 24-10-2008 10:07 Pagina 23

Raphael’s early drawings in black chalk are so like Signorelli’s
as to suggest direct study from the older artist’s designs (see, for
example, cats 17, 22 and figs 5, 6).% Their breadth and the way in
which Raphael used the black chalk to establish poses and investigate
lighting derive from Signorelli’s work in the same medium, and
the two artists’ handling of the chalk is astonishingly close at
this date.

Raphael’s subsequent altarpieces for Citta di Castello (cat. 27
and fig. 12) are markedly more advanced than his earlier work and
— together with the Oddi Coronation painted for Perugia (fig. 13) -
show evidence of close contact with Perugino. The depth of Raphael’s
immersion in Perugino’s style (which he had already encountered at
one remove in his father’s work) suggests that he moved his centre
of operations to Perugia (seen in the background of fig. 17) in the
course of 1502. The first works that demonstrate this contact are his
small devotional pictures such as cats 9, 21, 25 and fig. 10. Raphael
was still engaged on altarpiece commissions for Citta di Castello
when he transferred to Perugia, where his first works seem to have
been predominantly private (for example cat. 27) —a similar pattern
of activity was to emerge a few years later in Florence.

Although Raphael’s most important artistic experience in
Perugia was plainly his contact with Perugino, it is striking that
these very early works in Perugia are also indebted to Pintoricchio,®
one of the few Central Italian painters whose reputation rivalled
that of Perugino.® A native of Perugia, Bernardino di Betto, called
Pintoricchio (c.1454-1513), received commissions throughout
Umbria and was active as a painter of altarpieces as well as
frescoes. He probably collaborated with Perugino in the Sistine
Chapel in the Vatican and subsequently enjoyed great independent
success in the papal city, working for four successive popes
(Innocent VIII, Alexander VI, Pius III and Julius II). He was one
of the first Renaissance artists to take a serious interest in the
decorative painting of antiquity, and to simulate the fanciful
caprices of ancient painting known as grottesche (so called after
the paintings discovered in Nero’s Domus Aurea in Rome, which
was by then underground as if in a grotto, hence the English word
‘grotesque’). Using such motifs, Pintoricchio developed a highly
influential approach to fictive architectural decoration (which
frequently imitates antique mosaics), and he was greatly concerned
with recreating historical verisimilitude through details of dress
and setting.

Despite being Pintoricchio’s junior by almost thirty years,
Raphael took the inventive lead in their collaboration by supplying
the older artist with designs for at least two commissions.®® The
most important of these was the fresco decoration in the Piccolomini
Library attached to the cathedral in Siena, commissioned by Cardinal
Francesco Piccolomini, Archbishop of Siena and for a very brief
period Pope Pius III (he died ten days after his coronation in
October 1503). The decoration of this library was commissioned
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from Pintoricchio in June 1502.5 The contract stipulated that the
ceiling should be painted with grottesche, and the ten bays on the
walls below were to depict scenes from the life of Enea Silvio
Piccolomini (Pope Pius I1, 1458-64). Pintoricchio was legally
bound to execute all the preparatory drawings and the cartoons.®9
Work may have started by the time Cardinal Francesco made his
will in April 1503, with provision for the library’s completion after
his death, and the decoration seems to have been well advanced by
February 1504 when a scaffold was removed from the large fresco
above the entrance depicting Pius III’s coronation. The whole of
the east wall of the library may have been completed by this date,
and Raphael’s involvement probably occurred during the winter
of 15023 (or at least by the end of 1503).

It is an indication of Raphael’s manifest talents as a designer
that, despite his youth (he was not yet twenty), and in contravention
of the explicit terms of the contract, he provided the much more
experienced Pintoricchio with numerous compositional drawings
for this prestigious project. In his Life of Raphael Vasari states that
Pintoricchio ‘being a friend of Raphael and knowing him to be an
excellent draughtsman brought him to Siena where Raphael made
for him some drawings and some cartoons’, reiterating in his Life
of Pintoricchio that Raphael was responsible for ‘the sketches and
cartoons of all the frescoes’ of the Piccolomini Library.7® While the
uneven compositional quality of the ten scenes makes it unlikely that
Raphael was involved in designing all the frescoes as Vasari asserts,
at least five drawings by him can be related to this project: a sketch
and a worked-up modello for the Journey of Enea Silvio Piccolomini
to Basle (both Ufhzi, Florence, the latter is fig. 7); a modello for the
Betrothal of Frederick 111 and Eleanora of Toledo (Pierpont Morgan
Library, New York); a sketch for Enea Silvio Crowned Poet Laureate
by Frederick 111 (fig. 9); and recently identified studies for the shield-
bearing putti standing in front of the fictive architecture separating
each bay (Louvre, Paris; Ashmolean Museum, Oxford).”" On the
basis of these drawings, and of particular elements in some of the
other frescoes (for example the complex architecture in Enea Silvio
Crowned Poet Laureate”), it is now widely accepted that Raphael
was responsible for at least three modelli, and possibly as many as
five,”3 but did not (as Vasari claimed) play any part in the prepara-
tion of the final cartoons, or in the translation of these cartoons
into paint. Raphael’s spatially sophisticated designs, with figures
moving backwards and forwards through space, are rendered ‘flat’
in the frescoes, having been assimilated into Pintoricchio’s own
decorative style (for which see further under cat. 6). Raphael’s designs
penetrate space at an angle, with the figures arranged along diagonals,
a sophistication which Pintoricchio rejects by showing the figures
in silhouette parallel to the picture plane.7

These observations are borne out by comparing one of Raphael’s
modelli with the fresco as painted (figs 7 and 8). The modello —an
exceptionally large drawing on two pieces of paper —is technically
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fig.7 Modello for the Journey of Enea Silvio fig. 8 Pintoricchio

Piccolomini to Basle, about 15023 The Journey of Enea Silvio Piccolomini
Pen and brown ink, brush and brown wash to Basle, 1502-8

white heightening over traces of black chalk Fresco, 700 X 260 cm

and stylus underdrawing, 70.5 x 41.5 cm Piccolomini Library, Duomo, Siena

Gabinetto dei disegni e delle stampe degli Uffizi,
Florence inv. 520E
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complex and underpinned by ruled perspective lines and a series of
arcs drawn with a pair of compasses. Raphael placed Piccolomini in
the centre —a tall feather rising from his hat along the central axis of
the composition. The lower two-thirds of the drawing is squared for
transfer (usually indicative of intent to translate the design accurately
to a larger scale), but Pintoricchio changed Piccolomini’s pose
and costume, and made the tail of his horse fall more decorously.
He also substituted Raphael’s backdrop of beautifully observed
boats, and added still-life elements to the foreground: flowers and

a dog, which are positioned exactly parallel to the picture plane with
a facile simplicity that only emphasises the spatial sophistication
of Raphael’s original solution.

Looking at a drawing like this (fig. 7), one can easily understand
how Raphael achieved precocious fame as a draughtsman and
designer. Throughout his career he continued to provide designs
for other artists, such as Domenico Alfani in Perugia,’s and on his

fig. 9 Four soldiers, about 1502-3
Metalpoint on blue prepared paper, 213 x 221 cm
The Ashmolean Museum, Oxford, 154 P Il 510
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arrival in Rome he supplied drawings to the goldsmith Cesarino
Rossetti, and was increasingly able to delegate the execution of his
pictures by supplying his assistants (Lorenzo Lotto, Baldassare
Peruzzi, Giulio Romano, Gianfrancesco Penni, as well as the print-
maker Marcantonio Raimondi) with designs from which to work.”®
The energy of Raphael’s designs can also be appreciated in his
lively metalpoint study (fig. 9) for a group of soldiers in the back-
ground of Enea Silvio Crowned Poet Laureate by Frederick I11.
Raphael was interested in the dynamic between the figures as a
group and thus explored different solutions for their heads and arms
in quick succession, as is evident from the many pentiments in these
areas. When he arrived at a satisfactory solution, he would reinforce
his chosen contours repeatedly, the springy outlines and deft parallel
hatching imbuing the figures with a rounded quality particular
to Raphael. The intelligent design of this group, drawn with such
natural fluency, is greatly diluted in the equivalent passage in
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Pintoricchio’s fresco as a result of the mechanical reversal and
rearrangement of several of the individual figures.””

The experience of designing narrative histories (istorie) for the
unified space of the Piccolomini Library was an important precedent
for Raphael’s later work in the Vatican Stanze (the Stanza della
Segnatura was also a library). It also came in useful when he came to
design, on a much smaller scale, the animated predella scenes of the
Mond Crucifixion (cats 29—30) and the Oddi Coronation. Debts to
Pintoricchio can also be seen in works such as the Colonna Altarpiece
(fig. 68 and cats 25 and 26) which show the impact of Pintoricchio’s
private devotional works upon Raphael’s development.

The Piccolomini Library commission also brought Raphael to the
attention of various Sienese patrons. He seems to have maintained
his links with the powerful Piccolomini, later painting a tondo now
lost (the Madonna del Silenzio) for another member of the family,
probably Pierfrancesco.”® While working on the library, he had the
opportunity to study an antique sculpture representing the Three
Graces which Cardinal Piccolomini had brought from Rome to
Siena, and he responded to this statue in his painting of the same
subject now in the Musée Condé at Chantilly (fig. 65).7% This picture
and its pendant depicting a scene from the life of Scipio Africanus,
usually associated with the court of Urbino, could equally have
been painted for a Sienese patron (a member of the Borghese family
has been suggested).®° Raphael’s connections with Sienese artists
(Sodoma in 1508 —9 and Peruzzi in 1511) and patrons (including
Agostino Chigi) during his first years in Rome may also point to
earlier connections with the city.®!

In the same period (1502—3) in which Raphael was providing
Pintoricchio with drawings, he was also adopting in an extremely
thorough fashion the manner of Perugino (to which Vasari attri-
buted much of his early success).5* Vasari stated at four points
in his Lives of the Artists that Raphael was Perugino’s pupil,® and
although this now seems unlikely he was clearly right to identify
a Peruginesque style in Raphael’s Umbrian work. Indeed, this was
already noted in Raphael’s own lifetime. Pope Leo X commented
on how Raphael’s experience of Michelangelo’s art prompted him
to move beyond the ‘maniera del Perosino’,+ and later Michelangelo
made a very similar observation to Condivi.®s Mastering the
older artist’s style so comprehensively was a fundamental step
in Raphael’s career.

Born Pietro di Cristoforo Vannucci around 1450 in Castel della
Pieve (near Perugia), Perugino trained in Perugia and Florence
before assuming a leading role in the decoration of the Sistine
Chapel (1481—2) and receiving other Roman commissions (for
Sixtus IV, various cardinals, and later for Julius IT). He married a
Florentine, maintained a workshop in Florence from 1487 (having
joined the local guild of painters by 1472),% and painted numerous
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public and private works for Florentine patrons (these works
included cat. 8 and possibly cat. 7). He simultaneously kept a
workshop in Perugia (at least from 1501), and worked for most of
the city’s churches and for many of the surrounding towns.

In the early years of the new century, he was also working for
the Duke of Milan (cat. 10), the Marchioness of Mantua,’” and
for discerning patrons in Siena,® Bologna (see cat. 9) and
elsewhere. The period of his greatest success was brief and
judgements of his merits soon became less favourable, but Vasari’s
claim that around the turn of the century, people thought ‘it would
never be possible to improve upon [his style]'®9 finds widespread
corroboration, for example in Agostino Chigi’s description of
him as ‘the best master in Italy’. While never as sculptural as his
Florentine contemporaries, Perugino learnt from their lessons
and responded profoundly to Netherlandish art, especially in
regard to landscape painting, at which he excelled, transmitting
his skills in this sphere to the young Raphael. His style was praised
in his lifetime as exhibiting an ‘angelic and very sweet air’, and
this is likely to have referrred both to the delicate countenances
of his figures and to the subtlety of his rendering of atmospheric
perspective.?® Moreover, his creation of a modern devotional style
revolutionised the visual language of religious painting in Central
Italy and had a huge impact on Raphael’s subsequent creation of
the modern style or maniera moderna.

While Raphael’s motive for gravitating towards the orbit of
the leading painter in Central Italy is not difficult to fathom, exactly
in what capacity he did so is shrouded in mystery. The reasons to
doubt a formal apprenticeship have been set out above, and nothing
within Raphael’s response to Perugino necessitates a traditional period
of training within his workshop. On the other hand, he assimilated
Perugino’s style so successfully around 1502—3 that he is likely to have
been closely associated with the artist at this time — Vasari claimed
that Raphael learnt from Perugino ‘in just a few months’.9" This
seems entirely consistent with the period of his activity that seems
most Peruginesque, and those commentators who have observed
that at this date Raphael, having already executed independent
commissions, ‘must have been more of a colleague than a pupil’
(as he was to Pintoricchio) are likely to be correct.?*

The most compelling evidence for a connection between the two
artists lies in a comparison of their techniques. Perugino’s techniques
for painting flesh were rather different from those employed by
Santi and initially taken over by Raphael (see above). By the 1490s
Perugino had adopted a more Netherlandish method — perhaps
inspired by the paintings of Hugo van der Goes and Hans Memling
that had created such a stir in Florence — in which opaque paints
containing a high proportion of lead white were reserved only for
the strongest highlights, on brows, noses and chins when painting a
head, for instance. The rest of the face was modelled with translucent
greenish-brown mixtures, thinly applied so as not to eliminate the
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reflective properties of the white or cream-coloured preparation.
In X-radiographs only the highlights register strongly. In Perugino’s
paintings female and youthful complexions tend to be pale olive
in colour, usually with no more than a hint of pink on the apple of
the cheeks.

In the Mond Crucifixion for S. Domenico in Citta di Castello
(cat. 27) the flesh painting is strikingly close to that of Perugino
and very different from that of his earlier altarpiece for the city.
Furthermore, for some of the drapery painting he appears to
have adopted Perugino’s method of shading folds by hatching and
cross-hatching the shadows with thick dark oil paint, instead of
building up layers of translucent deep-toned glazes. This technical
short cut — effective when the painting is viewed from a distance
—is a feature of several of Perugino’s panels and frescoes; it can also
be seen, on a much smaller scale, in draperies by Memling. In other
areas of the Crucifixion the glazes are applied more conventionally
and it is possible that Raphael learnt from his father the unusual
technique of applying red lake glazes over dark green to achieve a
deep rich colour, neither red nor green but without the opacity of
black, as in the wings and fluttering ribbons of the flying angels.
The depth of glazing in the draperies and green cushion in the
Norton Simon Virgin and Child (fig. 10), surely very close in date
to the Crucifixion, is also reminiscent of Santi, as are the flesh tints
which have the same rosy flush as Raphael’s angels from the Saint
Nicholas of Tolentino altarpiece. Unlike Santi, however, with his
preference for imitation of gold with paint in the Netherlandish
manner, Raphael developed a taste, partly perhaps to fulfil the
expectations of his new patrons, for lavish decoration of drapery

borders with patterns in gold and sometimes silver, applied either
as powdered metal (shell gold) or by laying gold leaf onto painted

fig. 10 The Virgin and Child, about 1503
Oil on wood, 52.7 x 40 cm
The second strand of evidence for Raphael’s closeness to The Norton Simon Museurn of Art, Pasadena

lines of mordant.

Perugino at this date lies in his response to the models that Perugino’s Mig722P
art provided. There are countless examples, but two of these
suffice to show how Raphael would use a Perugino composition

as a starting point for his own developments. In the case of the
Mond Crucifixion, Vasari commented that had it not been signed

by Raphael one would have thought it to be the work of Perugino.o#
Itis closely related to Perugino’s altarpiece for S. Francesco al Monte
(fig. 60), which was probably painted at very much the same time.%
Raphael borrowed the foreground setting, the basic compositional
solution, the poses of the Virgin Mary, Saint John and (in reverse)
the Magdalen, as well as details such as the golden sun and silver
moon, and the fluttering banderoles of the two angels.9® In addition,
the mannered angles of the figures’ heads, the cast of their faces and
the expressive hands come straight out of Perugino’s repertoire.
The greater spatial, pattern-making and figural sophistication of the
Mond Crucifixion represents Raphael’s translation of Perugino’s
composition into his own idiom.9”
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The textbook comparison of the two artists’ interests has always
been their two versions of the Betrothal of the Virgin (figs 11 and 12).
Raphael’s picture was his fourth commission for Citta di Castello
and the discovery of new documents has proved that his patron was
Filippo Albizzini, whose chapel in the church of S. Francesco was
dedicated to Saint Joseph (thereby explaining why the subject of the
Betrothal of the Virgin was chosen) and the Holy Name of Jesus.%®
Perugino’s altarpiece, now in Caen, was painted for an altar (dedicated
to the Blessed Virgin Mary and Saint Joseph) in Perugia Cathedral.®
It was commissioned in April 1499 but Perugino had still not
completed the painting by December 1503, although he probably

delivered it in the course of 1504. Vasari chose Raphael’s picture
to show how the younger artist had surpassed his master — and
Raphael clearly added a more nuanced narrative and a greater sense
of space to Perugino’s original idea.'*®

In both cases it seems that Raphael had knowledge of Perugino’s
compositions before they were unveiled, just as he was later apparently
granted previews of works by Leonardo and Michelangelo.'" This
suggests that he had access to Perugino’s workshop in the Ospedale

della Misericordia in Perugia,'**

and it also suggests two hypotheses
regarding Perugino’s workshop practice, both of which are supported
by other evidence. The first is that Perugino apparently designed
pictures (even those which had a very protracted execution and

delivery) soon after he received the commissions.'*3 The second is

that even though Raphael’s direct experience of Perugino’s work
was probably much less long lasting and formalised than is usually -
admitted, he was nonetheless able to study works in progress as fig. 11 Pietro Perugino

well as a great stock of designs of the previous decade.'** Perugino’s The Betrothal of the Virgin, 14991504
Qil on wood, 236 x 186 cm

maintenance of workshops in Florence and Perugia, and sometimes :
Musée des Beaux Arts, Caen, 171

in Fano and Rome too, must have involved careful management and
arigorous control of the design process (as is also suggested by the
fact that he left able and well-trained pupils schooled in his style on
his death).'s

In between the Mond Crucifixion and the Betrothal of the
Virgin (both of which could easily have been executed in Perugia),
Raphael received his first Perugian altarpiece commission, following
which he rapidly assumed Perugino’s mantle as the leading painter
in the city (in part because Perugino was increasingly occupied in
Florence). The Coronation of the Virgin (fig. 13), which was painted
for the Oddi family chapel in the church of S. Francesco al Prato, is
intensely Peruginesque.’°® The altar was dedicated to the feast of
the Assumption and the picture combines this iconography with
that of the Coronation of the Virgin, which is venerated on the same
feast day and was particularly popular as a subject with Franciscan
foundations in Umbria.'*” The picture’s Peruginesque qualities,
and the fact that it was the first work to be mentioned by Vasari
(who initially called this picture a collaborative work, but revised
this to describe it as a painting that one would attribute to Perugino
if one didn’t know better), have influenced the wide range of dates

28 Raphael: From Urbino to Rome



22082_014_065 Raphael ING 24-10-2008 10:07 Pagina 29 $

fig. 12 The Betrothal of

the Virgin (‘Sposalizio®), 1504
Oil on wood, 170 x 118 cm
Pinacoteca di Brera, Milan, 472
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fig.13 The Coronation of the Virgin
(The Oddi Altarpiece), 1503-4

Qil on canvas, transferred from panel
267 X 163 cmM

Vatican Museums, Vatican City, inv. 334
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F_ 7 R e N - g D T e ] ascribed to it (from 1498 to 1504)."°% Although the circumstantial
3 . . ' -i reasons given in the past for dating the picture to about 1503 look less
; I convincing than they did,'*9 a date of around 1503—4 is nevertheless

: probable. The stylistic similarities with the Mond Crucifixion are
. - significant, and in both altarpieces Raphael carefully divided the
. celestial and earthly realms, and further differentiated them by their
tonalities.""® The Oddi Coronation is probably the more advanced
painting of the two: its predella is particularly sophisticated and
B A3 : can be linked to Raphael’s role in the Piccolomini Library in Siena
(although its starting point was Perugino’s Fano predella)."" Apart

i, g o

Te | from his evident mastery of the dominant styles in Perugia, it is not
LR | known what brought Raphael to the attention of the Oddi patron.
He could have been recommended by Perugino, who had recently
worked for the Franciscans in the city, or by Pintoricchio, who had
links with the Oddi family and was putting his affairs in order in

e D e
"
T

e

Perugia in late 1502 prior to moving to Siena. Another possibility is

-
-

that he was recommended by a branch of the degli Oddi family in
; ¥ . : ; Urbino, with whom the Santi family had dealings over many years."?
In any event, the sequence of Raphael’s work in Perugia is comparable

|
B i s to his subsequent Florentine experience: he seems to have moved
i Ak S . . . . . .

B : Y LT to a city, developed close relationships with the leading artists
;‘_. e e " _.:1.( 7 ; I_{;Iq l?.:':' and patrons there, producing small works to prove his mettle, and
i - R P e ! . : - i
§- - " T A f. ¥ ! | subsequently obtained more prominent commissions.
' __,,.;_';_ E A n Era VN | In preparing the prestigious commission for the Coronation,
t SRR SR ; ; i Raphael went to special lengths by making numerous drawings,
| . including detailed cartoons for the heads and full cartoons for
| | ¥ ] * ] the predella. A metalpoint drawing for the head of Saint Thomas
B PR e = ratin — (fig. 14) shows how, at this moment, he was working in a manner
fig.14 Study for the head of Saint Thomas, 15034 technically, stylistically and methodologically very close to that
Metalpoint on white prepared paper, 26.8 x 19.6 cm of Perugino. His use of a single sheet to make detail studies of

Musée des Beaux-Arts, Lille, inv. PL 441 the saint’s foreshortened head and graceful hands (the little finger

elegantly crooked), holding wisps of what was to become the Virgin’s
belt, can be compared to drawings by Perugino such as cat. 73. His
conception of the bodily forms in terms of simple planes is typical
of Perugino, but Raphael drew with much greater freedom than his
mentor and the quality of the dancing lines with which he described
Thomas’s tumbling curls is unique to him.

The Oddi Coronation was a breakthrough for Raphael, and
the particular effort that he put into the picture compared with the
Mond Crucifixion, both in terms of the design process and in the much
higher degree of finish in the main panel and predella, underlines its
importance in his eyes. The picture also offers clear demonstration
that Raphael had mastered Perugino’s style for the local market,
and his timing proved perfect (just as it had when he supplanted
Signorelli in Citta di Castello). Perugino, who had spent much of the
years 1500—2 in Perugia, transferred the centre of his activities back
to Florence in October 1502, and after that was only intermittently
in Perugia until 1507. During this period Raphael was to receive four
more altarpiece commissions in the city (discussed below), for the
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fig. 15 The Holy Trinity flanked
by Saints, 1505

Fresco, width at base 390 cm

S. Severo, Perugia
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fig.16 Studies for the Holy Trinity at S. Severo, 1505
Metalpoint heightened with lead white on

white prepared paper, 21.2 x 27.4 cm

The Ashmolean Museum, Oxford, 176 P Il 535
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penultimate of which he was promised 177 ducats, five times as much
as for his first commission in Citta di Castello."s Perugino did not
receive any new commissions for altarpieces in Perugia between 1502
and June 1507, although his workshop was still engaged in other
projects and in the delivery of pictures commissioned before he left."'+
Raphael is documented in Perugia in January and March 1503,
and was described as living in the city in January 1504."5 There is
no reason why he should not have based himself there for much of
the period from 1502 until late 1505, when the volume of works for
Florentine patrons suggests a more prolonged stay in Florence. By
December 1505, following the quest of the nuns of Monteluce for
a suitable candidate to execute a new altarpiece for the high altar
of their convent church in Perugia, Raphael’s name had emerged
clearly as ‘the best master who had been recommended by the most
citizens and also our reverend fathers, who had seen his works’.""®
In addition to the five altarpieces that Raphael was commissioned
to paint for Perugia, he also painted a fresco of the Holy Trinity
flanked by Saints for the Camaldolese monastery of S. Severo (fig. 15
and study, fig. 16), and several small-scale works, presumably for
the city’s patricians, including the Conestabile Madonna (cat. 12),
which was probably painted for the nobleman Alfano Alfani, and
the Madonna of the Pinks (cat. 59), which may have been painted
for Maddalena degli Oddi, whom Vasari named as the patron of
the Coronation of the Virgin (fig. 13)."7 Seventeenth- and eighteenth-
century guide books to Perugia record countless other paintings
attributed to Raphael, and although many of these attributions may
have been fanciful, it is nevertheless probable that he produced
more works for Perugian patrons, now lost (or lacking in secure
provenance from the city)."® One of these seems to have been a
composition of Saint Jerome shown against a backdrop of the city,
studied in a drawing of about 1504 (fig. 17), which also includes studies
for the landscape of the Colonna Altarpiece (on the verso)."9
Raphael probably worked on the Colonna Altarpiece for the
convent of S. Antonio (fig. 68 and cats 40—42), and on the Ansidei
Madonna for S. Fiorenzo (cat. 45), over an extended period between
1504 and 1505, most likely finishing them following his first long
stay in Florence."?® Both altarpieces were principally inspired by
prototypes by Perugino and Signorelli then in prestigious locations
in Perugia, the former’s Decemviri Altarpiece in the Palace of the Priors
and the latter’s Vagnucci Altarpiece in the cathedral (figs 61 and 71).
In the Colonna Altarpiece Raphael may have been adhering to strict
requirements set down by the conservative nuns, for he produced
asomewhat awkward ensemble which scholars have never been able
to fit comfortably into his otherwise clear stylistic trajectory. Vasari
explained the clothed Christ Child, without parallel in Raphael’s
oeuvre (but a frequent feature of Pintoricchio’s paintings), as a con-
cession to the coy reverence of the nuns, and their taste may have
governed the extensive gilt decoration, including the Virgin’s dark
gold-stippled mantle, characteristic of traditional Umbrian altarpiece

——

fig.17 Saint Jerome with a view of Perugia, about 1504
Pen and brown ink over traces of black chalk, 24.4 x 20.3 cm
The Ashmolean Museum, Oxford, 10 P Il 34
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design. Raphael’s altarpiece for the chapel in S. Fiorenzo that
belonged to the Ansidei family is a more refined variation on the same
theme, one in which his mastery of geometry and his capacity for
representing space and light emerge with startling lucidity.

The fame of these works won Raphael the commission to paint
the altarpiece for the Franciscan nuns of S. Maria di Monteluce,
just outside the walls of Perugia. The contract, which was signed in
December 1505, was entered into jointly with Berto di Giovanni,
and the picture (a Coronation of the Virgin) was required to match
or surpass in quality Ghirlandaio’s altarpiece of the same subject in
the church of S. Girolamo at Narni in order to earn the fee of 177
ducats.”" Although Raphael drew the first payment of 30 ducats on
22 December, ten days after he had signed the contract, and agreed
to supply the picture within two years, no further work appears
to have been carried out on the altarpiece until the agreement was
renegotiated in 1516, and the picture (which was eventually painted
by Gianfrancesco Penni and Giulio Romano) was not delivered
until 1525."* The Monteluce contract provided for carriage and
import duty upon the picture’s delivery to its patrons, which implies
that work at least on the main panel of the altarpiece was to be carried
out elsewhere and that the artist had either already moved or decided
to move his centre of operations away from Perugia. It also catered
for the resolution of any disputes between the parties in any one of
eight cities (Perugia, Assisi, Gubbio, Rome, Siena, Florence, Urbino
and Venice), suggesting the artist’s ever-widening horizons." At
the same time, Raphael seemingly left another major work in Perugia
unfinished, namely the fresco at S. Severo (later dated 1505), of
which he completed only the upper register of saints seated around
the Holy Trinity,"*4 further confirming that he had competing
demands on his time by the end of this year. Even after he had left
the city for good, however, Raphael maintained the friendships he
had forged with the Perugian painters Berto di Giovanni' and

Domenico Alfani, who continued to look after his interests there.'?

Raphael’s departure was prompted by rumours of great developments
in the artistic scene in Florence.”” He had surely visited the city earlier
in his career, but in October 1504 he sought an introduction into the
heart of the action by asking Giovanna Feltria, widow of Giovanni
della Rovere and sister of Guidobaldo da Montefeltro, Duke of Urbino,
to write a letter recommending him to Piero Soderini, head of
government of the Florentine Republic.

The bearer of this will be Raffaelle, painter of Urbino, who,
being gifted in his profession, has determined to spend some
time in Florence in order to learn [ per imparare]. And because
his father, of whom I [was] very fond, [was] most worthy,

and the son is a sensible and well-mannered young man, on
both accounts I bear him great love and desire him to attain

perfection.128
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Although the authenticity of this document has been doubted,
it corresponds so convincingly with other genuine documentary
material, as well as with the visual evidence of Raphael’s experience
of Florentine art in late 1504 or early 1505, that it cannot be easily
dismissed.” The only other contemporary written record of Raphael’s
presence in Florence is his letter of April 1508 to his uncle, Simone
Ciarla, which is signed ‘El vostro Raphaello dipintore in Fioreza’,'3°
and it is one of the peculiarities of the time he spent in the city that
he left no documentary trace there."!

Giovanna Feltria’s emphasis on Raphael’s desire to study in
Florence is consistent with Vasari’s account of the young artist
being drawn to the city by the wish to see for himself the cartoons
that Michelangelo and Leonardo were producing for the Sala
del Consiglio, the newly constructed council hall in the Palazzo
Vecchio, the seat of the Florentine government.’3* The hall had been
constructed following the expulsion of the Medici in 1494, and was
intended as a showpiece of the Florentine Republic. Soderini had
commissioned, as its principal adornment, two murals representing
important Florentine military victories. Leonardo had been
appointed to paint the Battle of Anghiari in October 1503 and as
a pendant the Battle of Cascina was allocated to Michelangelo in
the summer of 1504.

The two artists worked on full-scale cartoons for the central
sections of their respective frescoes in different sites. Leonardo
was given the keys of the Sala del Papa in S. Maria Novella in 1503
where he developed his cartoon until painting commenced on
6 June 1505. He only ever completed the central portion of the fresco,
the so-called Battle for the Standard, before leaving Florence for
Milan in the summer of 1506. (The completed section was widely
copied before its deterioration and substitution after 1563 by frescoes
painted by Vasari.) It showed a group of horsemen clashing with extra-
ordinary violence for possession of a standard, the horses attacking
each other with their hooves and teeth with as much savagery as
the men (see figs 18 and 19). Leonardo succeeded in conjuring up
the aggressive fury of battle as no artist had before him, and Raphael
must have marvelled at the composition’s muscular energy, which
he had never hitherto had cause to depict in his graceful devotional
and chivalric paintings. Distant reflections of Leonardo’s rearing
horses and twisting warriors can be perceived in two small pictures
he painted of Saint George and the Dragon (see cat. 34),"%% and even
more faintly in the horsemen leading the procession in the predella
of the Colonna Altarpiece (cat. 41), but Raphael’s horses show no
evidence of direct study from life (his principal models were other
artists’ representations). With their pretty faces and calligraphic
manes and tails, they remain elegant components in his beautifully
designed compositions, and a far cry from Leonardo’s snorting,
champing beasts. Only later, in his own monumental frescoes in the
Stanza di Eliodoro, would he unleash some of the power recollected
from his early study of Leonardo’s epic work.
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fig. 20 Study after Leonardo’s sketches for

the Battle of Anghiari (detail of fig. 16)
fig. 18 Leonardo da Vinci, 1452-1519

Study for the Battle of Anghiari, 1503-5
Charcoal and black chalk (?), 16 x 19.7 cm
The Royal Collection, RL 12339

fig. 19 Peter Paul Rubens
(perhaps over a drawing by
an unknown sixteenth-
century artist)

The Battle of Anghiari
(after Leonardo), about 1603
Black chalk, pen and brown ink
and watercolour, heightened
with lead white, 45.2 x 63.7 cm
Département des Arts
Graphiques, Musée du Louvre,
Paris, inv. 20271
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Raphael made a tiny metalpoint sketch after the Battle for the
Standard in the corner of a sheet of studies for his fresco of the Holy
Trinity flanked by Saints at S. Severo in Perugia which is dated 1505
(fig. 20).34 The mise-en-page suggests that he made the studies for
the fresco (see fig. 16) before he saw Leonardo’s designs, and
tucked his copies after them into the spaces around the head and
the hands of a youthful saint. However, the technique of all the
sketches is so similar as to suggest that they were made in close
succession, implying that Raphael may have designed the S. Severo
fresco while he was in Florence (as was later the case with the Baglioni
Entombment). The minute scale of Raphael’s sketch of the Battle of
the Standard and slight variations from the finished composition (for
example in the position of the standard-bearer’s left arm) suggest
that he was probably copying a similarly tiny preparatory sketch by
Leonardo, a type of jotting in which the older artist specialised. The
sheet contains other small sketches of a cavalcade of horsemen and
two horses biting each other, also after Leonardo. Raphael’s copies
are faithful but quite distinctive, when compared with Leonardo’s
rapid improvisatory manner, in their clarity of outline and lightness
of touch, enlivened by instinctive flourishes. Between the two studies
of hands, Raphael drew a grim-faced man in profile, a leitmotif among
Leonardo’s drawings, and undoubtedly copied from one by him."3
All the sketches are executed in the traditional technique of metalpoint,
but the much more minute scale of hatching and cross-hatching in
his drawings of this period shows Raphael adapting his habitual
linear approach to imitate the subtle gradations of tone Leonardo
was pioneering in the softer medium of chalk.

Equally fundamental for Raphael was another famous cartoon
by Leonardo of the Madonna and Child with Saint Anne made in
connection with a commission for the high altar of SS. Annunziata
in Florence (see also cat. 49). Vasari, who describes the wonder this
revolutionary composition elicited from artists and public alike when
it was displayed in 1501, praised Leonardo’s ingenuity in evoking
not just the beauty and grace of the Madonna, but also her inner
qualities — including simplicity, modesty, humility, joy, tenderness
and honesty — appropriate to her unique role as virgin and mother
of Christ.3¢ It was Leonardo’s ability to convey the intangible motions
of the mind, emanating as if naturally from within his graceful
figures, that ‘left Raphael amazed and entranced’, and persuaded
him to add to what he had learned from Perugino.’

During his years in Florence (1500-6), Leonardo also worked
on private commissions of different types: a small Madonna for
private devotion (the Madonna of the Yarnwinder), a portrait (the
Mona Lisa), and a mythology (Leda and the Swan).13® Together with
the Saint Anne cartoon, these works explored the female form in all
its guises: young, old, religious, secular, draped and nude. All of these
approaches were of interest to Raphael and he rapidly introduced
the tender expressions and intricate coiffures of Leonardo’s female
figures into his own repertoire. Many of Leonardo’s Florentine works
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remained unfinished, or were completed by assistants, but Raphael
was evidently able to study Leonardo’s compositions in the form of
preparatory drawings, cartoons or underdrawings, and he emerged
from his Florentine sojourn having digested every one of Leonardo’s
most recent designs for paintings (see for example cats 52 and 54),
and having learnt new styles and techniques of draughtsmanship as
well as compositional solutions. The overwhelming impression is that
Raphael had direct access to Leonardo’s workshop, perhaps facilitated
by Soderini (Leonardo’s patron in the Sala del Consiglio), or by
Perugino, who had worked with Leonardo in Verrocchio’s shop.

During this period, Raphael also had the opportunity to study
earlier works by Leonardo such as his great altarpiece of the Adoration
of the Magi for S. Donato a Scopeto (again left unfinished at the time
of Leonardo’s departure for Milan in 14823, see fig. 105). He also
knew Leonardo’s Benois Madonna of the late 1470s (fig. 81), a small
devotional painting which may then have been in the possession of
one of the Florentine patrician families into whose circle the young
Raphael had recently been introduced. One of his most exquisite
small-scale Madonnas, the Madonna of the Pinks (cat. 59), closely
follows the overall composition of the Benois Madonna recast in
Raphael’s own idiom, so that the work is simultaneously a homage
to the older artist’s painting, and an assertion of his own creative
independence (remarkable in one so young). In composition, theme
and palette, as well as in the fall of the drapery, details of the costume,
and the complex braiding of the Virgin’s hair (even more evident
in the underdrawing), Raphael was extremely faithful to Leonardo’s
example. The darker tones in the painting, and the sophisticated
lighting, by which the figures are illuminated not from the daylight
coming through the window but artificially from a light source
outside the picture space, are also inspired by Leonardo’s painting,
as well as by Netherlandish models. The provision of additional
anecdotal detail and context in support of the narrative such as the
landscape view through the window is highly typical of Raphael
(and is in contrast to Leonardo’s concentration on the physical
and emotional interaction of the figures). Leonardo’s figure group
also draws inspiration from Quattrocento sculpture, particularly
Florentine exponents of the ‘sweet style’ such as Desiderio da
Settignano, who specialised in representations of women and children
with parted lips and faces suffused with joy. Raphael in turn appears
to have had sculpture in mind as he set about reorganising Leonardo’s
figure group, ‘correcting’ the proportions of Leonardo’s oversize
baby, clarifying the position of the figures in space (the Virgin’s lap
forms the base of a monumental pyramid from which the child is no
longer in danger of slipping), and clearly defining the contours of each
limb and member right down to the individual fingers and toes.

In the Madonna of the Pinks (fig. 21 and cat. 59), Raphael experi-
mented with new and unexpected colour combinations that continue
to feature in other paintings from this period, including the Saint
Catherine (cat. 74) and especially the Baglioni Entombment (fig. 34).
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the Small Cowper Madonna (fig. 86) of around 1505, the Madonna
del Granduca of 1505-6 and the Madonna Tempi (fig. 87) of about
1507 are characterised by an unusual tenderness and intimacy, as
the Virgin holds, caresses or actively cuddles her naked baby, who
in turn responds by reaching out to her or nestling into her embrace.
In others, such as the Orléans and Colonna Madonnas, she prepares
to feed him. Raphael infused these devotional pictures with an
unprecedented naturalism and grace and his extremely rapid
turnover of variations on this theme in this period is indicative

of the demand for works of this type from his hand.

As a monumental tour de force of the male nude in action,
Michelangelo’s cartoon of the Battle of Cascina (see cat. 56) was
a worthy rival to Leonardo’s Battle of Anghiari. With the exception
of Signorelli’s frescoes at Orvieto (which Michelangelo greatly
admired'#'), no attempt had ever been made to depict the naked
human form on such a grand scale. Vasari described Michelangelo’s
cartoon as ‘a school for artists’, and mentioned Raphael among the
legions who studied this exceptional drawing.'+* Vasari himself was
struck by the violence of the subject, the musculature of the individual
figures, the complexity of the foreshortenings and the variety of the
attitudes (as well as by the different levels of finish in the drawing).'4
To judge from motifs in drawings datable to around 15056 (see for
example cat. 57),"#4 Raphael may have gained access to the cartoon
when Michelangelo was working on it in the Dyer’s Hospital at
S. Onofrio before his departure for Rome."#5

Under the influence of Michelangelo, Raphael could move beyond
Perugino’s formative influence. Vasari commented that such a stylistic
transformation would have taken a lesser artist several years.!4®
By studying works such as Michelangelo’s two marble tondi of the
Virgin and Child with the infant Saint John which brilliantly exploit
the circular format, Raphael learned to conceive a composition in
Rl the round (in all senses) as he did with the Holy Family with the Palm,
and later with the Alba Madonna (cat. 93) and — perhaps closest to

fig. 21 Detail of cat. 59

the spirit of Michelangelo and most successfully — the Madonna della
Sedia (fig. 44)."47 Study of these sculptures taught Raphael how to

The pure, bright colours of the Virgin’s blue mantle (painted with make his figures interact dynamically with each other, and, by imitating
ultramarine over an underpaint of azurite) and its golden-yellow the fall of light and shade on the surfaces of the sculptures, he also
lining are contrasted with the more subdued mixed colours of her learned to create a more convincing illusion of relief in the two-
greyish-purple dress and slightly acid greenish-yellow sleeves dimensional plane to which he was necessarily confined. He even
(although the colours may have faded in these areas the presence made a tentative attempt at mimicking sculpture in the grisaille
of black pigment in the mixture and the choice of azurite instead predella panels of the Baglioni Entombment where the roundel of
of ultramarine confirm that the colour was always to be muted). Charity (cat. 67), showing the allegorical figure beset by suckling
Raphael produced a number of small and mid-sized Madonnas infants, combines elements of both of Michelangelo’s carved tondi.
during these years. Such was the fertility of his imagination that Raphael also carefully studied all the free-standing marble
he generated ideas for several compositions in a single campaign of sculptures that Michelangelo had recently produced in Florence,
sketching (see for example cat. 63, which includes sketches related to including the colossal figure of David (fig. 79), which had been set
the Madonna of the Pinks and six other Madonnas).'+° Works such as up outside the entrance to the Palazzo Vecchio in May 1504, the
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Madonna and Child for Alexander Mouscron, made between 1504
and August 1506, when it was sent to the church of Notre Dame
in Bruges,'#® and the Saint Matthew for the interior of Florence
Cathedral which was carved in the course of 1506 (fig. 92).'49
Raphael adapted Michelangelo’s figures to his own purposes, in
the case of the David adjusting the statue’s giant head and hands
to more human proportions and in another drawing bringing the
statue to life by making it step forward (cat. 58 and fig. 80). His
drawings for the Baglioni Entombment of 1507 show him beginning
to make nude studies of dynamically interacting figures in order to
imbue a composition with monumentality and vigour (see cat. 72).
Only after he arrived in Rome did Raphael begin to design multi-
figure compositions of comparable complexity to Michelangelo’s
cartoon, as demonstrated by his nude composition studies for

the Disputa and the Massacre of the Innocents (see cats 82 and 88).
Michelangelo came to resent Raphael’s ability to borrow his ideas
and animate them as flesh and blood, transforming them into noble
actors in his majestic histories, but his complaint that ‘what he
had of art, he had from me’ does not do justice to the creativity
with which Raphael assimilated material from so many different
sources.'>°

Although Michelangelo never executed the fresco of the Battle
of Cascina, he left behind him in Florence an example of his brilliance
as a painter in the form of a Holy Family (fig. 22) executed for
Agnolo Doni (probably 1504—6), whose portrait, with that of his wife,
Raphael painted soon after.'s' Michelangelo ingeniously adapted his
figure group to the tondo format, making his composition work as
a two-dimensional design (Mary and Joseph’s spiralling limbs echo
the circular shape of the panel) while at the same time creating the
illusion of a three-dimensional group (the foreshortening of the
Virgin’s left arm and right knee as she reaches back to receive her
infant son over her shoulder makes her figure appear to emerge
from the panel). Raphael used the Virgin’s dynamic twisting pose
to animate the group of the three Maries who support the swooning
Virgin in the Baglioni Entombment (fig. 34), contrasting dramatically
with the much simpler group in his predella scene of the Procession
to Calvary (cat. 41), of only a couple of years earlier.

An idiosyncrasy of Michelangelo’s painting style was a very
pronounced contrast between light and shade, the exaggerated
highlights in the Doni Tondo providing the key to its powerful illusion
of relief. This also had the effect of making his colours appear
unnaturally vivid (as the cleaning of the Sistine Chapel ceiling has
so dramatically revealed's?). Raphael never pursued to the same
degree the sculptor’s fascination with contrasts in chiaroscuro (which
sometimes threaten to disrupt the picture surface), preferring to
maintain a sense of pictorial unity through subtle harmonies of
colour and tone.'s3 He was praised by Vasari for having the good
sense to recognise his own limitations as well as his talents, realising
‘that painting does not consist of representing nude figures alone’,
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fig. 22 Michelangelo Buonarroti

The Holy Family with the Infant Saint John the Baptist
( The Doni Tondo), probably 1504 -6

Oil on wood, diameter 120 cm

Galleria degli Uffizi, Florence, inv. 1456

and never populated his compositions with figures for their own
sake in the manner of Michelangelo’s enigmatic nudes in the middle-
ground of the Doni Tondo.'s* He had a strong sense of a picture as
a whole and was always careful to create a sense of continuity
between the figures and their setting (although there is mounting
evidence to suggest that he frequently conceived these elements
independently’s5). Moreover, as a gifted architect, he often used
space to articulate or emphasise narrative elements within his
paintings (see fig. 12), while Michelangelo — who also came to excel
in the design of buildings — paid almost no regard to the role of
architecture in his paintings.

In addition to showing his thorough knowledge of Michelangelo’s
Florentine work, Raphael’s drawings demonstrate that he also
studied Michelangelo’s draughtsmanship during this period (as
reflected for example in cats 56—57). The overall impression is
that, despite their subsequent rivalry and Michelangelo’s stated
contempt for Raphael after his death (with its implied accusation
of plagiarism), the two artists may nevertheless have been on
cordial terms at this stage in their careers.'s®

Raphael befriended a wide circle of other artists in Florence. One
of these was Fra Bartolommeo (1472—-1517), a talented painter and an
outstanding draughtsman who had abandoned his profession in 1500
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to become a Dominican friar, only resuming artistic activity at around
the time Raphael first arrived in the city.'s” As a painter, he represented
amiddle way between the innovations of Leonardo and Michelangelo,
a position Raphael himself came to occupy, and there was much in
the friar’s more traditional approach to picture painting, including
the collaborative nature of the workshop he ran with Mariotto
Albertinelli, with which the younger artist could identify. According
to Vasari, Raphael ‘associated constantly with him, wishing to paint
in the manner of the friar because he liked his management and
blending of colours’.’s® The suggestion that Raphael learnt from
Fra Bartolommeo as a colourist has often been overlooked, perhaps
because Raphael’s approach to colour changed again in Rome
under the influence of Venetian and North Italian painters.

Fra Bartolommeo prepared the monumental figures in his
paintings by making exquisite drapery studies in black chalk,
heightened with white chalk, the transitions between the lights
and the darks softly smudged to create an almost ethereal effect (see
fig. 107), a technique that Raphael adopted more consistently after
he moved to Rome and began designing figure compositions on
a grand scale. Indeed the entire composition of the first fresco he
painted in the Stanza della Segnatura, the Disputa (cat. 78), is based
on Fra Bartolommeo’s harmoniously designed fresco of the Last
Judgement for the Hospital of S. Maria Nuova, begun in 1499-1500
(and completed by Albertinelli after the friar took orders). Raphael’s
admiration for this work is reflected in his arrangement of the saints
around the Trinity in his S. Severo fresco and in their voluminous
draperies (fig. 15). Fra Bartolommeo’s own deeply felt spirituality
is reflected in his many devotional paintings, for both church and
domestic settings, and his drawings in particular movingly evoke
the rapture of the witnesses and participants in the divine mysteries.
This quality of visionary ecstasy which Raphael learnt from Fra
Bartolommeo again emerges most clearly in his later Roman works,
tellingly expressed for example in the figure of Saint Francis in the
Madonna di Foligno (fig. 131).

Both Fra Bartolommeo and Raphael were sensitive to the
depiction of landscape, Raphael’s interest having been first awakened
by Perugino.' Inspired by the friar’s novel and evocative plein-air
studies of buildings and landscapes in the Tuscan countryside,
Raphael developed more naturalistic backgrounds for his paintings
from this period onwards (see for example cat. 74). He may have taken
some of Fra Bartolommeo’s drawings (or his own copies after them)
with him to Rome since he used one as the basis for the landscape
background of the Disputa.'®® Even before his contact with the friar,
Raphael had introduced vignettes of recognisable local scenery
into the backgrounds of his paintings (the Tiber valley in the Mond
Crucifixion and the view from Perugia in the Ansidei Madonna),
and he continued to do so in subsequent works (see for example the
view of S. Bernardino from Urbino in the Small Cowper Madonna
in Washington).

——

Artists closer to his own age with whom Raphael made friends
included Ridolfo Ghirlandaio (1483-1561) and Bastiano (known as
‘Aristotile’) da Sangallo (1481-1551), both descended, like Raphael,
from established artistic families. (Ridolfo was the son of the
successful painter Domenico Ghirlandaio, and Bastiano, a nephew
of Giuliano da Sangallo, was a pupil of Perugino in whose Florentine
workshop Raphael may first have encountered him.)!** All three are
listed by Vasari among the many painters who studied Michelangelo’s
cartoon, and Bastiano made a faithful copy of it (see cat. 55).'%
Ridolfo was a successful painter of altarpieces and portraits and
Raphael relied on him to attend to his unfinished business at the
time of his departure from Florence (as Domenico Alfani and Berto
di Giovanni did after he left Perugia) — Ridolfo apparently finished
off the blue drapery in a Madonna which Raphael had begun for
some Sienese patrons.'®3 Raphael also met other young artists in
the workshop of the woodworker and architect Baccio d’Agnolo,
and his new awareness of Alberti’s ideas on painting and his growing
familiarity with Northern prints, especially those of Diirer, may
have been stimulated by the ‘remarkable discussions and important
disputes’ that took place there on cold winter evenings.'®

Nor did Raphael neglect to study the works of fifteenth-century
artists as well as the modern masters. Vasari mentions that he looked
at Masaccio, above all the frescoes in the Brancacci Chapel (that
other great school for artists), and from his drawings it is apparent
that he paid close attention to Donatello’s sculptures on the exterior
of Orsanmichele (cat. 47).'% Indeed, in Florence he found himself
surrounded by extraordinary sculptural models from which to study,
including the Madonna reliefs by Quattrocento sculptors such as
Desiderio da Settignano and Luca della Robbia in which his father
had shown a lively interest.!®® Painters and draughtsmen such as
Pollaiuolo, Verrocchio and Ghirlandaio were also of interest, along-
side Perugino and Signorelli. Filippino Lippi may have been alive
when Raphael first visited Florence, and there are two drawings in
the Louvre that show Raphael’s studies after his Patriarchs on the
vault of the Strozzi chapel in S. Maria Novella, while cat. 41 shows
he had knowledge of Lippi’s designs for the high altarpiece of
SS. Annunziata before Perugino took over the project. Curiously,
Raphael took little if anything from Botticelli (d. 1510), whose star
had waned in the first years of the sixteenth century.

Raphael did not confine himself to studying the work of others
and soon succeeded in attracting the patronage of important
Florentine citizens.'” Vasari’s account of his painting activity in
Florence is more accurate and well informed than his descriptions
of the artist’s commissions for other cities because he knew the
paintings first hand, the majority of them having remained in the
possession of the descendants of Raphael’s original patrons.
Raphael attracted private commissions from a number of wealthy
families of the ruling elite, all interlinked by marrialge.‘68 Although
Vasari mentions only five families (Raphael’s commissions for all
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five survive), the large number of unassigned Madonnas datable
in this period suggests that he may have worked for many others,
especially since several of these have provenances from Florentine
collections.'9

Perhaps Raphael’s most significant contact in Florence was the
prominent merchant Taddeo Taddei, described by Vasari as ‘one
who loved the society of men of ability’, whose palace on the Via
de’ Ginori was designed by Baccio d’Agnolo."”® In 1508 when Taddei
visited Urbino (where he had connections at court via his and
Raphael’s friend Pietro Bembo), Raphael wrote ahead to his uncle,
instructing him to welcome his beloved Taddei with open arms, and
stating that he was ‘as much obliged to him as to any man alive’.'”"
Taddei was closely connected to a number of Raphael’s Florentine
patrons, including the Nasi, patrons of the Madonna del Cardellino
(fig. 26), and may have opened other doors for Raphael in Florence.

According to Vasari, Raphael returned Taddei’s hospitality by
making him two pictures, which combined both ‘the early manner of
Pietro and the other which he learned afterwards through studying,
and which was much better’.'7* This duality certainly applies to the
first painting associable with Taddei, the Terranuova Madonna (fig. 23),
datable around 1504-5, which has much in common with Raphael’s

fig. 23 The Madonna and Child with Saints

(The Terranuova Madonna), about 1504-5

Oil on wood, diameter 88 cm

Geméldegalerie, Staatliche Museen zu Berlin-Preulischer
Kulturbesitz, Berlin, 247A
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contemporary Perugian works such as the Conestabile and Ansidei
Madonnas.'73 The inclined head, pear-shaped face, downturned
eyes and sweet expression of the frontally posed Virgin all recall
Peruginesque models (as does the upturned open-mouthed gaze
of the infant Baptist), while the monumentality of the Virgin’s bust,
the foreshortening of her hand hovering to silence any interruption
of the significant interchange between Christ and his cousin,'7 the
more complex twisting pose of the Christ Child, and the delicate
rendering of his hair and flesh, reveal Raphael’s new awareness

of the designs of Leonardo. Raphael’s inexperience is nevertheless
evident in that his painting as yet makes little concession to the
Florentine tondo format, a valuable lesson that he was soon to absorb
from Michelangelo’s marble tondi, including that for Taddeo Taddei
himself. 75

One of Raphael’s studies after Michelangelo’s tondo for Taddei is
on a sheet of preparatory sketches for the other painting that Raphael
produced for this patron, the Madonna of the Meadow (fig. 24; see
also cat. 50), datable from the gold lettering in the Virgin’s neckline
to 1505 or 1506.'76 With little more than a year separating it from
the Terranuova Madonna, the transformation in Raphael’s style
is astounding. In this beautiful picture, the young artist remained
faithful to certain key aspects of Perugino’s manner, for example
in the rich saturated colours of the Virgin’s costume, the landscape,
with its verdant meadow strewn with symbolically laden daisies,
strawberries and poppies, and the blue haze enshrouding the distant
lakeside town and hills (compare cat. 10). Yet in the figures’ informal
poses and natural expressions, the soft tactile flesh of the children,
that of the Christ Child yielding under the tender caress of the Virgin,
the satisfying pyramidal design of the group and the convincing
monumentality of the figures, Raphael’s study of Leonardo is manifest.
The Virgin’s outstretched leg reveals a specific debt to Leonardo’s
Virgin and Child with Saint Anne (fig. 83), which Raphael would have
known atleast from drawings. It is worth pointing out that Raphael
was never interested in reproducing, or even experimenting with,
the harshness of Leonardo’s rocky landscapes, but for the graceful
forms and expressions of his figures he knew no better master.

In the same circle as Taddei, and linked to his family by marriage,
was Lorenzo Nasi (1485-1547), a merchant, with whom Raphael also
enjoyed a close friendship (amicizia grandissima).'77 At the time
of Nasi’s marriage to Sandra Canigiani, Raphael painted another
picture of the Madonna and Child with Saint John for his camera or
bedchamber.'7® The Madonna del Cardellino is extremely close in
date to the Madonna of the Meadow, as is confirmed by the stylistically
similar preparatory drawings for the two compositions.'” These
share motifs for the striding infant Saint John (fig. 25), a pose that
was eventually adopted for the Christ Child in the Madonna of the
Meadow (whom the Virgin supports as he takes his first steps), but
in the painted version of the Madonna del Cardellino, Christ leans
back into the refuge of his mother’s lap, seeking the comforting

b



22082_014_065 Raphael ING 24-10-2008 10:07 Pagina 41

fig. 24 The Madonna of the Meadow
(Madonna Belvedere), 1505-6

Oil on wood, 113 x 88 cm
Kunsthistorisches Museum, Vienna, GG175
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presence of her foot with his."® He is nevertheless fascinated by his
cousin’s offering of the goldfinch (a symbol of his future Passion)
and reaches out to stroke the bird’s head as if it were a domestic pet.
A curiosity in this painting is that, other than their superimposed
feet, there is little interaction between the Virgin and Child (in all
Raphael’s other Madonnas, the Virgin is protective toward her
child, holding or touching him tenderly with one or both hands),
and, although in her monumentality the Virgin is undoubtedly
Leonardesque, Raphael had yet fully to master the affective interplay
between the protagonists that the older artist pioneered. This absence
of tenderness expressed through touch, together with a residual
hieratic formality still reminiscent of his Perugian altarpieces, suggests
that the Cardellino might have been painted before the Madonna
of the Meadow, in which this deficiency is so successfully addressed
(asitalso is in subsequent works such as the Belle Jardiniére, fig. 27).
Indeed, Raphael’s principal influence in the Cardellino seems to be
Michelangelo: he may have derived the rather contrived pose of the
Christ Child glancing back over his shoulder from the Virgin in the
Doni Tondo, and the way the child nestles between his mother’s knees
is undoubtedly inspired by Michelangelo’s Bruges Madonna.

The Madonna del Cardellino and the Madonna of the Meadow are
examples of a larger and more ambitious type of Madonna painting
produced for a wealthy clientele with sophisticated tastes in which

L
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Raphael came to specialise. Also in this category are the Holy Family
painted for Domenico Canigiani (1487-1548), the brother-in-law
of Lorenzo Nasi, perhaps in the year of his marriage to Lucrezia
Frescobaldi in 1507, and the Belle Jardiniére, possibly painted for

Siena and dated 1508.""

These large-format rectangular or arch-
topped compositions of the Madonna and Child with Saint John
at full length combined the intimacy of small-scale devotional
works with the majesty of altarpieces, and were destined for
domestic use in living rooms or private chapels. They were luxury
items, comparable in value to the painted tondi in elaborately carved
frames that had become popular among the Florentine élite in the
previous century.’®? Indeed the three tondi Raphael produced in
the period 15048, that for Taddei, the Holy Family with a Palm of
about 1506—7 for an unknown patron, and a lost work known as
the Madonna del Silenzio (apparently destined for Siena), should be
classified in the same category.'®3 Raphael was by no means the first
to depict the Madonna full-length on this scale, but his innovation
was to bring the subject to life by making the figures interrelate not
only compositionally (in pyramidal arrangements inspired by the
monumental figure groups of Leonardo and Michelangelo), but also
physically and emotionally through touch and nuances of expression.
He went to great lengths to integrate his figures into beautiful pastoral
landscapes often adorned with symbolic flowers.

g

fig. 25 Studies for the
Madonna of the Meadow,
about 1505

Pen and brown ink over stylus
underdrawing, 24.5 x 36.2 cm
Albertina, Vienna, Bd. IV, 207
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fig. 26 The Madonna del Cardellino, about 1505 fig. 27 La Belle Jardiniére, 1508
Oil on wood, 111 x 77.5 cm Oil on wood, 122 x 80 cm
Galleria degli Uffizi, Florence, inv. 1890, no. 1447 Musée du Louvre, Paris, inv. 602
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fig. 28 Portrait of Agnolo Doni, about 1506-7 fig. 29 Portrait of Maddalena Doni, about 1506-7
Oil on wood, 65 X 45.7 cm Oil on wood, 65 x 45.8 cm

Galleria Palatina, Palazzo Pitti, Florence, inv. 1912, no. 61 Galleria Palatina, Palazzo Pitti, Florence, inv. 1912, no. 59
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In the field of portraiture too Raphael learned to compose and
characterise through studying the works of others, and he rapidly
became a master of this art. Among the finest of several portraits
he produced while in Florence were the pair painted as pendants
for Agnolo Doni (b. 1474) and his young wife Maddalena Strozzi
(b. 1489) (figs 28 and 29). '+ The couple were married in January 1504,
when the bride was only fifteen, and the portraits are datable on
stylistic grounds to two or three years later, around 1506—7. Vasari
described Doni as parsimonious (he haggled unsuccessfully with
Michelangelo over the price of his painted tondo), but an enthusiast
for paintings and sculpture, in which he was prepared to invest.'%5
The portraits are decorated on the reverse with monochrome scenes
of subjects from Ovid associated with fecundity, expressive of the
couple’s hope of offspring, which indeed soon materialised with
the birth of their daughter in September 1507 and their son in
November 1508.'8

The two portraits were conceived as a pair from the start and are
on panels of limewood from the same tree. Both in his observation
of nature and in the way the sitters are juxtaposed against a landscape
background, Raphael was drawing on a tradition of portraiture
that had its roots in Netherlandish models, notably in the portraits
of Memling, perpetuated in Florence by Perugino, Leonardo and
Domenico Ghirlandaio. Raphael’s portrait of Agnolo is markedly
Peruginesque, particularly in the way his shock of dark hair is
silhouetted against the sky (compare cat. 8), though the sophistication
and balance of his pose, with his left arm resting on the parapet of a
balustrade and his right anchoring the lower corner of the composi-
tion, are derived from Leonardo. As was conventional for a male
portrait, Agnolo’s likeness is more particularised than that of his
wife, his large nose, cleft chin (covered with a hint of stubble) and
frown of concentration are all described in impressive detail, as
are the veins and wrinkles in his hands. The impact of Leonardo’s
portrait of Lisa del Giocondo, known as Mona Lisa (fig. 75), em-
barked upon around 1503, is much more evident in the portrait of
Maddalena (as it also is in his Portrait of a Lady with a Unicorn, for
which see cat. 51). Raphael retains much of Leonardo’s revolutionary
design, but brings the composition robustly down to earth. Instead
of Mona Lisa’s ethereal expression we meet Maddalena’s far more
worldly gaze, while her hands are carefully arranged not as assets
in themselves, but to display the gold rings set with precious gems
that adorn her plump fingers (Agnolo was a keen collector of jewels
and gems'”). The young woman is presented as fair in complexion
and idealised in her bodily form (the orb of her head rests on a
columnar neck and arched shoulders), yet her features are too large
for her face, her torso strains against the fastenings of her bodice,
her rings are too tight. Even the jewel suspended from a delicate
cord around her neck, with its unicorn setting symbolising chastity
and the huge drop pearl standing for purity, seems — like its owner —
larger than life. Leonardo’s panoramic view over a mysterious rocky

——

landscape is replaced in Raphael’s portraits by a more recognisably
Tuscan countryside beneath a sunny sky, the two haystacks nestling
beside a farmhouse behind Maddalena again reminiscent of Fra
Bartolommeo’s studies of local landscapes.

Raphael was obliged to interrupt his Florentine sojourn in order to
attend to his neglected affairs in Urbino, and he is recorded there in
October 1507 in documents relating to his purchase of a house.'®3
The artist had clearly maintained his links with his hometown, where
his relatives continued to live, and he may have returned there much
more frequently than we know. Although never officially attached
to the court as Giovanni Santi or Timoteo Viti were, he seems,
nevertheless, to have provided his courtly patrons — namely Duke
Guidobaldo, his Duchess Elisabetta Gonzaga (fig. 30), and the Duke’s
sister, Giovanna della Rovere, and later her son Francesco Maria —
with a steady flow of portraits and exquisite small paintings, which

fig. 30 Portrait of Elisabetta Gonzaga, 15046
Oil on wood, 52.5 x 37.3 cm
Galleria degli Uffizi, Florence, inv. 1890, no. 1441
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had the advantage of being easily portable.’® To judge from an aside
in a letter written to his uncle in Urbino in 1508, Raphael may have
worked on many of these small courtly commissions in Perugia or
Florence and sent them back to Urbino."° After the death of Duke
Guidobaldo and the succession of Francesco Maria della Rovere,
Raphael was particularly keen to fulfil Giovanna della Rovere’s
requests swiftly, since she was now in an even stronger position

to promote his ambitions not just at the court at Urbino, but more
importantly, through her family connection with Pope Julius II, at
the papal court in Rome.""

Raphael’s works for the court at Urbino would have been prized
as rare and skilfully wrought objects. The outstanding quality of
the Vision of a Knight (fig. 31), combined with its literary and courtly
subject, has led scholars to suppose that it and its pendant or cover
representing the Three Graces were painted for a patron at Urbino,
around 1504, although a Sienese connection has also been posited
(see cat. 35). While there is no firm evidence for this either way,
another pair of pictures similar in scale and quality but datable
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fig. 31 Detail of cat. 35
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ayear or two later, representing Saint George and Saint Michael
(fig. 32 and cats 33—4), are unquestionably connected with the
Urbino court, the saints being the patrons respectively of the
English Order of the Garter and the French Ordre de Saint Michel.
Since Giovanna Feltria’s father and brother had been honoured with
the first and her husband and son with the second, the pictures may
have been commissioned by her or by her relatives. Another small
picture of Saint George in Washington with HONT inscribed on
the garter, datable around 1506, must be connected with Duke
Guidobaldo’s investiture as a knight of the garter in 1504."9> A little
later, around 1506—7, the Duchess commissioned Raphael to paint
an Agony in the Garden as a gift for the hermit monks of Camaldoli
(between Urbino and Florence). Pietro Bembo’s description of it,
and that of Vasari a few decades later, implies that the painting
was of the highest quality and minutely worked in the manner of a
miniature.'93 Two ‘small but very beautiful Madonnas in his second
manner’ which Vasari stated that Raphael painted for Guidobaldo
da Montefeltro during his stay in Urbino in 1507 remain to be
identified.’94

At around this time Raphael began an important altarpiece for
Atalanta Baglioni’s chapel in S. Francesco al Prato, Perugia.'9 He
must have embarked on his designs around 1506 and delivered
the altarpiece (fig. 34) in 1507.19° The seriousness with which he
approached this prestigious assignment from the matriarch of the
Baglioni clan is attested to by the large number of surviving prepara-
tory studies, the complex genesis of both design and subject (the

composition evolved from a Lamentation to the Transportation of
Christ to the Tomb), and the extraordinary quality of the finished
altarpiece. Although the painting was for Perugia, Raphael would

fig. 32 Detail of cat. 33

have been keen to establish himself as a painter of altarpieces in the
competitive environment of Florence, and the painting is Florentine
both in conception and style. It follows Alberti’s precepts for narrative
painting and draws inspiration from a specific classical source —a
Meleager sarcophagus — recommended by him, and it combines
Michelangelo’s vigorous figural repertoire with Perugino’s talent
for landscape painting. Vasari’s extended commentary on the
painting reveals his wholehearted admiration. Although he does
not mention the history behind Atalanta’s commission, which was
to commemorate and expiate the violent death of her son, he seems to
have intuited the closeness of the subject to the patron’s immediate
experience, and he praised Raphael’s ability to convey the emotional
impact of the subject: ‘In composing this work, Raphael imagined
the grief of loving relations in carrying to burial the body of their
dearest, the one on whom all the welfare, honour and advantage of
the entire family depended.”9” Raphael’s approach to the Entombment
was groundbreaking in the way he transferred the narrative action,
usually confined to the predella of an altarpiece, into the main field,
replacing the predella narratives in turn with fictive stone reliefs
representing the theological virtues.!9
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Raphael’s first studies for the composition reflect Perugino’s
Lamentation (fig. 33) for the church of S. Chiara in Florence, showing
Christ’s body surrounded by an entourage of onlookers engaged in
a graceful theatre of ritualised gesture, but he quickly abandoned
this static approach in favour of a more dramatic solution in which
the bearers strain to support the weight of Christ’s dead body
(drained of colour), the Magdalen, her hair undone and tears
streaming down her face, rushes in to assist in holding up the hand
and head of her Lord, and the Virgin swoons into the embrace of
the three Maries, her limp arm mirroring that of her dead son. As well
as owing debts to antiquity and to prints by Mantegna, the altarpiece
is a virtual manifesto of Raphael’s admiration for Michelangelo.
After exploring a wide range of poses for the dead Christ, Raphael
selected a pose very close to that in Michelangelo’s Pietd in St Peter’s
(the iconography of the mourning mother was of course pertinent
to his theme).'9° The pose of Joseph of Arimathaea, based on
Michelangelo’s unfinished Saint Matthew (fig. 92), was also woven
into the composition at a late stage. The kneeling woman who twists
round to catch the Virgin is inspired by Michelangelo’s Doni Tondo,
and the bearers may be an echo of those in Michelangelo’s altarpiece
of the same subject painted for S. Agostino in Rome.>*° There is

some evidence to suggest that Raphael went to Rome in around

1506 (indeed this may not have his first visit), which would explain

his familiarity with Michelangelo’s Roman works.*"

. . . fig. 33 Pietro Perugino
In around 1507-8, Raphael at last received a major Florentine The Lamentation over the Dead Christ, 1495

altarpiece commission, the Madonna del Baldacchino, the only large- Oil on wood, 214 x 195 cm
scale work he was to embark upon in Florence — and one he was not Galleria Palatina, Palazzo Pitti, Florence, inv. 1912, n0.164
destined to finish.>°* The altarpiece was for the Dei family chapel

in the church of S. Spirito for which Rinieri di Bernardo Dei left
provision in his will of July 1506. Raphael’s increasingly canny head
for business emerges in his letter to his uncle, Simone Ciarla, in
which he relates that he had not agreed a price for the altarpiece

in advance because it would be more advantageous for him to have

it valued independently after completion (indicating considerable
confidence in his own abilities and the esteem of his peers).°3 The
patron had, however, given him reason to expect at least 300 ducats,
a ‘major league’ price for an altarpiece commission, and almost ten
times greater than the sum he received for the Baronci altarpiece.>*4 By
the date of the letter, 21 April 1508, Raphael had finished the cartoon
and must have worked very rapidly to get the painting to the degree of
finish in which we see it today before he left for Rome that summer.
The design of the altarpiece, a sacra conversazione with the Virgin and
Child on a dais flanked by Saints Peter, Bernard, Anthony Abbot and
Augustine,**S harks back to the raised dais seen in his earlier Perugian
altarpieces, and the angels are descended from those in the small
Resurrection Raphael had painted in about 1501-2 (cat. 21), but the
work is given a monumental modern cast by the majestic figures and
the grand classical architecture, designed to blend with Brunelleschi’s
pietra serena articulation of the real space of the church.
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fig. 34 The Entombment, 1507
Oil on wood, 184 x 176 cm
Museo e Galleria di Villa Borghese, Rome, inv. 170
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fig. 35 The Disputation of the Holy Sacrament
(La Disputa), 1509

Fresco, width at base 770 cm

Stanza della Segnatura

Vatican Museums, Vatican City
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Raphael’s letter of April 1508 reveals that he was already manoeuv-
ring for a position in the most powerful and prestigious centre of
artistic patronage in the land, the papal court in Rome. Not content
with just having received his first Florentine altarpiece commission, he
wished his uncle to obtain on his behalf another letter of recommen-
dation to Piero Soderini, this time from Francesco Maria della
Rovere — significantly Pope Julius’s nephew — who was about to be
invested as the new Duke of Urbino. Raphael’s interest lay in ‘a certain
room [una certa stanza] to be worked on’, the commission for which
still remained to be allocated.?°® It has sometimes been suggested
that this was the Sala del Consiglio in Florence and that Raphael was
lining himself up to take over where Leonardo and Michelangelo had
left off (it was already clear that Leonardo, at least, was not going to
return to Florence to complete his battle-scene).>°” However, the
room alluded to in the letter was probably not the Sala Grande (which
would never have been referred to as a ‘stanza’), but one of a suite of
rooms in the apartments that Pope Julius II was converting for his
own use in the Vatican Palace (still known today as the Stanze).>8

Giuliano della Rovere (1443-1513), whose uncle Pope Sixtus IV
had made him a cardinal in 1471, was elected to the Papal See in
October 1503 and took the title of Pope Julius II. Early on in his
pontificate, around the end of 1505, Julius had moved out of the
apartment formerly occupied by Pope Alexander VI (1492-1503).
Adapting the third-floor summer apartment of Pope Nicholas V
(1447-55) constructed fifty years before, he initiated a campaign of
restoration and redecoration that came to bear the unmistakable
stamp of his beliefs, policies and personality.

Whether by the intervention of Soderini, through recommenda-
tions from friends and fellow artists or through links between the
Della Rovere at Urbino and the Pope (who would have encountered
works by Raphael during his peregrinations through the Papal States),
by January 1509 Raphael was firmly ensconced in the Vatican and
had already received the substantial sum of 100 ducats for work in
the Stanze.**® These semi-public rooms in the Pope’s new apartment
were adjacent to an inner sanctum consisting of his bedroom, anti-
chamber and private chapel.**° The room in which Raphael began
work is today known as the Stanza della Segnatura because by the
time Vasari wrote his life of Raphael it had become the meeting room
of a division of the supreme tribunal of the Curia, the Signatura gratiae.
Flanked by other rooms used for papal audiences and meetings, it was
almost certainly a library, although the Pope could also conduct official
business and entertain visitors there, and its aim was therefore to
impress, both in form and content.

Julius IT had entrusted the decoration of the Stanze to a group
of artists who were apparently working simultaneously in the three
principal rooms in about 1508—9.2"" Vasari suggests that Julius’s
original idea was to assign all three rooms to Perugino,** but when
the relatively elderly artist refused to accept such a huge commission,
others were brought in to help. Perugino started work in the room

——

to the west, later called the Stanza dell’Incendio, Raphael and
Sodoma worked side by side on the vault of the Stanza della
Segnatura,*3 and several artists (including Lotto, Bramantino
and Signorelli) embarked upon the room which came to be
known as the Stanza di Eliodoro, on the other side of the Stanza
della Segnatura. Raphael evidently thrived in this competitive yet
convivial atmosphere, but although he must have been entrusted
with the completion of the Stanza della Segnatura early on (in the
course of 1509?), Vasari’s claim that Julius, on seeing the School of
Athens (fig. 37), had the work of the other painters destroyed and
gave the decoration of the entire suite of rooms to Raphael is no
longer plausible.?'# Raphael’s appointment to a papal sinecure in
October 1511 (see p. 58) probably marks the point at which he
assumed overall control of Julius’s projects. As in Perugia and
Florence, therefore, Raphael’s rise to pre-eminence may have
taken longer than is sometimes assumed as he proved his mettle
in a new environment.*'s

The Stanza della Segnatura’s original function as a library — the

216 _js reflected

Bibliotheca Iulia, reserved for the Pope’s private use
in its decorative scheme, which is divided up into the four branches
of learning or ‘faculties’, according to how the books would have
been classified. The key to the overall scheme is contained in the
four roundels in the vault, each of which contains a beautiful
female figure personifying one of these faculties: Theology, Poetry,
Philosophy and Jurisprudence (see fig. 124). On the four walls below
are scenes in which each abstract discipline is brought to life by an
impressive cast of characters from ancient and more recent history,
debating or enacting their allotted learned subject, and armed with
numerous books and manuscripts, as befit scholars in a library. On
the west wall, beneath Theology is the Disputa (figs 35 and 36),

in which theologians debate the mystery of the Holy Sacrament.

fig. 36 Detail of two figures
on the left of fig. 35
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fig. 37 The School of Athens, about 1509-10
Fresco, width at base 770 cm

Stanza della Segnatura

Vatican Museums, Vatican City

On the north wall, beneath Poetry, poets gather around Apollo
and the Muses on Mount Parnassus (fig. 38). To the east, beneath
Philosophy, Greek philosophers and sages discuss their theories
surrounded by their pupils (the School of Athens, fig. 37). To the
south, beneath Jurisprudence (who appears in the guise of Justice),
are the three other cardinal virtues also essential to the exercise of
this discipline: Fortitude, Prudence and Temperance (fig. 39). Below
these are two historical episodes illustrating the establishment

of codes of law: Tribonian presenting the Pandects to the Emperor
Justinian and Gregory IX approving the Decretals. While the distribu-
tion of subjects and choice of protagonists were surely devised by
someone at the papal court, it is clear that Raphael developed their
visual expression in a highly personal fashion.

The two main frescoes, the Disputa and the School of Athens,
mark an extraordinary watershed in Raphael’s artistic development.
Working on a scale he had never previously attempted and in a
medium of which he had only limited experience, he succeeded
in bringing to life abstract subjects of a complexity and scope far
beyond his previous range. The selection of his drawings for the
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Disputa included in this exhibition (cats 78 —86) show the inventive-
ness and ingenuity with which he developed the overall composition
and the individual figures and groups, combining the threads of all
he had learned in Florence. In this dazzling fresco, the risen Christ
displays his wounds, blessed by the figure of God the Father above.
The dove of the Holy Spirit soars downwards, linking Christ’s
gleaming white body with its miraculous manifestation on earth

in the form of the host, the subject of the theologians’ wonder and
discussion. This central axis, animated by a series of descending
spheres, is balanced by the bold horizontal organisation of the
heavenly and earthly companies. The saints and prophets seated

in a semi-circle around the Trinity recall in their arrangement Fra
Bartolommeo’s Last Judgement in S. Maria Nuova and Raphael’s own
fresco at S. Severo, but here the figures are enlivened by a remarkable
variety of pose, characterisation and costume, as exemplified by the
semi-naked Adam’s startlingly informal posture as he turns to listen
to Saint Peter (see fig. 125). The platform-like floor harks back to
methods of organisation learned from Perugino (and seen for example
in his Consignment of the Keys to Saint Peter in the Sistine Chapel),
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fig. 38 Parnassus, about 15101
Fresco, width at base 670 cm
Stanza della Segnatura

Vatican Museums, Vatican City

but Raphael’s solutions are here far more spatially sophisticated
and daring. Lifelike figures in the foreground apparently lean into
the real space of the room over balustrades introduced as cunning
devices to conceal the intrusion of the door-frame into the picture
space. The monumental figures and their splendidly rendered
draperies owe much to Leonardo as well as Fra Bartolommeo, the
former also inspiring the variety and animation of the characters
while the latter’s drawings provided inspiration for the distant
landscape with its buildings supported by scaffolding and signature
haystack. The influence of both artists is also particularly evident

in the soft stumped chiaroscuro of some of Raphael’s drawings for
figures in the upper register for this fresco (cats 78—9, 86), which
can be compared, for example, with Fra Bartolommeo’s drawings
for the Last Judgement (fig. 107). Raphael combined all these influences
to achieve a new grand style that was demonstrably his own, and
particularly fitted to Julius’s propagandistic purposes. The beautiful,
idealised figure of the young man in yellow and blue on the left of the
Disputa gesturing gracefully towards the host, and the more humorous
characterisation of the figures peering over the shoulders of the sage

——

behind him, are examples of his broad dramatic range and humanising
touch (see fig. 35).

On the opposite wall of the Stanza is a scene of even more
breathtaking audacity and assuredness, the so-called School of
Athens, the rational equivalent of the theological debate represented
in the Disputa, with Plato and Aristotle surrounded by other ancient
sages seeking truth by philosophical enquiry.*'” The architecture in
this fresco has a new and impressive grandeur. The perspectival
foreshortenings of the coffered barrel-vaulted ceilings, the colossal
white marble statues peeping out of disappearing niches, and the
patterned floor receding behind the central figures, spring from
the Florentine tradition of single-point perspective dating back to
Masaccio, but its heroic classical vocabulary was no doubt inspired
by Bramante and by surviving examples of ancient Roman architec-
ture such as the Pantheon. Just as impressive as the architecture is
the extraordinary cast of characters debating different philosophical
propositions in beautifully arranged groups, or meditating alone.
Leonardo’s observation of nature and Perugino’s grace are subsumed
in the fresco into a powerful new rhetoric of gesture and expression
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fig. 39 The Jurisprudence Wall, 151
Fresco, width at base 660 cm
Stanza della Segnatura

Vatican Museums, Vatican City

that was so effective in terms of conveying a believable narrative that
it was to become the academic standard for centuries to come.
It may well have been the unprecedented ambition of the School of
Athens, in which Raphael revealed his ‘determination to hold the field,
without rival, against all who wielded the brush’, which caused Julius
to give Raphael sole control of his decorative project.?'®

Vasari believed that the School of Athens was the first wall to be
painted in the Stanza della Segnatura, and he attributed Raphael’s
success in Rome to this masterpiece. Nesselrath has now marshalled
technical evidence in support of Vasari’s chronology (pp. 284-8),2"9
but ever since Giovan Pietro Bellori reversed Vasari’s sequence in
1695, most modern studies have concluded that the Disputa preceded
the School of Athens, a conclusion shared by the authors of this essay.
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The clear stylistic continuities between the Disputa and Raphael’s
numerous designs for it (e.g. cats 78—86), as well as the artist’s recent
works in Umbria and Florence, make it extremely problematic to
argue for the chronological precedence of the School of Athens, even
if, as is demonstrably the case, both compositions were worked on in
very close succession. The ethereal quality of the figures in the Disputa
harks back to characterisation learned from Perugino. In addition,
the flesh tones in the faces in this fresco are thin and greenish (as
they are in the roundels of the ceiling), while in the School of Athens
these areas are blended with heavily laden brushstrokes in a much
more sophisticated way, which compares much more closely with
the last wall to be painted in the room (the Jurisprudence wall, and
especially the three Virtues in the upper part).
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On the two short walls Raphael had to contend with the added
challenge of large windows piercing the picture fields. This he over-
came on the Parnassus wall by using the bay of the window to support
the crest of Mount Parnassus (the window overlooks the Vatican
hill which had been sacred to Apollo in antiquity, and was chosen
as the site of Julius’s outstanding collection of antique sculpture),
again employing the device of figures leaning forward beyond the
fictive moulding of the window frame to give a sense of depth and
also connection between the real and painted worlds.**® Despite the
absence of architecture, the composition is beautifully organised
around the central group of Apollo and the nine graceful Muses.
Raphael integrated telling likenesses of his contemporaries, such as
the bold portrait of Lodovico Ariosto with his finger pressed to his lips,
with imaginary portraits of the ancient poets and conventional efhgies
of the great medieval triumvirate Dante, Petrarch and Boccaccio. The
Muses with their voluptuous forms and softly undulating drapery
contrast with the three magnificent female Virtues in the lunette
above the window on the opposite wall. The lunette and the frescoes
with the historical scenes below constitute a last-minute change
to the original programme, which was to have included the beardless
Pope kneeling before an apocalyptic vision of the Opening of
the Seventh Seal being witnessed and recorded by Saint John on
Patmos.?” The change may have been made after the Pope’s return
from his campaigns in the Romagna in June 1511, by which time he
had grown a beard as a symbol of mortification (and with which
he appears in the guise of an earlier pope in Gregory IX approving
the Decretals).?** The magnificent Virtues are on a monumental scale
beyond anything else in the Segnatura (and a far cry from the female
personifications of the library’s faculties on the ceiling). The
winged putti cavorting about the parapet and assisting the Virtues
are virtual hallmarks of Raphael — similar playful touches lend light
relief to even his most solemn Roman altarpieces.

The revolution Raphael effected in the Stanza della Segnatura
frescoes is astounding. The challenges and resources offered by this
supremely important project commissioned by the wealthiest and
most powerful of patrons, the erudite environment of the papal court,
and the competitive rivalry that naturally existed among so many
talents working alongside each other evidently stimulated in Raphael
a desire to surpass all others.?? Vasari described the artist’s develop-
ment in his early years in Rome as his most extreme transformation
to date, and he attributed his grander and more majestic style to the
study of antiquity and the Roman works of Michelangelo.?*+ While
Raphael had shown an occasional interest in ancient Roman art in his
earlier work (e.g cats 34, 68—73), he devoted himself with increasing
assiduity to the study of the antique after settling in Rome. His
enthusiasm for classical sculpture emerges in the moving depiction
of the blind Homer in the Parnassus, which was inspired by the
Laocoén group discovered in Rome in 1506 and subsequently placed
in Julius’s sculpture garden in the Vatican, as well as in numerous

——

drawings.?*> His mature classicism is especially evident in his later
career under the papacy of Leo X, when he reported on the state of
the antiquities of Rome in a letter to the Pope, and famously began
to map the ancient city.?2°

Raphael’s evolving style, as Vasari noted, was also in part the
result of renewed exposure to Michelangelo who had preceded
Raphael to Rome, and in May 1508 had embarked upon painting
the ceiling of the Sistine Chapel.?*” The first half of the ceiling was
unveiled in August 1511, the whole being completed by October of
the following year. With the exception of the monumental figure of
Heraclitus, known as ‘the Thinker’, cut into the plaster of the School
of Athens after the fresco’s completion, there is little reflection in
Raphael’s work on the first three walls of the Stanza della Segnatura
of the strikingly monumental sculptural forms and brilliant colours
of Michelangelo’s ceiling, which might suggest that he was not
able to see Michelangelo’s work until the unveiling of the first half.
According to Vasari, however, Bramante let Raphael into the Sistine
Chapel during one of Michelangelo’s absences from the city ‘and
showed him Michelangelo’s methods (modi) so that he might under-
stand them’.2? Whatever the truth of this anecdote, the impact of
the latter’s powerful new figure style was immediately evident in
Raphael’s projects from around 1511-12, including the Isaiah in
S. Agostino (fig. 40), and the frescoes in S. Maria della Pace (fig. 42)
and the Stanza di Eliodoro.?* Whether Raphael went so far as
to repaint the Isaiah, commissioned by the apostolic protonotary
Johann Goritz, from scratch after he had seen the Sistine figures,
as Vasari suggests, can be doubted. Raphael would have seen the
Sistine frescoes well before July 1512 when the Isaiah was apparently
completed. In the muscularity and monumentality of the figure,
Raphael pushed his figure style as far as was possible towards the
promethean grandeur of Michelangelo (only the garlanded putti
retain something of his innate sweetness and charm). The impact
of Michelangelo’s work in Rome was as vital to Raphael’s stylistic
evolution as it had been in Florence, but there was a danger of going
too far in a direction that did not come naturally to him, and Raphael’s
most successful Roman works are those in which his own flair for
graceful design, easily legible narrative, exquisitely judged colouring,
and animated characterisation are not overly dominated by any
one style or influence.

Important for Raphael in this context was the presence in Rome
of several Venetian painters who brought with them a more painterly
approach to the depiction of both landscape and the human form
(including portraiture). His easel Portrait of Pope Julius II (cat. 99)
is among the first works to reflect his appreciation of paint as a
substance in itself rather than as a means of description. The freedom
of his brushwork in this portrait, and the way in which paint is
manipulated to suggest textures, is unlike anything that had gone
before. The heavy red velvet of the Pope’s cap and mozzetta is worked
with broad strokes, while the white fur linings are depicted with
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fig. 40 The Prophet Isaiah, about 151-12
Fresco, 250 X 155 cm
S. Agostino, Rome

short flicks of paint made across the long strokes of stiff lead white
that sweep round their edges. Similarly, the hairs of Julius’s beard
and the tufts of fur trapped by the buttons are no longer painted as
fine individual hairs. In the gold threads of the tassels of the throne,
Raphael particularly relished the raised, slightly clotted quality of
lead tin yellow in oil. At a later date textures such as this and the
rippling pleats of soft white fabric impressed even Titian, who not
only made a copy of Raphael’s painting, but introduced a similar
waterfall of folds into his Portrait of Pope Sixtus IV (Uthzi, Florence)
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— though in turn one wonders whether Raphael had not had the
opportunity to see works by the young Titian, which may have
reached Rome at around this time. The extraordinary rendering
of texture in the layers of fabric in the sitter’s sleeve in Raphael’s
portrait known as La Velata (cat . 101), as well as softer, more palpable
flesh, are also due to Raphael’s new awareness of Venetian innovations
in portraiture.

The most likely inspiration for this new style was Sebastiano
Luciani (later known as del Piombo, c.1485-1547), arguably the most
daring of all the young Venetian painters in Giorgione’s circle in
terms of the handling of oil paint, who was brought from Venice to
Rome by Agostino Chigi in August 1511 (exactly the moment at
which Raphael must have begun his portrait of Julius). Sebastiano
may well have brought some completed paintings with him, and
Raphael probably sought him out and studied his work as soon as he
arrived. Certainly by the following year, the two artists were working
side by side in Chigi’s urban villa (now known as the Farnesina).
The possibility that their initial contact was friendly has frequently
been overlooked because of the intensity of their later rivalry (just
as we have seen that the contact between Raphael and Michelangelo
in Florence does not seem to have been as fraught as the later
correspondence of Michelangelo would suggest it became).?3°
Even the technique of the Portrait of Julius suggests familiarity with
the innovations of Sebastiano. Raphael did not prepare the surface
with his usual creamy-white priming, but applied instead a light
brownish-grey priming which is very similar in composition to
those found on some of Sebastiano’s Roman panels. These more
tinted primings seem still to have been relatively novel even in
Northern Italy, and Sebastiano, always an experimental painter,
is likely to have been among the first to use them.?!

Raphael’s success in Rome was in part due to his ability to
continue to satisfy the Pope, while still managing to work for other
important patrons, ‘whom it was not in his interest to decline’.?*
His early Roman activity included the painting of altarpieces
(discussed below, pp. 280-93), frescoes (including figs 40-2),
as well as portraits and Madonnas. He was able to cope with the
volume of work by increasingly taking on assistants to help him
meet deadlines, and the nature of his method (learned above all
from Perugino) whereby, from initial sketches and preparatory
studies, he produced finished cartoons that could be transferred
mechanically to the wall or panel, was eminently suitable for delega-
tion. Raphael had always thrived in the company of other artists
and befriended many whom he subsequently persuaded to work
with or for him, and this was more than ever the case in Rome.?33
As the pressure of work mounted, particularly following the increase
in his reputation as a result of his work in the Segnatura, Raphael
ceased to work alongside others, but began to employ them in the
execution of his own designs. Lorenzo Lotto, who had already been
working in the Stanze at the time of Raphael’s arrival, completed
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fig. 41 Galatea, about 1512-14
Fresco, 295 x 225 cm
Palazzo della Farnesina, Rome
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fig. 42 Sibyls, 151-13
Fresco, width at base 615 cm
Chigi Chapel, S. Maria della Pace, Rome

a discrete scene on the south wall of the Segnatura, namely Tribonian
presenting the Pandects to the Emperor Justinian,*3* and was subse-
quently put to work in the Stanza di Eliodoro. Numerous other artists
were employed on later decorations in the Vatican, as Raphael estab-
lished a highly organised and productive workshop.»5 This emergence
of Raphael as the undisputed master painter at the Vatican coincides
with his appointment to the office of Scriptor Brevium, an ofhcial
sinecure bestowed by Pope Julius on ‘our dear son Raphael’ in
October 1511, ‘in order that he may be maintained more fitly’.3
Chief among the patrons Raphael could not refuse was the
Sienese banker Agostino Chigi (1465-1520). His estimated income
in 1509 was in excess of 70,000 ducats, and he was confirmed as
the Treasurer of the Papal States in 1510.%37 In 1506 he had commis-
sioned Peruzzi to build him a classically inspired villa on the banks
of the Tiber in Rome, which became the location for lavish enter-
taining ( parrots’ tongues featured on his menus) and all’antica
theatrical extravaganzas. Once construction of the villa was
completed, Chigi turned to its decoration, employing Peruzzi
(and later Sodoma) from his native Siena, as well as Raphael and
Sebastiano. Raphael’s Galatea (fig. 41) was probably painted in
1512 and represents a story in part derived from Poliziano’s Giostra
(Lodovico Dolce went so far as to claim that it ‘competed with the
beautiful poetry of Poliziano’).%® This was Raphael’s first oppor-
tunity to paint a mythological subject and to conjure up the world of
antiquity in paint. Like other works of this period (including the
Massacre of the Innocents, cat. 89), the fresco is almost a manifesto of
his new style, combining the strong treatment of the male and female
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nude that he had added to his repertoire with the painterly skills and
dolcezza (sweetness) that seemed to be innate features of his art.

The fresco in the Farnesina was not Raphael’s first work for the
papal banker.”® He had also decorated Chigi’s chapel in S. Maria
della Pace with a fresco depicting four Sibyls accompanied by angels
(fig. 42). The fresco is usually dated 151214, but new evidence
suggests that the design of the chapel was well advanced by the end
of 1510,24° leading to the conclusion that the frescoes may well have
been executed in 1511. This dating is borne out by parallels between
the Sibyls and the cardinal virtues on the Jurisprudence wall of the
Stanza della Segnatura and clear links between the drawings for the
Pace commission and the Segnatura frescoes. Other circumstances
support this conclusion, for the Pope was absent from Rome during
much of the period 1510—11 and could not keep an eye on his painters,
while Timoteo Viti, whom Vasari credits with the execution of the
Prophets above Raphael’s Sibyls, was apparently absent from Urbino
from November 1510 to July 1511.24' If this revised dating could
be proved, it might finally demonstrate that Raphael had seen the
Sistine ceiling before it was unveiled, for in their monumentality
and colouring, the Sibyls clearly betray the impact of those painted
by Michelangelo.

Raphael’s drawings for an unexecuted altarpiece showing the
Resurrection of Christ, which was designed to stand on an altar
beneath these frescoes in S. Maria della Pace, also show Michelangelo’s
influence. The Three guards in the Devonshire Collection, Chatsworth
(fig. 43), and other drawings for this commission show how Raphael,
inspired by Michelangelo, had begun to make drawings from the
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male nude in dramatic poses and, like him, had turned to soft black
chalk as a means to study the play of light and shadow across the
musculature (although both artists also used red chalk for similar
purposes).

While these drawings (and monumental works such as the Isaiah
and the S. Maria della Pace frescoes) reveal Raphael’s response to
Michelangelo’s grandeur, the younger artist was also able to channel
some of Michelangelo’s strong sense of design into his more intimate
compositions such as the Alba Madonna and the Madonna della Sedia
(fig. 44). The newly restored Alba Madonna of around 150910
is in the same category of large-scale luxury pictures for private
devotion as the Florentine Madonnas discussed on pp. 40-3.24*
Here, the Madonna is shown seated on the ground and with
much greater informality than hitherto. She leans against a curious
petrified tree stump, which may have some symbolic significance
now lost to us. Her pose, with one leg outstretched, and the drapery
spiralling down her shoulder, are reminiscent of Leonardo, while
the vigour with which Raphael studied the pose from a garzone
model in a red-chalk sketch (cat. 94) bears the hallmark of
Michelangelo’s influence (the finished figure has a much greater
sense of corporeality than his early, more ethereal Virgins). The
Christ Child’s pose, propping himself up with his left arm on his
mother’s belly and with one leg raised, is akin to the Child’s pose
in the Garvagh Madonna of the same period (cat. 91) and may
conceivably reflect an idea borrowed from classical sculpture as
well as study from life. Raphael subtly interweaves all these different

——

sources of inspiration into an image of great tenderness, in which
both the Virgin and her Child simultaneously embrace and recoil
from the reed cross proftered by the sweet figure of Saint John the
Baptist. The subtlety of Raphael’s colouring is all the more evident
following the recent cleaning and, like the palette of the Garvagh
Madonna, is quite distinct from the richer more saturated hues of
his Umbrian and Florentine works. The soft blue of the Virgin’s robe,
her rose-coloured dress and white undershirt are echoed in the
background and in the wild flowers that surround the figures, tying
the figures into the beautiful verdant landscape. The Madonna
della Sedia (fig. 44) is surely Raphael’s most resolved answer to the
problem of designing circular compositions.*# It demonstrates his
intuitive sympathy for the relationship between mother and child,
his instinctive engagement with feminine subjects (the model for his
Madonna may have been someone he knew well), and his pleasure
in rendering the softness of flesh and the rich textures of material
things. His sensibility to colour was never subservient to the demands
of design, and this picture, with its links to the Garvagh Madonna
(in the figure of Saint John), to the Julius portrait (in the seated pose),
and to La Velata (in its sensuous response to a female model), sums
up Raphael’s individuality and is the clearest statement of his
fundamental independence.

Raphael’s meteoric rise to fame in the course of the dozen
or so years covered by this exhibition was the result of a unique
combination of natural genius and a rare capacity for growth and
development through the study of nature and the works of other

fig. 43 Three guards, about 1511-12
Black chalk, 23.4 x 36.5 cm
Devonshire Collection, Chatsworth, 20
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fig. 44 The Madonna della Sedia, about 1514
Oil on wood, 71 cm diameter

Galleria Palatina, Palazzo Pitti, Florence

1912, N0.151

artists. He was exceptionally receptive to new ideas, assimilating
forms and techniques with great versatility into his own personal
style, which was characterised by a remarkable clarity and grace.
His career was driven at every stage by a powerful determination
not only to succeed but also to surpass even the most celebrated

of his role models. Accustomed from youth to the court culture

of Urbino, he flourished at the papal court under the enlightened
patronage of two successive popes. His transformation of the
revolutionary innovations of Perugino, Leonardo and Michelangelo
into a less idiosyncratic and more intelligible classical style explains
how it was he and not they to whom academic tradition subsequently
bowed as the epitome of stylistic perfection (a factor which has also
counted against modern appreciation of his art), and his influence
was paramount for generations of artists, from Correggio to Rubens,
Velazquez to Delacroix, and from Renoir to Picasso. Raphael also

60 Raphael: From Urbino to Rome

pioneered a new more human approach to devotional subjects and
the unprecedented tenderness and sensitivity of his Madonna and
Child groups have guaranteed their enduring popularity. Even when
conveying the most complex theological themes, he was always
concerned to delight the viewer by the inclusion of diverting or
sensuous elements, alongside the more serious task of serving the
didactic and pious requirements of his patrons. His many insightful
portraits of these patrons and friends demonstrate his psychological
acuity and are frequently laced with affectionate humour. Above all,
however, Raphael’s reputation rests on his outstanding natural
talent as a designer, draughtsman and painter, which was immedi-
ately recognised wherever he went and mourned as a loss to the
world at the time of his premature death. The catalogue of drawings
and paintings that follows demonstrates better than any words the

story of this remarkable journey.
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We are particularly grateful to Jill Dunkerton
for her extensive contributions to this essay on
Raphael’s technique.

For ease of reference we have consistently
referred to John Shearman’s recently published
compendium of documents and sources:
Raphael in Early Modern Sources (1483-1602),
London and New Haven 2003 (Shearman 2003),
and to Paul Joannides, The Drawings of Raphael
with a Complete Catalogue, Los Angeles and
Oxford 1983 (Joannides 1983).

Shearman 2003, pp. 73-5.

Shearman 2003, pp. 619-20 (15 October 1520
Sebastiano to Michelangelo): ‘Sua Santitd me
disse pit: “Guarda I'opere de Rafaelo, che come
vide le hopere de Michelagniolo, subito lasso

la maniera del Perosino et quanto pid poteva

si acostava a quella de Michelagnolo. . .”. ibid.,
pp. 928-9 (24 October 1542, Michelangelo to
an unidentified Monsignore): ‘Tutte le discordie
che naqquono tra papa Julio e me fu la invidia di
Bramante e di Raffaello da Urbino; e questa fu
causa che non e’ sequito la sua sepultura in vita
sua, per rovinarmi. Et avevane bene cagione
Raffaello, ché cio che haveva dell‘arte, I'aveva
da me.’ Condivi also reported Michelangelo’s
opinion (ibid., pp. 1029-30): ‘[Michelangelo]

ha sempre lodato universalmente tutti, etiam
Raffaello da Urbino, infra il quale e lui gia fu
qualche contesa nella pittura, come ho scritto.
Solamente gli ho sentito dire che Raffaello non
ebe quest’arte da natura, ma per lungo studio.’
See also Sellaio's letter to Michelangelo
(1January 1519), ibid., pp. 365-6.

Vasari/BB, IV, p. 204.

Berenson 1897, p. 113, characterised this process
as follows: ‘Ever ready to learn, Raphael passed
from influence to influence. At whose feet did
he not sit? Timoteo Viti's, Perugino’s, and
Pintoricchio’s, Michelangelo’s, Leonardo’s and
Fra Bartolommeo’s, and finally Sebastiano del
Piombo's.” A similar observation is found in
Crowe and Cavalcaselle 1882-5, |, pp. 4-5:
‘Between Urbino and Rome, the poles of his
existence, [Raphael] wandered with but one
apparent purpose in life, the purpose — diligently
pursued and never abandoned - of studying
everything that had been done by others before
him, of assimilating the good and eliminating
the bad amongst the numerous examples which
had come within his ken. . .. he studied one after
another, nature, the antique, and the Tuscan, and
when he finally broke the fetters of Umbrian
tradition, not a single one of the craftsmen
then living would have said that he copied any
of them.’

The exact date has not been determined and is
variously given as 28—-29 March or 6-7 April.
Vasari states that he was born on Good Friday,
which was 28 March 1483; see Shearman 2003,
pp. 45-50.

6 Ibid., pp. 52, 60.
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Henry 1999, pp. 223-6; Shearman 2003,

pp. 53—-61.

For the few references to Raphael in documents
made in Urbino in the late 1490s, see Shearman
2003, pp. 53-71.

Vasari’s Lives were published in two editions

in 1550 and 1568. We have referred to Paola
Barocchi and Rosanna Bettarini’s comparative
edition (cited here as Vasari/BB; the Raphael
Lifeis found in vol. IV, pp. 155-214). Unless
otherwise stated we have quoted from the
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1568 edition, and translations are usually

from the de Vere/Everyman edition (ed. D.
Ekserdjian, London, 1996; the Raphael Life is
vol. |, pp. 710-48).

For Vasari’s reference to Raphael’s styles see
Vasari/BB, IV, pp. 204-7. The use of the plural
is unique in the Lives.

Rubin 1995, pp. 357—-401; Butler 2002, pp. 22-38.
Vasari/BB, IV, p. 207 (1568 only): ‘Ho voluto . . .
fare questo discorso, per mostrare con quanta
fatica, studio e diligenza si governasse sempre
mai questo onorato artefice, e particolarmente
per utile degli altri pittori, accio si sappiano
difendere da quelli impedimenti dai quali seppe
la prudenza e virta di Raffaello defendersi.
Good Friday is venerdi santo in Italian and
Vasari makes much play on the sanctity of
Raphael’s surname, Santi. This is the first of a
number of Christological parallels that recur
throughout the Life.

‘ancor fanciullo’ / fanciulletto’, Vasari/BB, IV,
p.157. In the Life of Perugino Vasari stated that
Raphael worked for ‘molti anni . . . con Pietro
in compagnia di Giovanni de’ Santi, suo padre’
(Vasari/BB, lll, pp. 611—12). The emphasis on
working with Perugino has been reasonably
related to the older artists’ activity at Fano,
discussed below, and it is perfectly plausible
that Raphael and Perugino met at this time.
This scepticism began as a result of
Pungileoni’s discovery that Giovanni Santi died
in 1494 (Pungileoni 1822, pp. 133-7).

Mantegna had completed his training and was
established as an independent master by the
age of sixteen, see Christiansen in ed.
Martineau 1992, p. 99.

Rubin 1995, p. 382.

For example the standing child in fig. 3 which
probably derives from Perugino’s Fano altar-
piece. For Perugino’s altarpiece (commissioned
in 1488 and dated 1497) see Scarpellini 1984,
cats 71-3. There has been some debate over
the direction of influence, but we share the
view that this motif originated with Perugino
and was subsequently adopted by Santi.

‘un divin pictore’, see ed. Michelini Tocci 1985,
vol. Il, p. 674 (discussed below).

The attribution to Raphael of cats 10 (an altar-
piece which is signed by Perugino) and 7 is
typical of the way that Raphael’s hand has
been sought in Perugino’s best works of the
period about 1495-1504. In recent years the
cornerstone of these arguments has been the
attribution to Raphael of the Fano predella and
related drawings in the Uffizi (366E and 368E,
Ferino Pagden 1982, nos 47-8). The drawings
have been attributed to Perugino by Ferino
Pagden and Scarpellini, while Russell, Joannides
and Turner favour an attribution to Raphael
(see Ferino Pagden 1983, pp. 87-8, Scarpellini
1984, p. 92, Joannides 1983, nos 1and 2, Turner
1983, pp. 18-20, and idem. 2000, p. 18). The
curators of this exhibition studied the drawings
together in June 2003, and could see no reason
why they should not be by Perugino. For the
attribution of the painted predella to Raphael,
see Longhi 1955, p. 14, Gregori 1987 and Perugia
2004, pp. 314-15, 362—4.

For the many references to pupils such as Lo
Spagna, Rocco Zoppo and Giovanni Ciambella
‘Fantasia’, see Coonin 1999, pp. 100-5, and

the copious documentation in Canuti 1931.
Condivi 1553 (Shearman 2003, p. 1029): ‘Raffael
da Urbino, quantunque volesse concorrer con
Michelagnolo, piti volte hebbe a dire che
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ringratiava Iddio d'esser nato al suo tempo,
havendo ritratta da lui altra maniera di quella
che dal padre, che dipintor fu, e dal Perugino
suo maestro, havea imparata.

Shearman 2003, pp. 150—2: ‘Raphaeli, Johannis
de Urbino scolari’.

Shearman 2003, pp. 71-3.

Evangelista was in Urbino on 29 and 30 March
1501 see Henry 2002, p. 278, with reference to
Alippi 1891, pp. 51-3. Interestingly, both the
Baronci altarpiece and the Sposalizio, also for
Citta di Castello, had a layer of canvas glued
to the panel before application of the gesso,
by this date a relatively rare practice and one
that might suggest that the panels were
prepared for painting by the same craftsman
(not necessarily a member of the painter’s
workshop). If the panels were constructed
and prepared for painting in their place of
destination, then they were probably also
painted there (a conclusion which also
follows from their size).

Shearman 2003, pp. 71-3. In other cases it
has been observed that the list of places
where a contract could be enforced followed
local practice, but this is not the case here and
Perugia would surely have been mentioned if
either of the contracting parties expected this
clause to be called upon in that city. This acts
as a corrective for Vasari’s claim (Vasari/BB, IV,
p. 158) that Raphael came to Citta di Castello
from Perugia.

Similar traits are evident in the banner for
Citta di Castello where the solid opaque flesh
painting is to some extent the result of the
relatively straightforward and direct — almost
alla prima - technique usually employed
when painting canvas banners (in this instance
almost certainly in oil, a medium that had
been used in Italy for canvases for the past
half century). A similar opacity is apparent

on Santi’s canvases of Tobias and the Angel
and Saint Roch (Urbino, Galleria Nazionale),
perhaps also once a banner.

Butler 2004.

See cats 18, 19 and 25 and the further
discussion of Joannides 1987 and Butler 2004.
Giovanni Santi’s will of July 1494 makes

no reference to his workshop (probably
considered part of his ‘bonis, mobilibus et
immobilibus’ which passed jointly to Raphael
and Don Bartolomeo, and presumed to have
been in the house where he lived, now the
Casa di Raffaello) or any provision for its
continuation or disposal, but as his legal heir
and as a painter, it is likely to have passed to
Raphael, see Henry 1999 and Shearman 2003,
pp. 53—60. The fact that Raphael asked Simone
Ciarla to ensure that Bartolomeo send a panel
to Florence on Raphael’s behalf might indicate
that this uncle managed the shop in Raphael’s
absence; see Shearman 2003, pp. 112—18.
Varese 1994, pp. 172-3, and Fontana 1981,

pp. 79—82. Benazzi (forthcoming) publishes
another Santesque work in Gubbio as an early
work by Raphael.

For the inconclusive bibliography regarding
Evangelista, see Bombe 1915, pp. 96-7.
Morelli 1882, pp. 147-78.

See Pungileoni 1835, and Ferino Pagden 1979,
pp. 127-43. The extremely Signorellesque
character of Viti’s drawings is striking, and

he is known to have owned drawings by the
Cortonese master (see Van Cleave 1995, and
Forlani Tempesti and Calegari 2001, pp. 2—4).
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This is usually explained with reference to Viti's
later collaboration with Genga, but might have
resulted from direct contact.

Genga's friendship with Raphael was traced to
Perugino’s workshop by Vasari (Vasari/BB, V,
p. 347: ‘e fu nel medesimo tempo che con il
detto Pietro stava il divino Raffaello da Urbino’),
who knew Genga and his family personally. For
a discussion of Genga’s origins and his training
with Signorelli and Perugino, see Fontana 1981,
pp. 164-8, and Kanter 2004.

For Viti's collaborations with Genga, with
Raphael at S. Maria della Pace, and later with
Evangelista, see Ferino Pagden 1979, pp. 127-43,
Vasari/BB, IV, p. 267, and Pungileoni 1835,
p.107.

Calzini 1912, pp. 11-17. This raises the interesting
possibility that Raphael might have accompanied
his father to Mantua and could perhaps have
met Mantegna.

‘pittore non molto eccellente, ma si bene uomo
di buono ingegno et atto a indirizzare i figliuoli
per quella buona vid', Vasari/BB, IV, p. 156.
Varese 1994; ed. Varese 1999.

For the Tiranni Chapel see Varese 1994,

pp. 235-7, and Butler 2002, pp. 45-6.

Varese 1994, pp. 16—18 and 22: Love at the Trial
of Modesty was a masque held in honour of
the arrival in Urbino of Federico of Aragon in
1474, and the Contest between Juno and Diana
was part of the wedding festivities to mark
the marriage of Guidobaldo della Rovere and
Elisabetta Gonzaga in 1488.

Vatican Library, Codice Vat. Ottob. Lat 1305
(published by Michelini Tocci 1985). This poem
is frequently discussed, e.g. by Varese 1994,
pp. 16, 29-57.

Vasari/BB, IV, p.157: ‘volle . . . che piuttosto ne’
teneri anni apparasse in casa i costumi paterni.’
Raphael’s visual intelligence is discussed by
Ferino Pagden 1986a. We cannot agree with
Becherucci 1968, p. 12, that Raphael had no
school education. See also the observations

of Vasari/BB, IV, pp. 179-80, and Dolce 1557
(Shearman 2003, p. 1064).

Castiglione 2002, pp. 45, 58, 126—7.

For the portrait of Castiglione in the Louvre,
Paris, about 1514-5, see Dussler 1971, pp. 33—4.
Luigi Cioccars letter to Isabella d'Este (24 April
1505) draws out the contrast of Perugino
working for these different environments:
‘non haveva a fare con spoletini o marchi[giJani,
ma con una Marchesana di Mantua’ (Canuti
1931, 11, p. 233).

Santi (see ed. Michelini Tocci 1985, II, pp. 672—4)
discusses 12 Florentine, 2 Tuscan, 4 Venetian,

1 Marchigian, 1 Umbrian, 5 North Italian and

2 Netherlandish artists.

This is further discussed by Joannides 1987,
Dalli Regoli 1999 and Butler 2002.

Vasari/BB, IV, pp. 8-9 (1550 and 1568):
‘studiando le fatiche de’ maestri vecchi e quelle
de’ moderni prese da tutti il meglio, e fattone
raccolta, arrichi 'arte della pittura di quella
intera perfezzione che ebbero anticamente le
figure d’Apelle e di Zeusi. For an even earlier
application of this comparison to Raphael, see
the famous ‘Signore Conte’ letter, discussed
by Shearman 2003, pp. 734—-41. As seen above
(note 2) this quality has also been turned
against Raphael by his critics.

See Henry 2002, pp. 268, 270, with reference
to the connections between Baronci, Raphael
and Signorelli (as well as between Raphael’s
other patrons in Citta di Castello).
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Ibid. pp. 270-5. Albizzini was a notary as well
as a merchant.

The origins of the contact between the two
artists can probably be traced to Urbino and
hence to Giovanni Santi (see Henry 1999, pp.
223-6), although the new evidence that Genga
was part of Signorelli's shop by the summer of
1499 opens up an alternative means of contact
between Signorelli and Raphael (see Henry
2005, foreshadowed in Kanter 2004, and the
earlier comments of Gilbert 1986, pp. 109-10).
Pungileoni 1829, pp. 13-15.

‘Luca de ingegno e spirito pelegrino.’ For an
analysis of this phrase — so suggestive of an
intelligence that Raphael shared — see Henry
20023, pp. 175-83. For connections between
the double-sided banner that Signorelli painted
for the confraternity of the Holy Spirit in
Urbino in 1494 and the Mond Crucifixion, see
Crowe and Cavalcaselle 1882-5, |, p. 133. This
connection was investigated further by Gilbert
1986, pp. 109—10.

Raphael’s interest in the Signorellesque motif
of a muscular figure seen from the rear is

also evident in several other early drawings
(Joannides 1983, nos 3v, 6v, 7r). Crowe and
Cavalcaselle (1882-5, |, p. 68) characterise
Raphael’s drawings after Signorelli as
‘impressed with the general features of
Signorelli’s style [but] tempered in their
ruggedness and strength by something mild
that modifies the asperity of the master’.
Raphael sketched two figures from Signorelli's
Destruction of the World at Orvieto on the
verso of a drawing in Florence (Joannides 1983,
no. 57v). The Siege of Perugia, Paris (Joannides
1983, no. 93r), and related drawings (Joannides
1983, nos 108v and 185) include variations on
the figure who is seen from behind on the right
of Signorelli's fresco of the Torments of the
Damned, also at Orvieto. These connections
were noticed by Vischer 1879, pp. 334-5, and
discussed by Gronau 1902, pp. 46—8. Signorelli’s
Carrying of Christ in the Chapel of Saints
Faustino and Pietro Parenzo at Orvieto also
played a part in Raphael’s solution for the
Baglioni Entombment (fig. 34) — see p. 215,
Gilbert 1986, pp. 109-24, and Rosenberg, 1986,
pp. 175—87. Raphael still seemed to have
Signorelli’s frescoes at Orvieto in mind when
working in the Vatican Stanze.

Henry 1993, pp. 612—19. Bambach 1992, pp.
9-30 (repeated in Bambach 1999, p. 475, n.33),
connects the pricked head on this drawing
with a design by Raphael. The visual evidence
that it was preparatory to Signorelli's fresco

at Orvieto (Henry loc. cit.) is, however, very
difficult to ignore.

Joannides 1983, no. 58r, pl. 9.

See Henry and Kanter 2002, pp. 39-45, 124-32.
Derivations from Signorelli’s frescoes at
Monteoliveto can be found in the Venice Libretto
(fols 4v and 9v) which has been attributed to
Domenico Alfani and is widely held to derive
from copy drawings made by Raphael before
15009; see Ferino Pagden 1984. The Libretto
contains other evidence of Raphael’s interest

in Signorelli, including copies after a Massacre
of the Innocents (further discussed in Henry
1998-9, p. 25) which may be significant for

the genesis of cat. 9o. For the possibility

that a drawing attributed to Raphael of Saint
Benedict welcoming Maurus and Placidus into
the Benedictine Order (about 1502-3, New
York, private collection, illustrated when sold at

Raphael: From Urbino to Rome
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Christie’s, London, 19 April 1988 (27), pp. 24-5)
was the artist’s proposal for this scene at
Monteoliveto, see Henry 2004 (with further
bibliography).

See further under cats 27 and 45 below.

See also Gilbert 1986, pp. 114-15.

Oberhuber 1986, p. 156, has argued that
Pintoricchio should be considered ‘a secondary
teacher or mentor to the young Raphael’.

On 8 November 1500 Agostino Chigi recom-
mended first Perugino and then Pintoricchio to
his father, Mariano: ‘Sopra la capella vostra.. . .
Se quel perigino che dite avere parlato é
messer pietro perugino, vi dico che volendo
fare di sua mano, lui é il meglio maestro di Italia,
e questo che si chiama il pintorichio é stato suo
discepolo, il quale a presente non é qui, see
Rowland ed. 2001, pp. 11-13.

The second collaboration between the artists
involved Raphael’s design assistance for the
altarpiece that Pintoricchio painted for Fratta
Perugina (modern day Umbertide). Pintoricchio
was paid for this altarpiece, which is now in
the Musei Vaticani (Oberhuber 1986, fig. 12),

in June 1503 (with final payments in 1505, see
Archivio storico dell’arte, 1890, pp. 465-6),
and drawings in the Louvre demonstrate that
Raphael designed the two foreground saints
(Joannides 1983, nos 60—1). Raphael probably
developed designs for both projects in the
winter of 1502-3 (see now the the interesting
argumentsof Scarpellini and Silvestrelli 2004,
pp. 227-30, with their implications for the
dating of the Oddi Coronation). He was also
said to have collaborated with Pintoricchio on
an altarpiece for Filippo Sergardi’s chapel in the
church of S. Francesco, Siena, see Henry 2004
and Shearman 2003, pp. 77-9.

See Oberhuber 1986, pp. 155-72.

For the contract see Milanesi 1856, Ill, pp. 9-16.
Ibid.: ‘Item sia tenuto fare tutti li disegni delle
istorie di sua mano in cartoni et in muro.’
Vasari refers to Raphael’s assistance in this
project at two points. In Raphael’s Life he
states that: ‘avendo egli [Raphael] acquistato
fama grandissima nel séguito di quella maniera
[Perugino], era stato allogato da Pio Secondo
pontefice la libreria del duomo di Siena al
Pinturicchio, il quale, essendo amico di Raffaello
e conoscendolo ottimo disegnatore, lo
condusse a Siena, dove Raffaello gli fece alcuni
disegni e cartoni di quell'opera’ (Vasari/BB, IV,
p-159). In the Life of Pintoricchio Vasari states:
‘Ma é ben vero che gli schizzi e i cartoni di tutte
le storie che egli vi fece, furono di mano di
Raffaello’ (Vasari/BB, Ill, pp. 571-2). Vasari
lends authority to his account by going on to
say that he had seen one surviving cartoon for
the project in Siena and owned several related
sketches by Raphael himself.

Joannides 1983, nos 56—61. These drawings
have sometimes been attributed to
Pintoricchio, but Raphael’s authorship is
attested to by the presence of his handwriting
on two of them (see Shearman 2003, pp. 75-7)
as well as by stylistic analysis.

Shearman 198643, p. 206; the architecture is

of a complexity and sophistication far beyond
Pintoricchio’s capabilities.

Oberhuber 1977 argues that a drawing at
Chatsworth is a copy after another lost
modello by Raphael for the scene of Enea
Silvio as Envoy at the Court of Eugenius IV.
This was accepted by Shearman 1986a, p. 206.
Oberhuber 1986
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For the documents suggesting Raphael’s
friendship with Alfani see Shearman 2003,

pp. 111-12, 157, and the discussion of Ferino
Pagden 1986, pp. 93-107.

For Raphael’s generosity with his drawings,
see Vasari/BB, IV, p. 212.

For this fresco see Oberhuber 1986, p. 164.
This may be the picture that Vasari said was
painted for “alcuni gentiluomini sanesi, see
Vasari/BB, IV, p. 165 (1568, see also 1550),

and V, p. 438 (1568). For these arguments

see Henry 2004.

See the copy drawing in the Venice Libretto,
fol. 28r (Ferino Pagden 1982, no. 82, fig. 156).
See Panofsky 1930, pp. 76ff, Wind 1967,

pp. 81-5.

For these see Shearman 2003, pp. 143-6,
154-5.

‘avendo egli [Raphael] acquistato fama
grandissima nel séguito di quella maniera [of
Perugino]’, Vasari/BB, IV, p. 159.

In the Lives of Raphael, Perugino, Pintoricchio
and Niccolo Soggi (see Rubin 1995, p. 382).
Shearman 2003, pp. 619—20, see note 2 above.
Condivi 1553 (Shearman 2003, p. 1029), see
note 2 above.

See Coonin 1999, pp. 100-5, and Henry 2004a,
p.75.

Scarpellini 1984, pp. 109-10.

On 8 November 1500 Agostino Chigi recom-
mended Perugino to his father, Mariano:
‘Sopra la capella vostra . .. Se quel perigino
che dite avere parlato é messer pietro perugino,
vi dico che volendo fare di sua mano, lui é il
meglio maestro di Italid’, see Rowland ed. 2001,
pp. 1M-13.

Vasari/BB, IV, p. 8.

'El Perusino Maestro singulare: et maxime in
muro: le sue cose hano aria angelica, et molto
dolce’; for the text and translation see
Baxandall 1972, p. 26.

Vasari/BB, IV, p. 158: ‘in pochi mesi’ (1550 only).
See also Butler 2004.

Ferino Pagden 1979a, pp. 9-15.

Other examples include the predella of the
Coronation of the Virgin and its response to
the Fano predella; the Sao Paulo Resurrection
and its connections with Perugino’s Vatican
Resurrection (for which see Nesselrath 2004);
and Raphael’s first idea for the Baglioni
Entombment and its relation to Perugino’s

S. Chiara Lamentation (figs 33 and 34).

‘se non vi fusse il suo nome scritto, nessuno

la crederebbe opera di Raffaello, ma si bene

di Pietro’ (Vasari/BB, IV, p. 158). See further
under cat. 27.

The S. Francesco al Monte altarpiece was
commissioned from Perugino in September
1502 (for delivery by Easter 1503), but comple-
tion is usually dated about 1504-6 (see Canuti
1931, |, pp. 179-80, II, p. 237, and Scarpellini
1984, pp. 106-7). There is, however, no reason
why Perugino should not have designed the
picture when it was commissioned (see
below), and it could have been painted in the
course of 1503 (with Perugino overseeing
completion on the various occasions on which
he returned to the city in that year).

Raphael’s altarpiece has also been compared
with the Crucifixion that Perugino painted for
the Chigi chapel in S. Agostino, Siena
(commissioned August 1502; delivered 1506),
but this is a much less successful composition
and the connections with Raphael are generic.
See Scarpellini 1984, cat. 141.

97 Hiller 1999, pp. 52-3, demonstrates how the
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precedents for the Monteripido altarpiece can
all be found in Perugino’s work of the 1490s,
so Perugino need not have known Raphael’s
composition before designing his own work.
For an analysis of the way in which Raphael’s
painting offers a critique of Perugino’s models,
see Brown 1992, pp. 29-53. See also the
comments of Vasari/BB, IV, pp. 204-5.
Henry 2002, pp. 274-7, with a further
analysis of how the two commissions were
interrelated. See also De Vecchi1996.

For the documents relating to this commission,
see Canuti 1931, Il, pp. 199-203 (and |,

pp. 167-72).

See Vasari/BB, IV, pp. 158-9, and — for Vasari’s
knowledge of Perugino’s picture — Ill, p. 607.
Rubin 1990, p. 174, observes that: ‘Raphael’s
pre-Roman altars are marked by an adherence
to the demanded and respected prototypes,
but they also display a critical and competitive
attitude inspired by and aiming at achieving
that migliore perfectione [for the phrase see
Shearman 2003, p. 87]. ... [Raphael] studied
and sought the emotions and motivations of
the poses and the gestures, turning stock, if
dignified action into dramatic reaction, seeking
the story (storia) in the image (imago), a
process of transformation which constituted
an assertion of the painter’s inventive
powers.’ See also De Vecchi1996.

It follows that the Mond Crucifixion was
probably not designed until late 1502 at the
earliest.

Canuti1931, Il, pp. 302-3.

This is supported by early derivations from
Perugino’s Fano altarpiece (such as fig. 3) and
is arqued by Ferino Pagden 1984b, p. 87.

This is, in fact, comparable to Raphael’s later
surprisingly comprehensive knowledge of
Leonardo’s work, see pp. 34-6. For a full
discussion of this subject see Hiller 1999.
One only needs to study the work of Berto di
Giovanni, Lo Spagna, Eusebio da San Giorgio
and others to see how Perugino — like Raphael
— had a pervasive impact on his followers.
See Cooper 2001, pp. 554—61.

See Cooper 2001, Ferino Pagden 1986a and
the Coronations painted in these years - e.g.
Pintoricchio’s for Umbertide, Perugino’s for

S. Francesco al Monte, Perugia — sometimes
(as in Raphael’s slightly later Monteluce
contract, Shearman 2003, pp. 86—92) with
direct reference to Ghirlandaio’s earlier
prototype at Narni.

Vasari/BB, IV, p. 158. Wittkower 1963,

pp. 150-68, and Becherucci 1968, pp. 25-6,
favoured an early date. De Vecchi 1986,

pp. 73—-84, favours a protracted execution
between 1502 and 1504. (For the technical
arguments in favour of an execution in

two distinct phases see Mancinelli 1986,

pp. 127-38.)

A date in 1503 had been favoured on the
grounds that there was a period when

the Oddi family were able to reassert their
position in the city, and on the grounds that
the picture must have been completed
before the nuns of Monteluce selected
Raphael as the best master in Perugia. The
former argument has been undermined by
the researches of Donal Cooper, and the
latter by Shearman’s correct redating of the
Monteluce document to December 1505
(instead of December 1503).



22082_014_065 Raphael ING 24-10-2008

1o

m

12

13

14

15

16

n7

18
19

120

121

122

123

124

125

126

11:13

The evidence for a two-phase execution (as
proposed by De Vecchi 1986, pp. 73-84, and
Mancinelli 1986, pp. 127-38) is not convincing.
For the possibility that the picture’s unusual
iconography (which was compellingly analysed
by Ferino Pagden 1986a) had Sienese origins
see Krems 1996. Crowe and Cavalcaselle’s
emphasis (1882-5, |, p. 150) on the picture
being more indebted to Pintoricchio than to
Perugino was in part prompted by these
aspects of the predella.

For Raphael’s connections with the Urbino
notary Matteo degli Oddi, see Shearman
2003, pp. 57, 59, 60 and passim.

His penultimate altarpiece commission in
Perugia was for the nuns of Monteluce,

for whom see below and Shearman 2003,

pp. 86-96.

These included the double-sided altarpiece
for S. Francesco al Monte (for which he would
receive 120 ducats), the enormous altarpiece
for S. Agostino (500 ducats), as well as the
Sposalizio for the Cathedral (price unknown).
Mancini 1987, pp. 33—7, published the first
two documents. The third was discovered

by Donal Cooper, discussed in his lecture of
November 2002, and will shortly be published
by him. In the meantime the discovery has
been referred to by Shearman 2003, p. 1642.
‘el maestro el migliore li fusse consigliato da
pid citadini et ancho da li nostri venerandi
patri, li quali havevano vedute le opere suoi,
lo quale se chiamava maestro Raphaello da
Urbino’ (Shearman 2003, p. 93). The conclu-
sion that Raphael was based in Perugia for
much of the period 15025 was at least
partially shared by Crowe and Cavalcaselle
(1882-5, |, p. 124).

For Maddalena’s status, see Cooper 2004;
for the Leandra/Maddalena problem, see
Luchs 1983 and Cooper 2001.

See, for example, Orsini 1784.

See Ferino Pagden 1981, pp. 231-52. The Siege
of Perugia in the Louvre (Joannides 1983, no.
73) is also likely to have been preparatory to
a commission in the city: see Henry 2004.
For Florentine influences in the predellas see
cats 40-2. Waagen recorded the date 1505
on the Colonna Altarpiece in 1859, though
the inscription no longer survives (Shearman
2003, p. 97). The Ansidei altarpiece is inscribed
with a date most frequently interpreted as
MDYV (Shearman 2003, pp. 97-8). The dating
is generally agreed by scholars on stylistic
grounds though Oberhuber (1977) made a
case for dating the Colonna Altarpiece earlier,
to 1501-2. For the protracted genesis of the
two altarpieces, see Crowe and Cavalcaselle
1882-5, |, pp. 217-27 and 235-42.

See Shearman 2003, pp. 86-96. If their work
was judged better than the Narni altarpiece
the artists could expect to earn more.
Shearman 2003, pp. 86-92.

Jones and Penny 1983, p. 21; Shearman 2003,
pp. 88 and 9o.

The lower part of the fresco was completed
by Perugino in 1521 (see Shearman 2003,

pp. 712-14).

For Raphael’s relationship with Berto di
Giovanni, see Henry 1996, pp. 325-8, and
further bibliography.

For the documents suggesting Raphael’s
friendship with Alfani see Shearman 2003,
pp. 111-12, 157, and the discussion in Ferino
Pagden 1986, pp. 93—107. (Alfani has been
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127

128

129

130
131
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133

described as ‘manager . . . of his Perugian
painting-room’, Crowe and Cavalcaselle
1882-5, I, p. 298.)

Vasari/BB, IV, p. 159. The most thorough and
exemplary account of Raphael’s activity in
Florence remains ed. Gregori 1984. See also
Meyer zur Capellen 1996.

‘Sard lo esibitore diquesta Raffaelle pittore da
Urbino, il quale avendo buono ingegno nel suo
esercizio, ha deliberato stare qualche tempo
in Fiorenza per imparare. E perché il padre so,
che é molto virtuoso, & é mio affezionato,

e cosT il figliolo discreto, e gentile giovane;

per ogni rispetto io lo amo sommamente, e
desidero che egli venga a buona perfezione’
(Shearman 2003, pp. 1457-62).

This document was first published by Bottari
in 1754 who claimed to have copied it from

a manuscript in the Casa Gaddi which was
subsequently lost. Doubts as to the letter’s
authenticity arose as a result of Pungileoni’s
discovery that Giovanni Santi died in 1494 but
is mentioned in the present tense in the letter.
Shearman is among several scholars who have
viewed the document as a forgery because of
this discrepancy. Many ingenious alternative
transcriptions have been devised to explain
this puzzling present tense (here rendered in
the past by square brackets). An important
argument in favour of the letter’s authenticity
is Raphael’s letter to his uncle Simone Ciarla,
which was first published in 1779, more than
twenty years after Bottari published Giovanna
Feltria’s letter. In this, Raphael himself
asserted his reliance on her favour and sought
another letter of recommendation from her
son Francesco Maria. It seems unreasonable
to argue that a fake could have so brilliantly
anticipated and dovetailed with evidence
supplied in genuine documentary material
published only subsequently, although it
remains prudent to retain some doubt. For

a contemporary letter of recommendation
with similar wording see Michelangelo

writing on behalf of Alonso Berruguete (2 July
1508), in Barocchi-Ristori 1965-83, |, p. 70:
‘L'aportatore di questa sard uno giovine
spagnuolo, il quale viene chosta per imparare
a dipignere.” We are grateful to Caroline Elam
for drawing this comparison to our attention.
Shearman 2003, pp. 112-13.

Caglioti 2000, |, pp. 336-8, has discovered
new documents that demonstrate that a
‘Raffaello di Giovanni dipintore’ gilded the
‘grillanda’ of Michelangelo’s marble David and
painted a Madonna for the Udienza dei Nove
in the Palazzo Vecchio in 1508. However,
Caglioti’s identification of this ‘Raffaello’ as
Raphael is not convincing. Raphael is usually
referred to as from Urbino, and this would be
all the more likely if he were appearing as a
newcomer in communal documents; this artist
is far more likely to be the Florentine Raffaello
di Giovanni d’Antonio [Riccomani] (1471-1545?)
whose career was discussed by Milanesi in a
note to the Life of Raffaellino del Garbo (Vasari
1906—, IV, p. 244). See also the rejection of
these documents in Shearman 2003, pp. 118-20.
For the Sala del Consiglio and the competition
between Michelangelo and Leonardo, see
Rubinstein 1995 and Meyer zur Capellen 1996,
pp. 86-97.

The writhing dragons in Raphael’s paintings of
Saint George may also reflect knowledge of
Leonardo's much earlier sketches for this subject.
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Joannides 1983, no. 99 and pl. 10; Gere and
Turner 1983, no. 69.

This profile recurs frequently in Leonardo’s
notebooks, on occasion superimposed with
agrid as part of Leonardo’s enquiries into
systems of proportion (see, for example,
Clayton 2002-3, cat. 4).

Vasari/BB, IV, pp. 29-30.

Vasari/BB, IV, pp. 204-5.

Franklin 2001, ch. 2.

For Pietro da Novellara's observations to
Isabella d’Este on Leonardo’s slow rate of
progress during this period see Beltrami 1919,
p. 72, doc. 107 (3 April 1501): ‘Altro non ha
facto, se non dui suoi garzoni fano retrati, et
lui a le volte in alcuno mette mano: da opra
forte ad la geometria, impacientissimo al
pennello’; p. 73, doc. 108 (4 April 1501):

‘li suoi esperimenti matematici I'hanno
distratto tanto dal dipingere, che non pué
patire il pennello’.

Shearman 2003, p. 1064: ‘quando il pittore
va tentando ne’ primi schizzi le fantasie,

che genera nella sua mente la historia, non

si dee contentar d’una sola ma trovar pit
inventioni e poi fare iscelta di quella che
meglio riesce, considerando tutte le cose
insieme e ciascuna separatamente, come
soleva il medesimo Rafaello, il quale fu tanto
ricco d'inventione che faceva sempre a
quattro e sei modi, differenti l'uno dall’altro,
una historia, e tutti havevano gratia e
stavano bene.’

Vasari/BB, lll, p. 637.

Vasari/BB, VI, p. 25.

Vasari/BB, VI, p. 23-4.

Raphael made sketchy copies after the
Bathers on the reverse of studies for the Holy
Family with the Palm, datable about 1506
(see fig. 78).

See further under cat. 55.

Vasari/BB, IV, p. 205.

For two studies by Raphael after the Taddei
Tondo see fig. 85 and Joannides 1983, no. 111v.
Despite Michelangelo’s documented paranoia
about anyone seeing the statue (Barocchi and
Ristori, 196583, I, p. 12: ‘non lasciassi vedere
a persona’), Raphael must have had a chance
to study it before its dispatch.

Amy 2000, pp. 493—6.

Shearman 2003, pp. 928-9.

Of the three easel pictures known by
Michelangelo, the Doni Tondo is the only
finished work (two unfinished paintings, the
Manchester Madonna and the Entombment,
are both in the National Gallery, NG 809 and
NG 790). See Forlani Tempesti 1985 and Hirst
and Dunkerton 1994-5.

See ed. De Vecchi1994.

Vasari singled out Raphael’s ‘grazia de’ colori’
for special praise (Vasari/BB, IV p. 205).
Vasari/BB, IV, p. 206.

Alterations to the architectural or landscape
backgrounds in Raphael’s paintings are present
in cats 45, 62 and 91 and in other paintings
not in the exhibition such as fig. 29 and the
Madonna del Granduca.

For the rivalry between the two artists, see
note 2 above.

Fischer 1990.

Vasari/BB, IV, p. 94. For the suggestion that
Raphael’s Holy Family with a Palm of 1506-7
is closely based on a tondo of a similar subject
by Fra Bartolommeo, see Weston-Lewis 1994,
pp. 36-9, under no. 5.
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Fischer 1990, p. 107. For Fra Bartolommeo as
alandscape draughtsman see ibid., ch. 6.

Ibid., p. 393.

For these two artists see Franklin 2001, ch. 6,
and Ghisetti Giavarina 1990.

Vasari/BB, IV, p. 25.

Vasari/BB, IV, p.165; V, p. 438.

Vasari/BB, IV, p. 610. For Raphael’s knowledge
of Northern prints see Quednau 1983,

pp. 129-5; and Passavant 1983, pp. 193—222.
Vasari/BB, IV, p. 163; Crowe and Cavalcaselle
1882-5, |, p. 245, evoke the naturalness with
which this would have occurred: ‘and when his
labours were over in the painting-room, he
doubtless wandered into the Brancacci chapel
to study Masaccio; past Orsanmichele to

look at the statues of Donatello, into Santa
Maria Nuova to admire the “Last Judgement”
of Baccio della Porta, or into Santa Maria
Novella to wonder at the grand creations of
Domenico Ghirlandaio.’

For this subject, see Butler 2002.

The researches of Alessandro Cecchi (espe-
cially in ed. Gregori 1984) are fundamental

to our knowledge of Raphael’s patrons in
Florence. The subject is also considered in
Meyer zur Capellen 1996.

For these patronage networks see Cecchi,

in ed. Gregori 1984, pp. 37-46.

In addition to the pictures discussed in the
text the following have a provenance from
Florentine collections: the Madonna del
Granduca, the Colonna Madonna, the Tempi
Madonna and the Large Cowper Madonna.
Vasari/BB, IV, pp. 160, 611. For Taddei see
Cecchi, in ed. Gregori 1984, pp. 40-1.
Vasari/BB, IV, p. 160; Shearman 2003, pp. 112—18.
Vasari/BB, IV, p. 160.

Cecchi, in ed. Gregori 1984, p. 41, more plausibly
suggested that the second infant saint in

the Terranuova Madonna might be Taddeo’s
name-saint, Saint Thaddeus, another of
Christ’s cousins, whom Perugino had included
in his Family of the Virgin now in Marseilles
(for which, see Scarpellini 1984, cat. 125).
Raphael changed the position of the Virgin's
hand at the last minute (see Meyer zur
Capellen 2001, p. 190, for detail of the X-ray),
and it has sometimes been associated with his
knowledge of the Madonna of the Yarnwinder
or designs for the Virgin of the Rocks.

The figure group is in fact borrowed from an
earlier design he had made for an arch-topped
composition (see Joannides 1983, no. 69).
Vasari recorded Raphael’s two pictures in the
possession of Taddei’s heirs (Vasari/BB, IV,
p.160), and more than a century later, in 1681,
Baldinucci recorded the Madonna of the
Meadow still in their ownership (See Cecchi,
in ed. Gregori 1984, p. 41); Baldinucci’s record
offers convincing proof that the picture in
Vienna was one of the two painted for Taddei.
For Nasi, see Cecchi, in ed. Gregori 1984, p. 41.
Nasi’s sister Ippolita had married Taddei’s
brother Gherardo in 1500 (ibid., p. 39).
Vasari/BB, IV, p. 160 (Vasari only mentions the
location for which the picture was destined in
the 1550 edition). The painting is currently
being restored at the Opificio delle Pietre
Dure, to spectacular effect (see Riitano 2003).
Vasari/BB, IV, pp. 160—1: Lorenzo was the son
of Bartolomeo di Lutozzo Nasi, for whom
Perugino had painted an altarpiece depicting
the Vision of Saint Bernard in the 1480s (now
Munich; Scarpellini 1984, cat. 47).
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Joannides 1983, nos 110-13 and 115-16.

This motif is also found in the Belle Jardiniére
and the Canigiani Holy Family.

See Sonnenburg 1983 and Béguin 1983-4.
Olson 2000.

For the Holy Family with a Palm see Weston-
Lewis 1994, no. 5; for the Madonna del
Silenzio, see Golzio 1971, and Henry 2004.

For the portraits, see ed. Gregori 1984, nos
8-9. Doni was born in 1474, and lived in the
Corso de’ Tintori not far from the Badia
(where following his death in 1539 he was
buried in the family burial chapel, on the altar
of which was Francesco Botticini’s Archangel
Raphael and Tobias, now in the Duomo on
deposit from the Accademia). Doni owned
several workshops associated with the wool
trade, and various other properties; on Doni,
see Cecchi, in ed. Gregori 1984, p. 41-2, and
Cecchi1987.

Vasari/BB, IV, pp. 162—3; and VI, pp. 22-3.
The scenes on the reverse represent scenes
from Ovid's Metamorphosis, the Flood sent
by Zeus to punish mankind on the reverse of
Agnolo’s portrait, and Deucalion and Pyrra
recreating humankind by throwing stones over
their shoulders on the reverse of Maddalena’s.
On these scenes, attributed to the Maestro di
Serumido, see Gregori ed. 1984, pp. 108, 117;
Diilberg 1990, p. 240; Padovani, in Chiarini and
Padovani eds 2003, I, p. 316, and Padovani 2004.
Cecchi, in Gregori ed. 1984, p. 42.

Shearman 2003, pp. 104-6; pace Jones and
Penny 1983, p. 5, this is the only document
for Raphael in Urbino between 1500 and 1510.
For Raphael’s portraits of the Duke and
Duchess and their heir Francesco Maria della
Rovere see ed. Gregori 1984, cats 2—4. During
this period he also painted a small portrait of
Pietro Bembo (recorded by Marcantonio
Michiel about 1532: ‘Il ritratto piccolo di esso
Messer Pietro Bembo, alhora che giovine
stava in corte dil Duca d'Urbino, fu di mano
di Rafael d’Urbino’ (Shearman 2003, p. 875).
Garas (1983, pp. 53 ff.) identifies this as the
Portrait of a Youth in Budapest (see Meyer
zur Capellen in Paris 2001, no. 4), but the
identification of the sitter as Bembo (whose
likeness is known from portrait medals and
who would, at 37, have been far older in 1507
than the sitter in the portrait) is not convincing,
and the attribution of the portrait to Raphael
doubtful.

Shearman 2003, p. m2: ‘lo scrissi I'altro di al zio
prete che me mandasse una tavoleta che era
la coperta de la Nostra Donna dela profetessa.
Non me I'a mandata. Ve prego voi li faciate
sapere quando c’é persona che venga, ché io
possa satisfare a Madona, ché sapete adesso
averd biognio di loro.’ The small size of the
tavoleta surely eliminates the possibility
advanced by Clifford (in Weston-Lewis 1994,
pp. 15-17) that this Madonna for Giovanna
della Rovere is the Holy Family with a Palm.
For the same reason, it is also difficult to
accept Shearman’s suggestion (loc. cit.) that
this panel could be the Small Cowper
Madonna in Washington.

See the passage quoted in note 190.

A stylistic connection with a diptych by
Memling in the collection of the Bembo family
reinforces the Urbinate origin of this work:
see Brown 1983, pp. 153-7.

Bembo refers to ‘la qualita del lavorio, che

é sottile e minuto molto’ (Shearman 2003,

Raphael: From Urbino to Rome
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p.102). He wrote to the fathers of the
monastery to apologise for the fact that the
production of the work by a ‘gran maestro
della pittura’had been delayed (giving the
excuse of the weather being inclement for the
production of such fine work). Vasari added
that the brothers reserved it for their chapter
and venerated as if it were a relic (Vasari/BB,
1V, p. 161), but were forced to relinquish their
treasure to Guidobaldo Il da Montelfeltro,
Duke of Urbino, in 1570 (Shearman 2003,

pp. 1214—15).

Vasari/BB, IV, p. 161. It is not known what

these works are, though the Small Cowper

Madonna, which has in the background the

Montefeltro church of S. Bernardino, has

been suggested (see note 190). For the

identification of the church see H. Burns, in

Fiore and Tafuri 1993, pp. 230 ff. Weston-

Lewis (1994, p. 54) associated the Madonna

of the Pinks with the type of high quality

work that Raphael produced for Urbino.

see Cooper 2001.

The altarpiece is dated 1507. In a ricordo on

the back of a design for an altarpiece sent to

Domenico Alfani in about 15078, Raphael

asked Alfani to chase Atalanta for payment

for the Entombment (Shearman 2003, p. 111).

Vasari/BB, IV, p. 164.

For a discussion of Raphael’s dramatic

departure from traditional devotional models,

see Nagel 2000, pp. 113-36.

199 Ibid., p. 130.

200 See Hirst and Dunkerton 1994-5, ch. V. For

its influence on Raphael’s composition see

Nagel 2000, pp. 132—-4.

Shearman 1977.

For the Madonna del Baldacchino see ed.

Gregori 1984, cat. 10, and ed. Chiarini, Ciatti

and Padovani 1991.

Shearman 2003, pp. 112—13. On the association

of the tavola mentioned by Raphael with the

Dei altarpiece see Gregori ed. 1984, p. 119.

204 Compare Shearman 2003, pp. 71-5 and 112—18.

205 The saints were correctly identified by Franklin
1994, p. 88.

206 Shearman 2003, pp. 112—18 (and further
bibliography): ‘una certa stanza da lavorare,
la quale t[oc]ha a sua S. de alocare.’

207 Caglioti 2000, p. 337.

208 Vasari/BB, IV, p. 165, also referred to ‘certe
stanze’ when describing Raphael’s call to Rome
(‘Bramante da Urbino, essendo a’ servigi di
Giulio Il, per un poco di parantela ch’aveva con
Raffaello . . . gli scrisse che aveva operato col
papa, il quale aveva fatto fare certe stanze,
ch’egli potrebbe in quelle mostrare il valor
suo’). Raphael’s allusion to the patron of the
project as ‘sua S.” has sometimes been taken
to refer to Soderini himself (standing for sua
Signoria, or his Lordship), but it is far more
likely to be shorthand for sua Santita (i.e. His
Holiness), the Pope. Soderini was easily the
most powerful person in Florence for Raphael
to turn to when seeking a recommendation
for employment at the papal court, and he
had involved himself in Julius’s relations with
other artists at the Vatican (indeed Soderini’s
relationship with the Pope was very important
to his foreign policy in these years, see Hirst
2000, pp. 487-92).

209 Shearman 2003, pp. 122-3.

210 For the functions and decorations of the
Vatican Stanze see Shearman 1971 and Jones
and Penny 1983, pp. 49-57.
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‘pictoribus concertantibus’, see Albertini 1510,
fol. Yv. For the individual artists (including, in
addition, Johannes Ruysch, Michele del Becca,
Baldino Baldini and Andrea da Venezia), see
Vasari, passim., and Hoogewerff 1945-6,

pp. 253-68, De Zahn 1867, p. 187 and Henry
2000, pp. 29-35. Convincing attributions have
been made to some of these artists, as well
as to Signorelli and Peruzzi (see Nesselrath
1992, pp. 31-60, idem., 1998b, p. 245). A number
of later accounts suggest the international
character and conviviality of this team (e.g.
Caporali 1536, fol. 102r, and Vasari/BB, VI, p. 179).
Vasari/BB, V, p. 383: ‘E perché Pietro Perugino,
che dipigneva la volta d’'una camera che &
allato a torre Borgia, lavorava, come vecchio
che egli era, adagio e non poteva, come era
stato ordinato da prima, mettere mano ad
altro, fu data a dipignere a Giovan’Antonio
[Sodoma] un‘altra camera che é a canto.’

It is increasingly clear that he collaborated
with Sodoma on the vault of the Stanza della
Segnatura (see p. 284 below; Bartalini 2001,
PP. 544-53).

Vasari stated that the work of the other artists
was thrown down when Julius saw how clearly
Raphael’s work surpassed theirs (‘e dal Papa
conosciuto quanto gli altri avanzasse, comando
Sua Santita che nelle dette camere non lavo-
rasse pit né il Perugino né Giovan Antonio
[Sodomal, anzi che si buttasse in terra ogni
cosa, Vasari/BB, V, p. 384). Giovio also noted
that Raphael painted in two rooms before his
authority was established (see Shearman
2003, p. 807, ‘Pinxit in Vaticano nec adhuc
stabili authoritate cubicula duo ad praescriptum
Julii pontificis’), and he may not have replaced
the artists at work in the Stanza di Eliodoro
and Stanza dell'Incendio until late in 1511.

An interesting solution to the discrepancies
presented by Vasari's text might follow from
these arguments. If the School of Athens was
not complete before Julius Il left Rome in the
autumn of 1510, then the Pope would have
seen it for the first time on his return to the
papal city in June 1511. At this point Raphael
received the commission to replace recent
work in the Stanza di Eliodoro, and shortly
afterwards the sinecure of the Scriptor
Brevium.

Shearman 1971, pp. 10-17.

For an account of the restoration of this
fresco, see Nesselrath 1996.

Vasari/BB, IV, p.167.

As ever, technical evidence requires
interpretation. The cracking of the plaster
present only in the upper half of the School
of Athens (which Nesselrath views as an initial
technological problem subsequently overcome,
pp. 285 below) could have another explanation,
and it is also possible to interpret the evidence
of how the frescoes were transferred onto
the wall to reach different conclusions. As
noted in Henry 1997, the technique by which
the School was transferred is at odds with
Raphael’s only pre-Roman fresco: The Trinity
with Saints in S. Severo, Perugia. The restorer
of this fresco, Carlo Giantomassi, confirms
that Raphael used a traditional spolvero
technique without any incision in this fresco
(see also Santi 1979, pp. 57-64), and this is
also the technique of the Disputa (but not
the School).

Jones and Penny 1983, pp. 68—74; Nesselrath
2004b.
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Shearman 1965, pp. 158—80.

For Lotto’s execution of Tribonian presenting
the Pandects to the Emperor Justinian, see
Nesselrath 2000. For the date of the Gregory
IX approving the Decretals, see cat 99.

These opportunities might never have arisen
in Urbino, Perugia or Florence.

Vasari/BB, IV, pp. 175—6.

For Julius’s sculpture garden, see Nesselrath
1998. For drawings in which Raphael displays a
debt to antique sculpture, see Joannides 1983,
Nos 202, 240, 241, 268.

For these examples and other evidence of
Raphael’s study of the antique, see Shearman
2003, pp. 238-9, 500-45, 546—51. See also
Nesselrath 1986, pp. 357-69.

‘per le cose vedute di Michel Angelo, migliord
et ingrandi fuor di modo la maniera e diedele
pit maestd’, Vasari/BB, IV, p. 176.

Vasari/BB, IV, pp. 175—6. Condivi also
described the impact of this monumental
new style of painting on Raphael ‘as one who
excelled in imitating’, but he also attributed
the breakdown in relations between the two
artists to this moment by relating how
Raphael ‘tried with the help of Bramante to
get the order to paint the rest’. Condivi 1553
in Shearman 2003, p. 1029. See also the
discussion of Robertson 1986.

Vasari/BB, IV, pp. 175—6: ‘avendo Bramante

la chiave della capella, a Rafaello, come amico,
la fece vedere, accid che i modi di Michele
Agnolo comprendere potesse. Onde tal vista
fu cagione che in Santo Agostino . . . Rafaello
subito rifacesse di nuovo lo Esaia profeta che
cisi vede . .. nella quale opera, per le cose
vedute di Michele Agnolo, miglioré et ingrandi
fuor di modo la maniera e diedele pid maestd.’
Michelangelo’s own bitterness towards
Bramante and Raphael emerges in his letter
of 24 October 1542 to an unidentified
Monsignore: ‘Tutte le discordie che nagquono
tra papa lulio e me fu la invidia di Bramante et
di Raffaello da Urbino; et questa fu causa che
non e’ sequitod la sua sepultura in vita sua, per
rovinarmi. Et avevane bene cagione Raffaello,
ché cié che haveva dell’arte, I'aveva da me.
(Shearman 2003, p. 928). It is worth noting
that Vasari’s phrasing might allow for Raphael
having seen Michelangelo’s studies for the
ceiling as well as the frescoes themselves,
and this might account for some of the
parallels between Raphael’s black chalk figure-
studies of these years (e.g. fig. 43), and
Michelangelo’s drawings for the Sistine ceiling.
See, inter alia, Hirst 1981, pp. 66-75.
Dunkerton and Spring 1998, p. 122.

Vasari/BB, IV, p.192-3.

A good example of Raphael’s friendships with
artists in Rome is the one he enjoyed with
Cesare da Sesto (1477-1523), who was already
present in the Vatican when Raphael arrived,
see Lomazzo 1584 in Shearman 2003, p. 1313,
Carminati 1994, pp. 58-65, and Henry 2000,
pp-29-35.

Raphael’s Venetianism could partly derive
from his early contact with Lorenzo Lotto,
who worked alongside him in the Stanze from
as early as 1509, as Nesselrath suggests,
although there is little in Lotto’s panel paintings
of the first decade of the century, or indeed
ever, to suggest that he could have influenced
Raphael to paint with such unprecedented
boldness. See pp. 288-92 of Nesselrath below,
and idem 2000 and in a forthcoming issue of
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the Burlington Magazine. Baldassare Peruzzi's
hand has also been identified in one of the
monochromes of the window embrasures on
this wall.

On the cordial atmosphere in Raphael’s work-
shop, see Vasari/BB, IV, p. 212: ‘Dicesi che ogni
pittore che conosciuto I'avesse, ed anche chi
non lo avesse conosciuto, se lo avessi richiesto
di qualche disegno che gli bisognasse, egli
lasciava I'opera sua per sovvenirlo: e sempre
tenne infiniti in opera, aiutandoli ed insegnadoli
con quello amore che non ad artefici, ma a
figliuoli propri si conveniva. Per la qual cagione
si vedeva che non andava mai a corte, che
partendo di casa non avesse seco cinquanta
pittori, tutti valenti e buoni, che gli facevano
compagnia per onorarlo.’

Shearman 2003, pp. 150—2. The document has
usually been misdated 4 October 1509, but

Pagina 65
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see loc. cit., and Henry 2001, p. 25. The
implications are further discussed by

Henry 2004.

See Cugnoni 1878, Gilbert 1980, Rowland 1986.
For the iconography, see Thoenes 1986,

pp. 59-72, and Jones and Penny 1983,

pp. 93—100. For Dolce 1557, see Shearman
2003, pp. 1065-6: ‘sua Galathea, che
contende con la bella poesia del Policiano.’
Vasari suggested that the Galatea preceded
the Pace frescoes (Vasari/BB, IV, p. 176).
Raphael later also designed and decorated
Chigi’s chapel in S. Maria della del Popolo and
returned to the Farnesina to decorate the
loggia of Cupid and Psyche.

In November 1510 (when Julius was absent
from Rome) the Perugian goldsmith Cesarino
Rossetti (d.1527) received Chigi’s commission
to produce two bronze tondi ‘following the

order and form given to him by master
Raphael’ (Shearman 2003, pp. 143-6).
Raphael’s close contact with Cesarino can be
traced to Perugia (where he was mentioned

in a note to Domenico Alfani, ibid., pp. 111-12)
and the goldsmith also witnessed the first
document for Raphael’s activity in Rome in
1509 (ibid., pp. 122—3). It has usually been
suggested that these ‘tondorum de brongiorum’
were domestic plates or salvers, and they
have been connected with the verso of cat.
Windsor (fig.), which was almost certainly a
design for this type of object. But a new
interpretation of the document (Bartalini
1996, pp. 58—60, with an important proposal
to explain a discrepancy between the document
and the tondi) suggests that these tondi

are actually those usually attributed to
Lorenzetto, today in the Abbazia di

24

24

[N}

w

Chiaravalle, Milan, which were originally
destined to decorate the sides of the arch
above the altar of the Chigi chapel. If the
connection is accepted, Raphael’s drawings
for the tondi (Joannides 1983, nos 312—15)
should be redated to 1510. We are grateful to
Mirko Santanicchia for his comments on this
question.

See Pungileoni 1835, p. 105 and Vasari/BB, 1V,
p. 267.

For the Alba Madonna and its association
with Julius see Zezza 1999 and cat. 99 below.
For the Madonna della Sedia, see ed. Gregori
1984, cat. 13.
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1 Self Portrait (?)
about 1500—2

Black chalk, 38.1 x 26.1.cm

Inscribed in ink at the bottom of the sheet:
Ritratto di se medessimo quando Giovane
(‘Portrait of himself when young’)

Pagina 683
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The Ashmolean Museum, Oxford. Presented by a Body of Subscribers, 1846. 158 P Il 515

This extraordinary drawing — a classic example
of economy of style —is described in an eighteenth-
century Italian inscription as a self portrait.'
Although this inscription is too late to be reliable
evidence, the facial type can be persuasively
compared with the widely accepted self portrait
in the Ufhizi (cat. 2), in which the figure is studied
facing to the right.

The boy’s face dominates the sheet and his
chest and shoulders are only vaguely indicated.
His hat, and the locks of hair falling onto his
neck and shoulders, have been more fully drawn,
but nevertheless serve principally to frame his
face and to enhance the three-dimensionality of
the pose. The eyebrows and nose have been very
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fig. 45 Self portrait, about 1498
Black chalk over stylus underdrawing, 31.4 X 19 cm
The British Museum, London, 1860-6-16-94

68

faintly delineated, largely by soft stumping (or
smudging) that suggests subtle shading. The
brim of the hat and the contours of the face —
the brow, cheek, chin and neck — are made up
of more than one line and have been drawn
repeatedly and with greater pressure than else-
where in order to establish the form. The eyelids
and mouth have been reinforced in the same
way so that the paper serves as both mid-tone
and highlight. The right-hand side of the face (as
we look at it) has been established with delicate
parallel shading that follows the underlying form
and becomes more hesitant (and complicated)
around the jawline. This area is especially close
in handling to the hatching seen in the under-
drawing of the Ufhzi Self Portrait where the
mouth and the overall sense of the face are closely
comparable (see fig. 46). The pose is also very
similar, the turn of the head orientated around
a central line running from the crown of the
head, past the left eye and through the middle
of the neckline —a line that in this drawing is
also the central axis. These affinities reinforce
the idea that both examples are self portraits,
albeit executed at different moments of
Raphael’s career.

The identification of the sitter is not univer-
sally accepted, however. It has been claimed that
his eyes have pale irises while Raphael’s painted
self portraits show dark brown eyes. In fact, no
conclusion can be drawn about the colour of the
eyes from this generally light-toned study and in
any case the eyes in the Ufhzi Self Portrait are not
dark, although they are chestnut brown. It has
also been proposed that the sophistication of the
drawing style, which a number of scholars have
suggested points to a date around 1504 (when
Raphael was 21), cannot be reconciled with the
apparent age of the sitter, argued to be about 14
or 15 years old (and these authorities have there-
fore rejected the idea that this drawing is a self
portrait).” Although the drawing does presage
Raphael’s best portraits of the years after 1504,
it does not necessarily follow that the drawing
must be as late as this; nor indeed need the
sitter be as young as 15. The physiognomy and

b

characterisation seem so close to the Self Portrait
in the Ufhzi that, although the painting is surely
later, there could be as little as four years between
the two images, and this favours the identification
of this drawing as a self portrait. TH

NOTES

1 Anidentical inscription by the same later hand also identifies
a faint drawing in the British Museum (fig. 45) as a self portrait.
2 Robinson, Crowe and Cavalcaselle, Parker, and Gere and Turner
as cited below.
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Fischel 1913-41, 1, p. 35, no. 1; Popham 1931, p. 33, no. 113; Parker 1956, II,
pp. 2645, no. 515; Gere and Turner 1983, pp. 56—7, no. 34; Joannides
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2> Self Portrait

about 1506

Oil on poplar, 47.3 x 34.8 cm

Much abraded, with numerous scattered losses.
Restored on several occasions, most recently in 1983—4.
Galleria degli Uffizi, Florence, inv. 1890, no. 1706

This haunting portrait has a provenance from
the Palazzo Ducale in Urbino. When it was sent
to Florence in 1631 it was described as ‘un ritratto
di Raffaello di sua mano’ (‘a portrait of Raphael
by his own hand’), and the physiognomy can be
compellingly compared with the coarser self
portrait in the School of Athens (fig. 47) and with
cat. 1. On the basis of this evidence, the portrait
would appear to represent Raphael in his early
twenties. It shows the head and shoulders of the
artist, with his shadow projected against a wall
on the right. There is no reference to his profes-
sion as an artist. The huge fame of the portrait is
attested to by the number of drawn, painted and
engraved copies after it, but these demonstrate
only that the picture was more famous for its
subject than for its intrinsic quality. Edward
Gibbon, for instance, described the picture as
‘without expression, without drawing and with-
out colour’!" In the nineteenth century, however,
this picture (and related self portraits) was used
to establish a pervasively influential idea of the
artist. Quatremeére de Quincy described Raphael
in 1824 as having ‘a symmetrical, pleasing and
refined face, the features well proportioned,

the hair brown, as are the eyes, which are full of
sweetness and simplicity. ... Allin all an expres-
sion of grace and tenderness. His complexion
and build were entirely in harmony with his
looks. He had a long neck, a small head, and

a slender frame: nothing about him gave the
impression that he had a strong constitution.
His manners were pleasant, his bearing attentive,
his style elegant.’

Raphael was evidently concerned with his
self-image. He frequently signed his work in
very prominent places, and broadcast his skill
as a designer through closely supervised
engravings after his compositions (works
destined to reach a much broader audience
than was possible for the majority of his
commissioned works, see cat. o). There is
thus some evidence that he tried to control his
own ‘press’, and the ‘image’ that he projected to
the outside world. Several putative drawn and
painted self portraits exist, and he also inserted

70
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his portrait into paintings of other subjects,
such as the School of Athens.

However, there is no consensus regarding
Raphael’s self portraits, and although this picture
probably has the best claim to be Raphael’s
painting of himself, the picture also has its
doubters (usually arguing that it is an old copy
after alost? original). This is partly a matter of
condition. The picture has undergone several
restorations over the centuries, is badly abraded,
and may be unfinished. The thin collar of the
sitter’s shirt is bare, unpainted, gesso (some
underdrawing in this area can be detected with
the naked eye), and the sitter’s hair also appears
to be unfinished (Raphael routinely paints
strands of hair over the middleground behind
a figure, but here the hair does not overlap the
beige background at all). The loss of surface
modelling contributes to the unsatisfactory
way in which the face and the neck relate to
one another (although this characteristic is also
found in other works by the artist). Nevertheless,
one of the most convincing proofs that the
picture is Raphael’s self portrait is the remarkable
nervous quality of the liquid underdrawing that
has emerged in infrared photographs (fig. 46),
since it has the exploratory nature found in the
artist’s independent drawings.

fig. 46 Detail from an infrared reflectogram mosaic of cat. 2

b

fig. 47 Detail of fig. 37

The picture is usually dated to 1505—9, and
it has even been suggested that it might have
been started towards the beginning of this
period and returned to at a later date (although
this seems unlikely). Given its condition it is
difficult to be more precise, but a date about
1506 seems possible. TH

NOTES

1 ‘sans expression, sans dessein et sans coloris’, Gibbon 1764 (1961
edn), p. 131.

‘une figure réguliére, agréable et délicate, les traits bien proportionnés,
les cheveux bruns, les yeux de méme, pleins de douceur et de
modestie . . . en tout, I'expression de la grace et de la sensibilité.

Sa complexion et le reste de sa conformation paraissent avoir été
tout-a-fait en harmonie avec sa physionomie. Il avoit le col long,
la téte petite, la taille gréle: rien en lui ne présageoit une constitution
de longue durée. Ses maniéres étoient pleines d‘agrément, son
extérieur étoit prévenant, sa mise annongoit de I'élégance.’
Quatremére de Quincy 1824, p. 397.

N
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GIOVANNI SANTI (about 1440/5—1494)

Pagina 722

——

A woman standing before rocks

(The Muse Clio) 1480s

Pen and brown ink, brown wash, heightened with lead white, over stylus underdrawing

on green prepared paper, 24.6 x 18 cm

Rubbed along a fold in the middle of the sheet and some discolouration of the highlights, top left.

The Royal Collection, RL 12798

Raphael’s father Giovanni Santi was a successful
painter, poet and courtier (see pp. 18—21), but his
reputation has suffered over time. Nevertheless
this drawing, and the two paintings by Santi in
the exhibition, demonstrate his importance to
Raphael’s formation and artistic culture.

The drawing shows a woman standing in
front of an outcrop of rocks, and studies drapery,
lighting and pose in a highly finished fashion.
When it was acquired by the Royal Collection,
the drawing was attributed to Mantegna, and the
names of Botticelli and Perugino have also been

fig. 48 Giovanni Santi

The Muse Clio, 1485-90
Oil on wood, 82 x 39 cm
Galleria Corsini, Florence
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suggested in the past, indicating the esteem in
which the drawing was held. While Giovanni
Santi’s graphic oeuvre is insufficiently defined
to permit conclusive statements, this drawing is
usually attributed to him because of its connection
with the paintings of the Muses in the Tempietto
delle Muse in the Palazzo Ducale at Urbino,
which Santi was involved in around 1480—9o0.
These Muses are now in the Galleria Corsini,
Florence, and although some of them were not
completed until the early sixteenth century,
Santi was responsible for most, including the
figure of Clio, the Muse of History (fig. 48).
Apart from similarities of pose and setting,
the comparable lighting and the way that the
highlights continue behind the figure in order to
isolate her silhouette against the sky make a case
for this drawing having been preparatory to the
Tempietto Clio. Joannides rejected a specific
connection, suggesting that the drawing was
rather a generic model, but the factors outlined
above suggest that it was made for the Clio,
and was only subsequently reused in Santi’s
repertoire.' (The two figures are not, however,
identical: the painting omits the fluttering
ribbon and the winged headdress and adds
classicising footwear.) If one accepts that the
drawing was preparatory, then it should probably
be attributed to Santi himself, and this is the
present writer’s opinion (based on a rather
higher regard for Santi’s talents than is commonly
admitted). It is nevertheless possible that Santi’s
painting was based on a model supplied by
someone else, since the drawing is of a much
higher quality than the finished picture. The
only other serious contender for the author
of this sheet would be Perugino, a conclusion
which would further support the idea of Santi’s
close involvement with him, help to explain
Raphael’s gravitation to the Umbrian artist’s
orbit, and establish an interesting precedent for
Raphael’s own provision of drawings to other
artists (but the case is not proven). The difference
in quality between this drawing and Santi’s
painting does not in any case rule out that he
made it. Santi, in common with many other

b

artists, may have been more talented as a
draughtsman than as a painter, which supports
the view that from his earliest years Raphael
learnt from a technically accomplished master.
The Peruginesque qualities of the figure are,

in either case, indicative of how Raphael could
absorb Perugino’s influence before any direct
contact with him. T

NOTE

1 Joannides 1987. For the figure’s reappearance in Santi’s Fano
Visitation, see Varese 1994, pp. 242-3.
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GIOVANNI SANTI (about 1440/5-1494)

The Virgin and Child 1480s

Egg tempera and oil on wood, 67.8 x 48.8 cm
The National Gallery, London, NG 751

The finest among the surviving small-scale
Madonnas by Raphael’s father Giovanni Santi,
this painting exemplifies several aspects of
Santi’s work that Raphael absorbed into his
own stylistic vocabulary. Architectural structure
in some form frequently underlies Santi’s com-
positions. In this case, the picture is divided up
by the curtains, the cloth of honour and the
two parapets in front of and behind the Virgin,
providing a framework within which the
diagonally inclined figures are contained.
Raphael adopted similar methods but developed
them in a much more systematic way, often
preparing his drawings and paintings by dividing
them into quadrants. He was much more precise
than Santi, who, for example, was not concerned
to make the silver brocade cloth of honour exactly
perpendicular or to match in size the squares
formed by its folds.

Although Santi’s grasp of anatomy was on
the whole weak, certain graceful features of
his figures find echoes in his son’s early works.
Several elements in cat. 4 recur in Raphael’s
paintings up to 1508, for example the ovoid,
three-dimensional head of the Virgin, her
carefully arranged left hand, prominent hemi-
spherical eyelids, downcast crescent-shaped eyes,
and lips parted to reveal her teeth (she is perhaps
singing her child to sleep). Santi, who praised Jan
van Eyck and Rogier van der Weyden as masters
of oil painting in his rhymed chronicle, borrowed
many of these features from Netherlandish
painting, both studied directly and filtered
through Piero della Francesca and Venetian
painters such as Giovanni Bellini. The parapet,
the cloth of honour and the rich textiles in cat. 4,
as well as the landscape, with its clumps of
spherical trees and distant blue mountains, are
all typical of Northern European models (see
for example fig. 49). Raphael’s acute powers of
observation and meticulous attention to detail
made him even better equipped to emulate the
subtleties of Netherlandish landscape painting,
and his backgrounds are frequently enlivened
by tiny figures, buildings, stretches of water
and misty mountains.
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Christ’s sleep presages his death, and his
coral necklace symbolises the blood he will
shed during his Passion. Fischel noted that his
recumbent pose, lying on a cushion on a parapet,
with his head resting in the palm of his mother’s
hand and his arm hanging down limply, was
an invention of Giovanni Bellini, whose Virgin
and Child of about 1465 in the Isabella Stewart
Gardner Museum, Boston, is very similar in
design, but in reverse. Raphael also knew Bellini’s
composition, because he made a sketch of the
sleeping child (even closer to the Bellini model),
on a sheet of studies datable around 15089 in
the Ashmolean Museum, Oxford." It would
appear that Raphael’s tendency to assimilate
styles and motifs from other artists may have
been in part learned from his father. Cp

s TPy

.

'
:
|
|

fig. 49 Dirk Bouts

The Virgin and Child, about 1465

Qil with egg tempera on oak, 37.1 x 27.6 cm
The National Gallery, London, NG 2595

b

NOTE

1 Joannides 1983, no. 132v.
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The Dead Christ supported by Two Angels

about 1485—94

Oil on wood, 35 X 23.5cm
Galleria Nazionale delle Marche, Urbino

The image of the dead Christ supported by two
angels was common in Venice, The Marches and
along the East coast of the Italian peninsula. It
was intended to stimulate meditation on Christ’s
suffering, and was promoted by the mendicant
orders, especially the Franciscans. The subject
frequently appears in the crowning elements of
altarpieces, and the iconography subsequently
filtered down to independent devotional works,
on a small or medium scale, and examples can be
found in the work of Antonello da Messina and
Giovanni Bellini (e.g. NG 3912), who seem to
have been particularly influential on Giovanni
Santi. He mentioned both artists in his rhymed
chronicle, and would have known their work in
Venice and elsewhere (Bellini’s influence also
lies behind cat. 4). This picture also reveals a
knowledge of Netherlandish technique. Santi
knew Justus of Ghent (Joos van Wassenhove)
who worked in his hometown of Urbino in the
1470s, and his own work frequently demonstrates
aresponse to Netherlandish models.

Although this picture has sometimes been
attributed to followers of Santi, such as Evangelista
di Pian di Meleto and Bartolomeo di maestro
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Gentile, it is much more likely to be by Santi
himself.! There are no certain works by
Evangelista, and the picture does not resemble
the signed works of Bartolomeo,* while it can
be convincingly compared with signed works
by Santi. Such comparisons suggest a date in the
last decade of Santi’s career, during Raphael’s
early childhood.

Aspects of the colour and handling of
Raphael’s Coronation of Saint Nicholas of
Tolentino altarpiece (see fig. 2) are closely
comparable with this picture; and the Dead
Christ here can also be compared with the figure
of Adam in the Citta di Castello banner (cats
18 —19). The thick handling of paint, both in the
flesh and in the draperies, is also reminiscent
of Raphael’s early works and the cumulative
evidence points to Raphael having spent some
of his earliest formative years as an apprentice
in his father’s shop.

The picture is said to have come from the
church of San Donato in Urbino and to have
been subsequently placed on the pulpit of the
church of San Bernardino, just outside the city.
TH

NOTES

1 Ciartoso 1911, pp. 258—62, Van Marle 1933,
pp. 493-503.
2 Martelli1984, pp. 55-8.
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PINTORICCHIO (BERNARDINO DI BETTO) (about 1454-1513)

The Virgin and Child with Saint John the Baptist

about 1490—5

Egg tempera and oil on wood, 56.7 x 40.7 cm

Inscribed, on the scroll attached to Saint John the Baptist’s cross:

ECCE/AGN/VS /DEI
The Fitzwilliam Museum, Cambridge, 119

This arch-topped panel of the Virgin and Child
with Saint John the Baptist was probably painted
as a private devotional work in the 1490s, either
just before or just after the altarpiece for S.M.
dei Fossi (or degli Angeli) in Perugia which was
commissioned in 1495 (and where the main
group is closely related but more sophisticated).
The background here includes two groups of
small-scale figures, which may or may not have a
special significance. On the left there are soldiers
with dogs, and on the right what appears to be
an encounter outside a city gate (possibly the
Visitation or the meeting of Anna and Joachim).
The picture’s ornate style is typical of
Pintoricchio (whom Berenson described as ‘all
tinsel and costume-painting’)." Palm trees with
exotic gilded fronds, verdant landscapes packed
with narrative incident, and rich draperies with
intricate stitched or gilded patterns, as found in
this picture, are all characteristic features of
Pintoricchio’s art. These aspects of his style had
an enormous success in papal Rome in the 1480s
and 1490s, and were subsequently exported to
other cities in Central Italy and beyond. Raphael
became familiar with Pintoricchio’s work (and
his success) from their collaboration on at least
two projects: the decoration of the Piccolomini
Library in Siena, and an altarpiece of the
Coronation of the Virgin painted for the church
of S. Francesco in Fratta Perugina, modern-day
Umbertide, both datable around 1502—3.2 In both
cases Raphael seems to have provided the much
older artist with compositional and/or figural
drawings, and Vasari specifically related this
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provision of drawings to Raphael’s early fame as
a designer3 As a result it has become common-
place to comment on what Pintoricchio gained
from this relationship, but Raphael also learned
from the experience, as can be seen in his early
Madonnas, such as the Virgin and Child with
Saints Francis and Jerome in Berlin (cat. 25) in
which he plainly responded to the style of
Pintoricchio’s religious paintings. The facial
features can be compared, and Raphael also
looked at the way Pintoricchio used motifs

such as small crosses and books to add narrative
interest to his compositions. In the Berlin painting,
and in the Bergamo Saint Sebastian (cat. 26),
Raphael also adopted some of the methods for
decorating drapery (e.g. with gold stippling)
which Pintoricchio had popularised in Umbria,
and the idea of the fully clothed Christ Child
was adopted by Raphael in the main panel of
the Colonna Altarpiece (fig. 68).

Raphael must, however, have been aware of
the limitations of Pintoricchio’s art. The flatness
caused by the gilding and the defective three-
dimensionality of the figures would have been
contrary to Raphael’s sensibilities (as demon-
strated by contrasting Raphael’s drawings for
the Piccolomini Library and the frescoes them-
selves, figs 7 and 8 and pp. 23—6). Pintoricchio’s
figures resemble cardboard cut-outs, whereas
Raphael’s always appear set in space. Pintoricchio
would also fall back on formulaic solutions,
while Raphael was always looking for novel
ways to introduce greater emotional depth into
his paintings. TH

NOTES

Berenson 1897, p. 93.

2 See pp.21-6.

Vasari/BB, IV, p. 159: ‘era stato allogato da Pio Secondo pontefice

la libreria del duomo di Siena al Pinturicchio, il quale, essendo amico
di Raffaello e conoscendolo ottimo disegnatore, lo condusse a Siena,
dove Raffaello gli fece alcuni disegni e cartoni di quell'opera.’

w

SELECT BIBLIOGRAPHY

Ricci 1902, pp. 147-8; Earp 1902, pp. 156-7; Carli 1960, pp. 56—7, pl. 99;
Goodison and Robertson 1967, pp. 133—4; Oberhuber 1977, pp. 69-72;
Scarpellini and Silvestrelli 2004, pp. 227, 229.



20564 _066_097 Raphael ING

28-10-2008

10:51

Pagina 793

79



20564 _066_097 Raphael ING

28-10-2008 10:51

PIETRO PERUGINO (about 1450-1523)

Apollo and Daphnis 1490s

Qil on poplar, 39 x 29 cm

One or two small losses and some discoloured retouchings in the sky.

Musée du Louvre, Paris, RF 370

This small secular picture was probably painted
to decorate the home of an educated patron, and
its rich attention to detail, designed to appeal to
such collectors, is found in other works of a similar
type by Raphael, such as cat. 35. It is usually said
to represent Apollo’s musical contest with
Marsyas, but it differs from the classical story
in several respects. Del Bravo’s suggestion that
it might represent Apollo teaching Daphnis to
play a reed pipe is a convincing alternative. Del
Bravo (and Scarpellini) also suggests that the
picture was painted for Lorenzo de’ Medici (d.
1492), not least because Lorenzo was compared
to Daphnis by Naldo Naldi, but there is no trace
of this picture in any of the Medici inventories,
and its early provenance is unknown (although
a derivation in a picture by the Florentine artist
Bacchiacca (1494-1557), in the John G. Johnson
collection, Philadelphia Museum of Art, might
imply that the picture was at one time in
Florence).

fig. 50 Pietro Perugino

Apollo and Daphnis, 1490s

Metalpoint, heightened with lead white, grey wash
on pale pink prepared paper, 32 x 27 cm

Gallerie dell’Accademia, Venice, 198
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In the second half of the nineteenth century
this picture was perhaps the most controversial
Old Master painting in existence. Its English
owner Morris (known as ‘Taste’) Moore, an
implacably fierce critic of the National Gallery,
believed passionately that he owned a great early
Raphael and did everything he could to try and
prove it. Although he was supported by some
influential authors, the National Gallery and
others did not accept the attribution and in
1883 Moore sold his picture to the Louvre. The
curators at the Louvre also had their doubts, but
were rightly convinced that it was a masterpiece
whoever had painted it. In recent years the
picture has been unanimously attributed to
Perugino (although as Haskell observed, this has
been ‘due more to quiescence than to absolute
conviction’), and it appears to represent the
artist at his very best. Almost more than his
signed manuscript illumination (cat. 9) it shows
that Perugino had an extraordinary miniaturist
skill, in which he was emulated by Raphael. The
tiny figures of the middleground, the strings of
the lyre picked out in gold, and the carpet of
tiny flowers, all find parallels in Raphael’s work
(e.g. cat. 35); and Perugino’s graceful response
to antique sculptural models as well as to
Netherlandish landscape painting also influenced
Raphael’s early development.

A badly damaged preparatory drawing for
the composition is in the Gallerie dell’Accademia,
Venice (fig. 50). This drawing is on the same scale
as the picture, but has some minor differences,
such as the foliage crown that Apollo wears in
the drawing, and the tree that divides the two
figures. The seated figure is also partly dressed
in the drawing, but nude in the painting (although
infrared photographs show that he was drawn
onto the panel with these minimal draperies —
they are also visible to the naked eye at the top of
his right leg). In addition, this figure has pointed
ears, the attributes of a faun or satyr, which
would identify him as Marsyas, not Daphnis. In
the finished painting his ears are rounded (but
this area of the picture has been damaged) and
the identification as Daphnis is probably correct,

b

although it may have been a very late change to
the picture’s iconography.

The question of the painting’s date has been
bound up with the various views on its authorship
and patronage. If it is by Perugino (and there
have been no other serious contenders in recent
times), the most likely period (based on the
picture’s quality and stylistic links with other
works) would have to be the 1490s. This would
not exclude a Medici provenance, but would
recognise that the Apollo could also have been
painted after Lorenzo’s death.

In terms of its classical subject matter and
tone, the picture is exceptional in Perugino’s
surviving oeuvre. There is evidence, however,
that he painted other mythological subjects and
a drawing of a classicising nude figure in the
Ufhzi, the so-called Idolino, shows a similar
sensibility." Perugino is also known to have been
in contact with humanists and artisans with
antiquarian interests (see further under cat. 8).
TH

NOTE

1 Ferino Pagden 1982, no. 54. The attribution of this drawing has
been debated over time, but Ferino Pagden’s reasons for preferring
Perugino are convincing despite the arguments of Venturini 2004,
pp. 354-5.
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Portrait of Francesco delle Opere 1494

Oil on close-grained (fruit?) wood, 53 x 44 cm

Restored in 1837, and again between 1965 and 1978. The panel has been cradled, but has not
been thinned (the reverse of the panel was, however, neatly planed at the time of painting).

Inscribed on the scroll held by the sitter: TIMETE DEVM (‘Fear God’)

Galleria degli Uffizi, Florence, inv. 1890, no. 1700

When in the collection of Cardinal Leopoldo de’
Medici (1617-1675) this superbly well-preserved
portrait was attributed to Raphael, but in the
early nineteenth century it was recognised as
the work of Perugino, and thought to be his

self portrait. A fifteenth-century inscription
discovered on the back of the panel in the 1830s
confirmed the attribution to Perugino, but only
when it was more fully transcribed in the 1870s
did it become clear that the sitter was not
Perugino, but a Florentine called Francesco delle
Opere (the inscription, which is incised onto the
panel, reads: 1494 di luglo [ Pietro perugino pinse
franc® de lopere [-lyno-go]).!

Francesco di Lorenzo di Piero delle Opere
was born in 1458, and died in Venice in 1496, so
he would have been 36 years old at the time the
portrait was painted. He came from a family
famous for working silk, especially ‘ad opera’,
that is, with intricate embroidery, from which
their name ‘delle Opere’ was derived. However,
Francesco was described in the 1480 tax return
(catasto) as aleather worker (choiaio). His
connection with Perugino may have been
through his brother, Giovanni, who was called
‘delle corniole’ because of his high reputation as
a carver of cornelians and other gems. Perugino
and Giovanni were to collaborate in June
1505.2 If, like Giovanni (and indeed Perugino),
Francesco was a successful artisan, both his dress
and the sophisticated manner of his presentation
here seem above his station in society.

The scroll in Francesco’s right hand can be
linked to the impact in Florence of the reforming
Dominican friar Fra Girolamo Savonarola
(1452-1498) in the months preceding the flight
from the city of Piero de’ Medici (November
1494). The words TIMETE DEVM announce the
Last Judgement in the New Testament Book of
Revelation, 14.7, and were used by Savonarola in
his fiery sermons exhorting the Florentines to
reform their ways. Francesco delle Opere’s
brother later carved Savonarola’s posthumous
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portrait onto a gem,? and there seems every
reason to believe that Francesco was actively
demonstrating his penitential sympathies in this
portrait. In fact the unfurled part of the scroll
with its inscription may even have been added
to make this explicit, since it was painted over
the sitter’s dark plum jacket.

The picture was probably painted in Venice
where Francesco can be found from 1488, and
where Perugino is otherwise recorded in August
1494.4 Perugino was at the height of his powers
in the 1490s. The handling of the oil medium —
especially in Francesco’s wonderfully asymme-
trical face — and the controlled atmospheric
perspective of the landscape background testify
to Perugino’s great technical virtuosity, and to
his study of Netherlandish art (particularly the
portraits of Hans Memling).s These qualities
were clearly of great importance to Raphael,
whose manner of painting portraits — especially
in the years 1504—8 — owes much to Perugino’s
influence, as well as to the more often cited
example of Leonardo. The way the sitter is posed
against a receding landscape background, with
a fireball of hair exploding from under his hat,
can be compared, for example, with Raphael’s
portrait of Agnolo Doniin the Galleria Palatina,
Florence (fig. 28). The positioning of the hands
on a ledge that abuts the frame of the picture is
another device borrowed from Netherlandish
portrait painting, which was subsequently
developed by Raphael (e.g. in La Muta, Palazzo
Ducale, Urbino). Raphael also employs the
mediating devices of the small trees on the left,
and the reflective expanse of water in the middle-
ground in other pictures (e.g. cat. 32). Butitis
above all the quality of the observation, the
subtle dynamism of the angle at which the head
is studied, the sophistication of the lighting of
the face and the subtle description of highlights
that mark out this portrait as one of Perugino’s
greatest works. TH

NOTES

1 ‘July 1494 Pietro Perugino painted Francesco delle Opere
[unintelligible].” The last part of the inscription has never been
properly deciphered.

Canuti1931, Il, p. 296.

Now in the Museo degli Argenti in Florence, inv. 321.

See Canuti 1931, Il, pp. 165-6 and the discussion of Baldini 2004,
pp. 250-1.

5 e.g. Memling’s Portrait of a Man also in the Uffizi.
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The Martyrdom of Saint Sebastian

about 1500

Tempera, with gold highlights, on parchment, folio size 19.7 x 14.2 cm (painted area 18.7 x 13.3 cm)

Signed in gold, bottom centre: PETRVS - P[E]RVSINVS « PINXIT

The British Library, London, Yates Thompson MS 29, folio 132 verso

Saint Sebastian, a Roman officer who converted
to Christianity and was martyred for refusing
to renounce his faith, is shown tied to the trunk
of a tree while two archers (in contemporary
dress) aim their arrows at his body. Two angels
appear in the sky above, with martyrs’ palms and
fluttering belts.

This manuscript illumination is, as far as
we know, a unique example of Perugino working
as a miniaturist, but it clearly demonstrates his
skill on this scale. The tiny gold highlights on
the arrows, quivers and sashes of the archers,
as well as in the trees, the angels’ draperies and
in the hair of the saint and both angels, are also
seen in the panel painting of Apollo and Daphnis
(cat. 7), and are comparable with some of
Raphael’s early work. Both this illumination
and the Apollo panel provide invaluable points
of comparison for Raphael’s paintings on the
smallest of scales (e.g. cat. 35), and help to
explain how the younger artist developed his
extraordinary talent as a miniature painter.

Perugino successfully brought some of the
most remarkable aspects of his paintings on a
larger scale into this tiny image — the ‘aria dolce’
of atmospheric perspective, the rich palette and
cangiante effects in the draperies. The saint’s
body has been painted with a soft feathery
touch that is unusual in Perugino’s work of
this date, but this can probably be explained by
the demands of painting in the quick-drying
technique of tempera. Despite the difference in
scale, this illumination also provides interesting
points of comparison in the composition and
figures with Raphael’s Trinity with Saints
and the Mond Crucifixion (cats 18 and 27).

This illumination was originally bound into
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the Hours of Bonaparte Ghislieri as fol. 132
verso (it has now been detached from the rest
of the book, which is also in the British Library),
where it would have faced the beginning of the
Office of the Holy Spirit. This Book of Hours
was apparently written and illuminated in
Bologna in the early years of the sixteenth
century, and in addition to Perugino’s single,
signed illumination, there are miniatures by
Amico Aspertini of Bologna, Matteo da Milano
and others. There is some evidence that the
book was completed before the death of Pope
Alexander VIin August 1503, and it is certain
that the patron was a member of the Bolognese
Ghislieri family, probably Bonaparte (d. 1541),
whose initials appear on fol. 16 recto.

The border of Perugino’s illumination is
unlike those in the rest of the Ghislieri Hours,
and the miniature is also unusual in being so
prominently signed. It has been suggested that
the patron was ‘trophy-hunting’ signed works
by the leading artists of the time, an unusual
practice comparable to the collecting habits
of Isabella or Alfonso d’Este. The fact that
Perugino did not make any allowance for the
other illuminations (which are, for the most
part, stylistically homogenous), and that his
miniature was not integrated with the text of
the volume (its recto is one of the few blank
pages in the book), support the idea that it was
executed separately from the rest. Ghislieri is
likely to have taken advantage of Perugino’s
connections with Bologna (the artist painted
an altarpiece for the church of San Giovanni
al Monte, around 1497-1501) when commis-
sioning this miniature for his exquisite Book
of Hours. TH
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PIETRO PERUGINO (about 1450-1523)

10 The Virgin adoring the Christ Child,
the Archangel Michael, and the Archangel Raphael
with Tobias about 1499 —1500

Oil with some egg tempera on poplar, central panel 127 x 64 cm (cut down);

side panels 126.5 x 58 cm each (cut down)

Inscribed below the bottom pan of Saint Michael’s scales in gold: PETRVS PERVSINV[S]/ PINXIT
The National Gallery, London, NG 288.1-3

Between 1490 and 1496 Duke Ludovico il Moro,
the ruler of Milan, was looking for painters to
decorate his castle in Pavia and the Carthusian
monastery (the Certosa or Charterhouse)
outside the city. Highly recommended by the
Duke’s agent as one of the best painters in
Florence, ‘an exceptional master [whose]| works
have an angelic and very sweet air’, ' Perugino
was commissioned to paint an altarpiece for
aside chapel in the Certosa dedicated to the
Archangel Michael.

The altarpiece was a two-tier polyptych of
which the three National Gallery panels formed
the lower tier. All three have been cut, especially
at the bottom, but their original appearance is
recorded in copies that remain in the chapel.
The Virgin adoring the Christ Child is flanked
in the left-hand panel by the chapel’s dedicatee
Saint Michael standing triumphantly over Satan
(largely cut away but for his horns, his pointed
ear and left wing). A pair of scales for weighing
the souls of the dead is slung over a small tree
stump. The right-hand panel depicts another
Archangel, Raphael, protector of travellers and
venerated for his healing powers, with the youth-
ful Tobias. The Archangel told Tobias to catch a
fish, and extract its heart, liver and gall as a cure
for his father’s blindness. The gutted fish hangs
from Tobias’s wrist and the dainty box held by
the angel contains these remedies.

It is likely that Perugino completed the
National Gallery panels and the God in Glory
of the upper tier (still in situ in the Certosa) soon
after May 1499, when Duke Ludovico wrote to
his representative in Florence demanding the
imposition of a deadline. However, following
the Duke’s arrest by the invading French army
three months later, work on the commission was
interrupted. The remaining two panels depicting
a third Archangel, Gabriel, and the Annunciate
Virgin (now in the Musée d’Art et Histoire,
Geneva) were eventually assigned to the
Florentine painters Fra Bartolommeo and
Mariotto Albertinelli in 1511.

The consistently high quality of these panels
(indicative, at least in the principal figures, of
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Perugino’s own hand), the fact that specific new
designs were made for them (see cat. 12), and the
richness of the pigments used, demonstrate how
much attention Perugino paid to this prestigious
commission. The designs then entered his stock
repertoire and recur in later projects such as
the Vallombrosa altarpiece and the Collegio
del Cambio.

Perugino’s figure types as typified by the
Certosa altarpiece, with their sweetly raised or
inclined heads, gracefully classicising postures
and simple volumetrically conceived forms,
remained Raphael’s principal models through-
out his early years as an independent artist in
Umbria (see cat. 27 and pp. 26—33). He even
assimilated several of Perugino’s quirks into
his own stylistic vocabulary, such as the manner
of painting a single eyelash emerging from the
middle of the eyelid (see the figure of Tobias),
the small pursed Cupid’s bow lips (the Virgin)
and the delicately arched little fingers (the
Archangel Raphael). He also absorbed aspects
of his master’s (Netherlandish) technique, for
example the method of painting flesh in very
transparent layers, using only very small amounts
of lead white, to achieve a soft luminous effect by
allowing the white ground to glow through.

Perugino’s methods of landscape painting
were also imitated by Raphael throughout his
pre-Roman period. The dreamy blues and greens
of the landscape behind the Virgin in the Certosa
panel, with a stretch of water and buildings
emerging from behind trees, are re-evoked,
for example, in the landscape of the Mond
Crucifixion (cat. 27). Raphael also adopted
Perugino’s alternative, more schematic, method
of landscape painting seen here in the flanking
panels with the two Archangels. A hazy middle-
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ground with grass summarily indicated with
dots and dashes is brought to life with carefully
observed studies of wild flowers. The two types
of landscape would become staples of Raphael’s
repertoire, perhaps most eloquently combined
in his Florentine Madonnas and the Baglioni
Entombment (fig. 34).

In the nineteenth century, critics identified
Raphael’s hand in parts of the polyptych, and
proposed him as the author of cat. 12. However,
the Certosa panels, in which (following Nether-
landish models) oil paint is expertly manipulated
to achieve subtle effects of light, texture and
atmosphere, are of a technical and stylistic
sophistication far beyond the young Raphael
at this point in his career. Effects such as the
reflections in the polished steel of Saint Michael’s
armour were mastered —and surpassed — by
Raphael only at a later date, as for example in the
dazzling steel greaves of the sleeping knight in
cat. 35. Perugino’s skill in depicting the softer
textures of flesh, hair and fabric took still longer
for Raphael to absorb —arguably not until after
he came into direct contact with the Florentine
milieu, above all with the works of Leonardo.
The fish, hanging from Tobias’s wrist (added at
a late stage over the boy’s tunic), is a tour de force
of naturalistic painting of a kind rarely attempted
by Raphael, with superbly observed highlights
over its cheeks and gills and soft stippling with
the brush to denote scales ranging from silver
to brown. Perugino also introduced luxurious
touches, such as the spotted fur trim around
Tobias’s rich green velvet tunic. Only after his
arrival in Rome, where he came into direct
contact with Venetian painters, did Raphael
become more interested in conveying tactile
qualities of this kind (see cats 99 and 101). CP

NOTE

1 ‘El Perusino Maestro singulare . . . le sue cose hano aria angelica,
et molto dolce’, Baxandall 1972, p. 26.
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PIETRO PERUGINO (about1450-1523)

A man in armour
about 1490—3

Pagina 90)

Pen and brush and brown ink over metalpoint, heightened with lead white on

blue prepared paper, 25 x 18.9 cm
Inscribed lower right, in pencil: Masaccio
The Royal Collection, RL 12801

The drawing corresponds in pose and virtually
every detail of the armour with the figure of
Saint Michael in the Certosa altarpiece (cat. 10),
and must have been the model for it. However,
it is unlikely to have been made specifically
for that commission. Two drawings certainly
preparatory for the project (cat. 12 and fig. 51)
are lit, as is the altarpiece, from the left, whereas
the delicate cast shadows and deftly applied
white heightening in this study indicate a light
source to the right. Furthermore, the head in the
drawing is that of a mature man, with a fierce
determined expression, whereas the painted
Saint Michael is younger and more ethereal. The
shield in the drawing (which Perugino seems to
have invented as he drew, as suggested by the
exploratory lines and arcs in metalpoint in this
area) bears a screaming Medusa head, a generic
motif worn by warriors to frighten their enemies
(it appears on the shield of Horatius Cocles in
the Collegio del Cambio, Perugia, and recurs in
Raphael’s work, see for example the statue of
Minerva in the School of Athens, fig. 37). Saint
Michael’s shield in the painting has a winged
head with snakes, the attributes of Mercury
with whom Michael was sometimes associated
because he was believed to have weighed the
souls of ancient heroes in the underworld.
Since this splendid and very expensive suit
of armour, probably of North Italian origin,
would not have been a standard workshop prop,
Perugino most likely made a record of it when
the opportunity arose, posing his model in a
stock pose based on Florentine representations
of famous warriors. Such studies were carefully
preserved in the workshop as valuable reference
tools. Perugino himself reused the present design,
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which may date from the early 1490s, at least
three times over that decade. Apart from the
Certosa altarpiece, commissioned around 1497,
it also served for the figure of Lucius Sicinius
among the antique heroes in the Cambio in
Perugia, painted around 1498, and for another
Saint Michael in the Assumption of the Virgin, for
S. Maria at Vallombrosa, dated 1500, although
both these figures wear more fanciful classical
armour. The figure was known to Perugino’s
pupils, for example Lo Spagna, who used it

for one of his soldiers in the background of the
Agony in the Garden in the National Gallery
(NG 1032). Raphael adapted the pose, but not
the details, for one of a group of soldiers in a
drawing for the Piccolomini Library of around
1502 (fig. 9).

The man’s warlike attitude, characterised
by the alert turn of the head and wide-legged
stance, reflects Andrea del Castagno’s fresco of
the famous Florentine condottiere Pippo Spano,
from the series of famous men and women that
formerly adorned the loggia of the Villa Carducci
at Legnaia, outside Florence.' The position of
the shield and the hand resting upon it recall
Donatello’s marble statue of Saint George,
made for the niche of the Armourers’ Guild on
Orsanmichele, Florence, a sculpture that also
greatly interested Raphael (see cat. 47).

The technique of making preparatory studies
in metalpoint on prepared paper was probably
transmitted to Raphael in Perugino’s workshop.
Only occasionally in his early drawings did he
make use of lead-white heightening, as Perugino
does here, to create an impression of three-
dimensionality (see cats 23—4), though he adopted
this more frequently after his move to Rome. cp

NOTE

1 Horster 1980, p. 31, pl. vi.
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Studies for the Archangel Raphael with Tobias

about 1499—1500

Metalpoint heightened with lead white (partly discoloured)
on pale cream prepared paper, 23.8 X 18.3 cm
Some staining; the top left corner made up.

The Ashmolean Museum, Oxford. Presented by a Body of Subscribers, 1846.3 P Il 27

This sheet shows how Perugino studied live
models to work out the interrelated poses of
the Archangel Raphael and the young Tobias

in the Certosa altarpiece (cat. 10). The models
were almost certainly garzoni— apprentices or
assistants — wearing everyday clothes, which
Perugino adapted imaginatively in the painting.
The adult posing as the Archangel Raphael
wears a knee-length tunic, with a leather belt
slung low over his left hip, marking the line of
the drapery in the finished work, while a boy
apprentice in a fitted jacket, codpiece and hose
models for Tobias. The pair are lit from the left,
in anticipation of the eventual illumination of
the altarpiece, the chiaroscuro built up in subtle
gradations of multi-directional metalpoint
hatching, and lead-white highlights applied
with a fine brush.

In the blank spaces surrounding the principal
study are a number of subsidiary sketches in
which the hands of the angel and the head of
Tobias are studied in greater detail. In the largest

fig. 51 Pietro Perugino

Studies for an angel holding Christ, about 1499-1500
Metalpoint, heightened with lead white, 18 x 14.7 cm
Nationalmuseum, Stockholm, Nm H 286/1863
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blank field above the boy’s head is a beautiful
study of the figures’ joined hands. Perugino
worked hard at perfecting this key passage,
which epitomises the angel’s gentle and graceful
guardianship of his tender charge. Compared
to the main study, the position of the boy’s hand
is raised so that more of the palm is visible and
the angel’s little finger is delicately crooked,
refinements that feature in the painting. In the
top right corner is a more detailed study for
the angel’s left hand holding the box with the
fish’s heart, liver and gall.

Down the left-hand side of the sheet are two
further studies for Tobias’s head. Beside the
equivalent passage in the main study is a rapid
sketch in which Perugino adjusted the angle of
the head, tilting it further back and placing it
in three-quarters view. This was presumably to
correct the unhappy coincidence of the boy’s
chin with the hand of the angel in the principal
study. In the painting, the interval between
the child’s head and the two hands is judged to
perfection. Studies, on a sheet in the National-
museum, Stockholm (fig. 51), for the angel holding
Christ in the central panel of the altarpiece, are
based on the same garzone, his head heldin a
very similar pose.

In the space below the boy’s elbow, bottom
left, Perugino made a more detailed study for
Tobias’s head in the new pose. This vivid life
study was the direct inspiration for Tobias’s
dreamy expression of trust and wonder in the
painting. The upward tilted head in three-
quarters view was to become a stock pose for
Raphael too, and indeed the head of the angel in
his first altarpiece commission, the Coronation
of Saint Nicholas of Tolentino (cat. 17), may be
modelled on that of Tobias.

Life study was to become fundamental to
Raphael’s method of preparation. He adopted
the practice of making drawings from garzoni as
early as 1500-1, in studies for the Saint Nicholas

of Tolentino altarpiece, and life models in tight
jackets, codpiece and hose recur in drawings
throughout his career. Moreover, he never
abandoned the habit first learned in Perugino’s
workshop of making detail studies of heads,
hands and feet in the margins of figure studies
(see fig. 14 and cat. 84). cP
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13 Roundels of the Virgin Mary and Saint Peter

Pen and brown ink over stylus underdrawing, the figures pricked for transfer, 10.3 x 17.2.cm
Kupferstichkabinett, Staatliche Museen zu Berlin-PreuBischer Kulturbesitz, Berlin, kbz 494

This carefully finished drawing was evidently
made in preparation for painting the roundels
of a processional cross (the figures have been
pricked for transfer), and it may even have been
preparatory to cat. 14. The two figures have been
drawn half-length in circular frames (these
frames have been indented into the paper using
a compass which has left a pricked hole in the
centre of each roundel). Like the Poldi Pezzoli
processional cross they are lit from the left.
Saint Peter’s downcast gaze strongly suggests
that he was going to be shown in a roundel above
the crucified Christ, just as he appears in cat. 14.

The roundels are approximately 8 cm in diameter:

bigger than the painted equivalents in cat. 14

94

which are 6 cm in diameter but not so much
bigger that a connection between the two must
be ruled out (the drawing could have been made
without having the wooden cross to hand).

The female figure was designed for a position
on the left and is probably intended for the
Virgin Mary, who occupies this position on the
Poldi Pezzoli cross. The quality of the drawing
of this figure is weaker than that of Saint Peter,
but it has been suggested that her forms have
been simplified to concentrate on her gestures of
grief (towards her crucified son, who would have
been shown to the right). The attribution of this
drawing to Raphael is supported by comparison
with a number of other early pen and ink drawings

by him (e.g. cat. 36). It can also be compared
with Raphael’s drawings in the Ashmolean
Museum, Oxford, for the Norton Simon Virgin
and Child (fig. 10) which would indicate a date of
about 1500-2. The coincidence of lighting, scale
and date, and the prominence given to Saint Peter,
suggest a connection with cat. 14, whether or not
the cross was actually painted by Raphael.
Although a specific connection with the
Poldi Pezzoli cross cannot be proved, the
drawing clearly demonstrates that Raphael
was involved in the production of this type of
object at this early point in his career, which
might bolster the attribution of the cross to
the young artist. TH
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ATTRIBUTED TO RAPHAEL

Processional Cross
about 1498—1502

Tempera and gold on wood, maximum dimensions 46.8 X 33.5 cm

Painted on both sides. Small losses and repaints are evident,
especially in the blue backgrounds.

Inscribed below Saint Peter on the front face: s.p.; and above the cross on the reverse: INRI

Museo Poldi Pezzoli, Milan, 4129 (d.t. 733)

This double-sided cross was designed to be
carried around a church during religious
ceremonies. Both sides depict Christ crucified.
The front face also represents in the trilobate
ends of the arms of the cross (clockwise, from
the top) Saints Peter, John the Evangelist, Mary
Magdalene and the Virgin Mary. The reverse
represents Saints Louis of Toulouse, Claire,
Anthony of Padua and Francis, all of whom are
Franciscan saints, establishing that the cross came
from a Franciscan foundation. The prominence
given to Saint Peter might suggest that it was
painted for a church dedicated to that saint, but
its early provenance is not known. It entered
the collection of Emilio Visconti Venosta before
1897, and was left by his heirs to the Museo
Poldi Pezzoli in 1982.

The painted areas of the cross have been
variously given to Pintoricchio and to Perugino, as
well as to Raphael, and to anonymous assistants
of all three. It has justly been observed that two
artists may have worked on the cross, and that
the reverse is of a lower quality than the front
face. The figure of Christ on the front, with the
graceful contour of his torso, the careful shading
under his arms and the delicate depiction of
the blood emerging from his wounds, is of high
quality (and can be contrasted to the pedestrian
nature of the same figure on the reverse). The
four figures on the ends of the cross on the front
face are also more delicately painted than on the
reverse, and are much more successfully related
to the crucified Christ. Although the best of the
figure painting on the front is of a notable quality,
an attribution to Raphael is difficult to accept
on the basis of this work alone. The picture may
well represent a very early work by the artist —
dating from the late 1490s — but the case partly
depends on the attribution of a small group
of panels, including the predella of a Perugino

altarpiece in the church of S. Maria Nuova in
Fano (which is probably not by Raphael) and

a Resurrection in Sao Paulo, Brazil (cat. 21).
The style of the figures on the cross appears to
be particularly closely related to those in the
Resurrection, here attributed to Raphael partly
on account of the three autograph drawings for
the picture (see cats 22—4). The Poldi Pezzoli
cross can also be related to a drawing by Raphael
in the Kupferstichkabinett, Berlin (cat. 13).
Although there is no precise figural connection
with the Berlin drawing, its existence proves,

at the very least, that Raphael was involved in
the design of an object of this type. Infrared
photography of the cross has also revealed an
underdrawing that bears some comparison with
other works by Raphael (although this evidence
has not been very clearly published).

The cross and the Resurrection have never
until now been seen together, nor have they
ever been exhibited alongside so many certain
Raphaels, and it is hoped that the opportunity
to study the pictures in this context might help
to resolve the debate over their attribution. The
crucified Christ can also be compared with the
Mond Crucifixion (cat. 27) and with Raphael’s
work on a small scale (cats 25, 32, 35), as well as
with miniature works by Perugino (cats 7 and 9).
Whether or not Raphael played any part in the
execution of this processional cross, there is
plenty of evidence that he was famed as a designer
from early in his career, which opens up a number
of possible avenues for explaining how the cross
might have originated, and casts fascinating
light on Raphael’s development and youthful
fame. The date of the cross is not at all clear,
and that proposed here is based entirely on the
possibility that it is a very early work by Raphael.
TH
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15,16 God the Father; The Virgin Mary 15001

Oil on wood, 112 x 75 cm (God the Father), 51 x 41 cm (The Virgin Mary)

Museo Nazionale di Capodimonte, Naples, 50Q

In 1912/13 Oskar Fischel identified these hitherto
anonymous fragments as surviving parts of the
lost altarpiece of the Coronation of Saint Nicholas
of Tolentino (see further under cat. 17). The
altarpiece was commissioned by Andrea
Baronci, a wool merchant, for his chapel in the
church of Sant’Agostino in Citta di Castello in
December 1500. Two artists, Raphael and the
older Evangelista di Pian di Meleto, were paid
a total of 33 ducats for the finished picture in
September 1501.' The church of Sant’Agostino
was largely destroyed by an earthquake in 1789.
Although other altarpieces in the church survived,
Raphael’s suffered so much damage that it was
subsequently cut into several fragments, four of
which survive: these two panels, and the busts of
two angels in the Pinacoteca Tosio Martinengo,
Brescia, and the Louvre, Paris (figs 2 and 54).2
Our knowledge of the appearance of the altar-
piece is supplemented by a free copy made by
Ermenegildo Costantini in Rome in 1791 (fig. 52),
which omitted all the figures in the top half of
the composition, a sensitive description of the
picture by the art historian Luigi Lanzi, and
a number of preparatory drawings (including
cat. 17). The various reconstructions that have
been proposed demonstrate that the altarpiece
was very large —3.9 x 2.3 metres (almost double
the height of the Ansidei altarpiece, cat. 45).
There has been considerable debate regarding
the authorship of the surviving fragments, and
the contract for the altarpiece gives very few
clues about the division of labour between
Raphael and Evangelista (except that Raphael
is named first and as a master). The figure of
God the Father was described as ‘maestosissimo’
by Lanzi, and Fischel among others largely
accepted the two Naples panels as the work of
the young Raphael. Other scholars have been
reluctant to accept his authorship, suggesting
Evangelista instead,? but have taken as Raphael’s
work the Brescia Angel with its beautiful flowing
curls, subtle cangiante colours and more typically
Raphaelesque features. Attempts to identify
Evangelista’s role are handicapped by the absence
of any certain works by him, but he may have
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had a hand in some of the less important passages
(especially in the top half of the picture). The
preparatory drawings (see cat. 17 where the
drawings are discussed) are, however, by Raphael
and his overall responsibility for the altarpiece is
not in doubt. Moreover, the somewhat laboured
painting of the present fragments (not over-
looking the presence and expression of the

two figures) is not inconsistent with Raphael’s
earliest work when he was still in the mould of

his father’s workshop and as yet untouched by
Perugino’s subtlety. This is especially clear in the
use of bright greens and reds that are typical of
Santi, and rare in Perugino. It is also clear that
Raphael had access to his father’s studio props —
in particular a bejewelled crown which makes

fig. 52 Ermenegildo Costantini

The Coronation of Saint Nicholas of Tolentino
(after Raphael), about 1791

Qil on canvas, 310 x 176 cm

Pinacoteca Comunale, Citta di Castello

b

three appearances in these two panels (slightly
varied each time) as well as in works by Santi,
including the Bufh altarpiece in the Galleria
Nazionale, Urbino, and the Tiranni frescoes
in S. Domenico, Cagli (fig. 3).# There are also
points of connection between the thickly
painted and characterful figure of God the
Father and Signorelli’s work of this period,
for example his Lamentation in the Museo
Diocesano, Cortona.5

Both of Raphael’s figures have double haloes,
a common feature of his work at this time (see
cats 18 and 27), and they also appear in the other
surviving fragments of this altarpiece (figs 2
and 54). Another feature of the picture, and one
that is very important for Raphael’s subsequent
development, are the grotesques painted on the
arch behind the figures (which Lanzi described
as ‘alla mantegnesca’). This style of decoration,
which had been pioneered by the generation of
Pintoricchio, Perugino and Signorelli — inspired
by antique frescoes and sculpture in Rome —also
appears in the Conestabile Madonna (cat. 32) and
was subsequently taken to unimagined heights
of sophistication in the Vatican under Raphael’s
direction.® TH
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Longhi 1955, p. 17, Ferino Pagden and Zancan 1989, p. 15, De Vecchi
2003, p. 36.

Butler 2004.

Henry and Kanter 2002, PL. XIV, pp. 142-3.

e.g. in the Stufetta and Loggetta of Cardinal Bibbiena: Jones and
Penny 1983, p. 194.
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17 Studies for the Coronation of Saint Nicholas of Tolentino

Recto: black chalk over stylus indications, with some pricking along a vertical centre-line,

and squared in black chalk.
Verso: black chalk, pen and light brown ink, 39.4 x 26.3 cm
Musée des Beaux-Arts, Lille, inv. PL 474 (recto) and 475 (verso)

The studies on this double-sided sheet are for
an altarpiece of the Coronation of Saint Nicholas
of Tolentino, Raphael’s first documented work
(now largely destroyed). The altarpiece showed
Saint Nicholas holding the Bible and a crucifix
and trampling on the devil, flanked by four
angels. God the Father was represented above,
with the Virgin Mary and Saint Augustine to
either side. These three figures held crowns
above Saint Nicholas’s head, his reward for
upholding God’s word. Nicholas of Tolentino
(1245-1305) wWas an Augustinian friar and
frequently featured in Augustinian altarpieces
(he also occurs in Raphael’s later study for an
altarpiece in Frankfurt, cat. 31), but the subject of
his coronation is quite rare at this date, especially
combined with his victory over Satan. This
innovative approach to altarpiece design recurs
throughout Raphael’s work (e.g. in the Oddi
Coronation of the Virgin, fig. 13, which combines
an Assumption and a Coronation).

This drawing is of great sophistication and
technical interest. Raphael began by mapping
out the architectural background with a straight
edge and a compass, using a sharp stylus to leave
an almost invisible structure on the sheet before
any elements were actually drawn (a favourite
and unobtrusive method for establishing
designs). The precision of this initial stage can
be seen in the almond-shaped mandorla around
the figure of God the Father, but Raphael also
used his stylus to sketch the figures in the upper
part of the drawing, frechand, before they were
drawn. This is most clearly seen in the figure
of Saint Augustine, who was incised without a
mitre, which was subsequently added in chalk
(the incisions appear as thin white lines under
the chalk). All the figures were drawn in black
chalk, but they demonstrate varying degrees
of finish and a striking variety of touch. This
ranges from light hesitant investigation at the
bottom (where Saint Nicholas’s legs are tried in
three different positions), to confident detailed
description at the top of the sheet (where the
figures are worked up more fully than elsewhere).
There is also some broad reworking — very much
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like that found in Luca Signorelli’s drawings —
in the figure of Satan, itself closely related to
Signorelli’s painted oeuvre. The way in which
Raphael has used black chalk to fix poses and
investigate lighting also recalls Signorelli’s studies
in the same medium, indicating, perhaps, that
Raphael owned drawings by the older artist.
The last addition to the recto was a grid,
ruled at 30 mm intervals, 13 squares high by 8
squares wide. This process of ‘squaring up’ was
usually preparatory to transferring the design
onto another drawing or enlarging it onto a
finished cartoon or painting support (see also
fig. 95). In this case there must have been an
intermediate stage before any full-scale enlarge-
ment, since the composition is still incomplete.
Raphael may have originally envisaged a much
more sparse composition, or this sheet might
point to his economy of design where one cherub
could stand for many cherubim, and one angel
for several. Eventually four or five cherubim and
four angels were shown, and Satan’s orientation
was changed. Other changes involved the trans-
formation of the workshop assistants who served
as models into the figures seen in the altarpiece.
God the Father, for instance, is a clean-shaven
young man in a contemporary costume with
a codpiece in this drawing, but he was always
going to be painted as old, bearded and generously
draped; and the Virgin Mary also appears to have
been based on a young man. It was common
practice in Renaissance workshops to use male
models for all the figures, and it is not until later
that Raphael started to use female models. Saint
Augustine is the only figure to have been given
any identifying attributes (he is shown in full
ecclesiastical vestments), perhaps because of his
significance as the titular saint of the church for
which the picture was destined. His head was
also studied a second time, higher up the sheet.
The principal drawing on the verso is a study
for the head of Saint Nicholas (or perhaps God
the Father, and apparently based on the same
model used for this latter figure on the recto), but
there are also chalk studies of drapery solutions
for the legs of one of the angels on the left, and

b
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fig. 53 Reconstruction of the lost altarpiece for the
church of Sant’Agostino, Citta di Castello, with surviving
fragments shown in blue (drawing by David Ace)
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ink sketches of a swan, a duck, an eagle (?) and
a stork, apparently attacking a snake (top left),
and of a fagade (bottom right), but seemingly
drawn at a different moment.'

The study of a male face demonstrates
Raphael’s precocious ability as a draughtsman
and as a portraitist. As he is studied here the saint
may have made eye contact with his vanquished
adversary squirming beneath his feet, but this
was not the case in the finished picture. One
can see in this sheet how Raphael was already
developing a style that gave his figures a sense
of calm and a characteristic sweetness which can
also be seen in the surviving painted fragments
(e.g. fig.2).

A number of other preparatory drawings
survive for this important altarpiece, and they
demonstrate how Raphael would make particular
types of drawings for different aspects of his
commission. These include a double-sided sheet
in the Ashmolean Museum, Oxford (P I1 504),
showing two full-length figures and careful
studies of the hands of Saint Nicholas and Saint
Augustine (again using black chalk). Another
drawing survives in the Louvre, Paris (inv. 3870),
and shows a forceful head, perhaps intended for fig. 54 Angel with Scroll, 15001

that of Satan.> TH Oil on wood, 58 x 36 cm
Musée du Louvre, Paris, inv. RF 1981-55

NOTES

1 The birds have been related to cat. 21, which includes a stork and

a snake, separately, and to studies from embroidery, or copies
from Perugino’s frescoes in the Collegio del Cambio, Perugia. The
architectural sketch demonstrates Raphael’s interest in architecture
from a very early date, and has been linked to creative copies

after the courtyard of the Palazzo Ducale at Urbino, to a painted
Annunciation by Perugino in the Ranieri collection, Perugia, and

to the facade of Spoleto Cathedral.

For these two drawings see Joannides 1983, nos 17 and 18.

)
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18,19 The Trinity with Saints Sebastian and Roch;

The Creation of Eve about 1500 —2

Qil on canvas, 167 x 94 cm (each)

The two sides of the banner were separated in 1632, and have been relined and restored on several occasions.!

Inscribed at the top of the cross in the Trinity: INRI

Fragmentary letters — including a prominent ‘R’ — on the hem of God the Father’s cloak in the Creation.?

Pinacoteca Comunale, Citta di Castello

These two canvases were painted as a double-
sided processional banner or gonfalone for the
confraternity of the Holy Trinity in Citta di
Castello. Both retain their original framing
borders (a gilded variant of a Greek Key motif).
One side shows the Trinity with Saints Sebastian
and Roch, two saints whose protection was
commonly invoked at times of plague. The other
depicts the Creation of Eve, with God the Father
plucking a rib from the sleeping Adam’s flank
to create his female companion. Two cherubim
flank the Trinity, and two angels appear above
the Creation. Both scenes are lit from the left
and are set in a verdant landscape.

The gonfalone was first recorded and attrib-
uted to Raphael in 1627 in the confraternity
church of S. Trinita, and was subsequently
described in most early manuscript and
published guides to Citta di Castello. The red
capes worn by the company may have influenced
how God the Father and Saint Roch are depicted.
It is not clear why the Creation of Eve appears
on the other side of the banner, but one might
speculate that the subject related iconographically
to scenes from the Creation and Fall painted
on the walls of the church (these paintings were
destroyed in 1695).

There are very few documentary references
to the confraternity of the Holy Trinity in Citta
di Castello in the period of Raphael’s activity.
It had been in existence since 1266, had about
35 members and administered a hospital in Citta
di Castello, as well as the confraternity church
(acquired in 1454). The confraternity’s principal
feast-day was the Feast of the Holy Trinity (10
June) and the company regularly participated in
processions on the feast of Corpus Domini and
on Good Friday. Raphael’s banner would have
been carried aloft during these civic processions,
which helps to explain the poor condition of
the paintings.

The painted surface was further damaged
when the two sides of the banner were separated
in 1632 and has suffered subsequent wear and
tear, relining and restoration. There are huge
losses where the bare canvas is visible, revealing
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some liquid underdrawing. Despite this damage,
the surviving passages of original paint are of
high quality. The flesh painting is very delicate,
for example in the faces of the figures in the
Creation, and the hands of Saint Roch, and

the sense of depth is impressive. The clouds
on which God the Father sits and rests his feet
in the Trinity are very striking, as is the dawn
light that breaks over the landscape. Both back-
grounds include a lake or river, but claims that
shepherds or animals can be made out are fanci-
ful; as is the suggestion that the distant town in
the Trinity can be identified as Citta di Castello.

There are strong points of comparison
with the Mond Crucifixion of 1502—3 (cat. 27;
e.g. in the crucified Christ, and the angels in
the Creation) and the figure of God the Father in
Naples and the Angel in Brescia, both of 15001
(cat. 15 and fig. 2; these can be compared to the
figures in the Trinity). The banner is usually
dated between 1499 and 1504, with most writers
preferring a date about 1499—-1500/(1 (Which
would make the picture the artist’s first known
work). Attempts to date the pictures more
precisely by reference to the incidence of plague
in Citta di Castello in these years overlook the
fact that plague struck the city several times
in this period, and the iconography of the two
plague saints (Sebastian and Roch) was appro-
priate to the administrators of a hospital at any
time. In recent years the picture has sometimes
been dated between the Coronation of Saint
Nicholas of Tolentino of 1501 (cat. 17) and the
Mond Crucifixion of 1502-3. Individual motifs
can be related to both pictures, but it is likely
both on stylistic and historical grounds that the
banner was painted around 1500-2, in other
words closer to the Nicholas of Tolentino than
the Crucifixion, and during the period when
we know that Raphael was working for Citta
di Castello.

The two angels in the Creation have been
compared with Perugino’s angels in Lyon
(Musée des Beaux-Arts; formerly Perugia, S.
Pietro, commissioned 1495), and in the Collegio
del Cambio, Perugia (1498-1500), but Raphael’s

b

angels are both more varied and more clearly
defined than Perugino’s at this date. Their
drapery is more closely related to Giovanni
Santi’s Muses in the Palazzo Corsini, Florence
(see fig. 48) than to Perugino, and other aspects
of the picture’s style also recall Santi (compare,
especially, the head of Adam with the Dead Christ
supported by Two Angels, cat. 5) —aspects which
all favour a relatively early date for the banner.

Two preparatory drawings survive, one in
the Ashmolean Museum, Oxford (cat. 20),
and the other in the British Museum (fig. 6).
Both demonstrate Raphael’s early interest in
Signorelli’s art. TH

NOTES

1 The first recorded restoration was in 1767; the last in 1983.
2 These have been interpreted as a signature but it is impossible
to extract a version of Raphael’s name from these letters.
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20 Back view of a standing man;
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the drapery of a kneeling figure

about 15002

Pen and ink and black chalk, 25.4 x 21.6 cm

The Ashmolean Museum, Oxford. Presented by a Body of Subscribers, 1846. 145 P Il 501

The left-hand drawing on this sheet is a copy
after a figure in a painting by Luca Signorelli
and the right-hand figure is a study for God the
Father in the Creation of Eve (cat. 19). The two
drawings are different in type and are drawn with
quite distinct techniques. Raphael used a pen
when making a careful copy of an existing model
(concentrating especially on the outline and
flowing rhythm of the figure), and powdery black
chalk when planning the lighting and drapery of
a figure in one of his own compositions.
Raphael’s investigations of light and drapery
in the chalk study found expression in the finished
work. In a drawing for the Creation in the British
Museum (fig. 6) Raphael had experimented with
representing God the Father standing, probably
bearing in mind the more traditional solution
of Eve rising fully formed out of Adam’s side.

fig. 55 Luca Signorelli

The Martyrdom of Saint Sebastian, about 1498
Oil on wood, 288 x 175 cm

Pinacoteca Comunale, Citta di Castello
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Raphael drew this study for God the Father’s
cloak after deciding to show him bending over
the sleeping Adam and removing one of his

ribs to form Eve. The underlying figure is only
sketched in very lightly as this was not the artist’s
principal concern here — instead he concentrates
on the definition of drapery folds through tonal
modelling. The pose of the figure had already
been established and there are only very small
variations between this drawing and the finished
painting, designed to give a slightly increased
sense of movement.

The left-hand sketch is an interpretative copy
after one of the crossbowmen in Signorelli’s
Martyrdom of Saint Sebastian of 1498 (fig. 55),
painted as an altarpiece for the church of
S. Domenico in Citta di Castello (now in the
Pinacoteca Comunale). Raphael’s study shows
that he visited Citta di Castello when painting
pictures for the city, and that he made sketch
copies after the most up-to-date models avail-
able. Indeed Signorelli’s picture can be seen to
have influenced the composition of the Mond
Crucifixion which eventually faced it across the
nave of S. Domenico. Raphael seems to have
been attracted by the exaggerated déhanchement
of Signorelli’s figure. He paid particular atten-
tion to the definition of the left leg — the upper
torso and right leg are (like the body of God the
Father in the other sketch) scarcely indicated at
all. It has justly been observed that ‘the contour
in fact is much livelier than in Signorelli’s origi-
nal’,' and Raphael has drawn the figure naked,
indicating the tendons and hatching around the
volumetric forms of the leg with parallel strokes
—in effect correcting the anatomical anomalies
of the painted figure. A further study after this
figure is recorded on the verso of a drawing by
Raphael at the Musée des Beaux-Arts, Lille.?
Raphael incorporated lessons he had learnt from
Signorelli’s altarpiece into other early works, for
example in the Sposalizio (fig. 12) and in the pre-
della of the Oddi Coronation, now in the Vatican.

The verso of this sheet has various pen and
ink studies of a Virgin and Child with the infant
Saint John the Baptist, and of fortified city walls,

b

fig. 56 Studies of the Virgin, Child and Saint John;
sketch of a building, about 1500-2
Pen and brown ink (verso of cat. 20)

a church and a campanile (fig. 56). The figure
sketches have been imprecisely related to works
by Perugino and Pintoricchio, while the buildings
are sometimes said to derive from prints by
Schongauer. They are also related to the Duomo
of Citta di Castello which was being built when
Raphael visited the city. Raphael also tried

out the opening words of a letter (‘Carissimo’,
‘Carissimo quanto fratelo’),3 perhaps to test
anew pen, or to rehearse a gracious greeting
to a close friend. TH

NOTES

1 Joannides 1983, p. 34.

2 Inv. PL 442/3 (Joannides 1983, no. 34v). The motif also recurs
on a drawing in the Ashmolean Museum, Oxford, P Il 503v
(Joannides 1983, no. 3v).

3 ‘Dearest’, ‘Dearest as a brother’.
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21 The Resurrection of Christ

about 15012

Oil on wood, 52 X 44 cm
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Painted on a single board, cut at all four edges outside a double ruled and incised border.

No significant losses except under Christ’s chin and above the tip of the right-hand angel’s wing.
Inscribed on the reverse: Museo, B.R. Museo, Restato al Sig. Conte, and, in black ink, a much older,
possibly sixteenth-century inscription of a name starting with the initials J[. . . m[. .]"

Museu de Arte de Sao Paulo Assis Chateaubriand, Sao Paulo, 171958

This beautiful painting, here acknowledged as
an autograph work by Raphael, has yet to gain
universal acceptance in the scholarly literature,
principally because it has rarely been seen, having
remained in remote locations for most of its
recorded history. Indeed, this is the first time
the painting has been displayed in the context of
other works by Raphael, and of several drawings
which are preparatory for it (cats 22—4).

Nothing is known of the painting’s first
owner (though it was surely intended for private
devotion), nor indeed of its whereabouts before
Wilhelm von Bode saw it in the collection of
Lord Kinnaird at Rossie Priory, in Perthshire,
Scotland, in 1880. He pointed it out to Crowe
and Cavalcaselle, who consigned it to a footnote
in their monograph of 1882.2 The picture was
not mentioned in print again until 1954, despite
J. van Regteren Altena’s astute observation in
1927 that it was related to two sheets of studies
by Raphael in the Ashmolean (cats 23-4).3 It was
sold with a large part of the Kinnaird collection at
Christie’s, London, in 1946 under an implausible
attribution to Mariano di Ser Austerio, a minor
follower of Perugino. The painting subsequently
passed through the dealer Tomas Harris and
was acquired through Knoedler’s in New York
(as Raphael) by the Museo de Arte de Sao Paulo
in 1954. Touring exhibitions of masterpieces
from Sao Paulo in 1954 (Europe), 1957 (America)
and 1987 (Italy) led to more widespread accept-
ance of the painting as an autograph work by
Raphael.5s However, the picture also had its
detractors and attributions to Perugino (or an
anonymous follower of his), Evangelista di
Pian di Meleto and Timoteo Viti have also been
proposed. The painting’s very high quality, and
the many technical, stylistic and compositional
features consistent with other early works by
Raphael, together with the recent discovery
of a third sheet of related autograph studies
(cat. 22), and a free underdrawing full of intelli-
gent revisions, present conclusive evidence for
the young artist’s authorship.

As told in the gospels, the scene takes place
‘at the rising of the sun’ in a garden near Golgotha
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on the third morning after Christ’s death. Pilate’s
guards scatter in amazement and fright at the
sight of the risen Christ hovering above the
tomb in which he was buried, flanked by two
angels who point heavenwards. In the distance,
Mary Magdalene and the other Holy Women
approach, bearing ‘spices and ointments’ to
anoint the body, little suspecting that they will
find the tomb empty. This narrative emphasis
explains why the picture has mistakenly been
classified as a predella scene in the past.®

Although probably painted before his
twentieth year (for the dating of this picture
to around 15012 see cat. 22), the composition
already reveals Raphael’s precocious inclination
for balanced composition and harmonious design.
The four guards, three Holy Women and two
angels are arranged about the risen Christ with
a sensitive symmetry, enlivened by the variety
of their poses. There is nevertheless a certain
naivety in the way the figures are dispersed, with
little attempt to integrate them within the whole
or make them relate to each other, attesting to
Raphael’s relative inexperience. His youthful
enthusiasm is also evident in the way he filled the
picture with enlivening details, inserting animals
and flowers in any available spaces late in the
painting process, an instinct he curbed in the
more distilled creations of his maturity.

The foreground is dominated by Christ’s
spectacular white marble tomb, inlaid with panels
of red, green and yellow veined marble, its
displaced lid made of a fourth orange and pink
marble. The architecture of the tomb, with its
Doric pilasters, unusual foot and all’antica lid,
reveals Raphael’s innate flair for architectural
design. The landscape, with its rhyming zigzags
of river and path, is reminiscent of many of
Raphael’s backgrounds (see cat. 27).

The interweaving of elements taken from the
gospel narratives with symbolic embellishments
of his own invention is characteristic of Raphael.
The stork in the background is a traditional
emblem of piety and self-sacrifice, while the
snake in the foreground is a clear reference to
the Fall, which Christ here redeems.” The snail

b

fig. 57 Pietro Perugino

The Resurrection, 1499

Oil on wood, 233 x 165 cm

Vatican Museums, Vatican City, inv. 318

in the right foreground probably stands for
one born without sin since snails were thought
not to mate. A lily standing for purity grows
by a gushing spring — traditionally a source
of spiritual life and therefore salvation. In the
bottom left corner is a dandelion, a symbol of
Christian grief, which appears in many later
paintings by Raphael (see further, cat. 74).
Even the all’antica gilt dolphins on the lid and
the anthropomorphic fish supporting the body
of the tomb with their tails may contribute to
the picture’s meaning, since the sign of a fish
traditionally symbolised faith in Christ, and
was also associated with the Resurrection.
Close examination of the surface reveals
further elements characteristic of Raphael.
In terms of technique, one notes the familiar
double haloes, the fine gilded ornament on
the hems of Christ’s and the angels’ robes, the
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beautiful reflective orb of the rising sun (outlined
with a compass and water gilt on red bole, like
the sun in the Mond Crucifixion), the delicately
incised shafts of Christ’s banner and the soldiers’
staffs, as well as the extensively incised contours
of the tomb architecture. The sustained attention
to detail — for example in the delicate garters
holding up the leggings of the soldier bottom
left —is also typical of Raphael, who frequently
worked on a scale far smaller than this (see cats
256, 32—5). Every scale, rivet, stud and hinge

of the guards’ armour (although invented) is
logically described in such a way as to inform
us of how the elements are assembled.

Infrared reflectography (as yet unpublished)
has recently revealed underdrawing in a liquid
material beneath all the main elements of the
painting. Many revisions characteristic of Raphael
are visible, for example in the hands and feet of
angels and in the contours of their drapery, as
well as in the raised hands and costume of guards.
A more major revision was found in the under-
drawing beneath the soldier in the bottom
left-hand corner whose pose and costume were
significantly changed. Originally his head was
drawn further to the right, and his right hand was
raised. He was wearing armour and epaulettes, so
the more oriental-looking figure in the finished
painting, wearing a turban and tunic, may
constitute a change in iconography as well as
pose. These many revisions contradict the idea
that Raphael provided designs for another artist
to execute in paint, and suggest instead that he
continued to develop ideas previously studied
on paper on the prepared panel. Many features
of the drawings recur in the underdrawing, for

20564 098 115 Raphael ING 28-10-2008 11:17 Pagina 111.

example the long hair of the soldier in the right
background and the pothook folds in the drapery
of Christ’s robe. Small arcs to denote the knuckle
bones in the guard’s hand can be compared to
those in several drawings and underdrawings
by Raphael.

The painting contains a combination of
Umbrian and Tuscan influences that is also
consistent with Raphael’s authorship. The
principal prototype for Raphael’s painting was
Perugino’s altarpiece for S. Francesco al Prato,
commissioned in 1499 (fig. 57), and the prepara-
tory drawings reveal the debt clearly, in the
figure of Christ and in the guards. However, the
Sao Paulo picture is not markedly Peruginesque
and many scholars attribute its delicate decora-
tive qualities to the influence of Pintoricchio.
The two angels are close to Santi prototypes,
particularly in the calligraphic circling draperies
around their shoulders, and the choice of pale
mauves and greens, but Verrocchiesque echoes
are undoubtedly present, both in the angels and
in the tomb architecture, particularly the gilt
ornamentation. In fact the tomb —arguably
more sophisticated in its details than Perugino’s
simpler equivalent — is perhaps most dependent
on models deriving from Piero della Francesca
who frequently imitated marble and porphyry
in his painted architecture. Raphael would
have known his works both directly and filtered
through Giovanni Santi. Piero’s influence is also
evident in the solidity and equipoise of Christ,
who more human than divine, is a far cry from
Perugino’s formulaic Christ in a mandorla,
which had been Raphael’s point of departure
in conceiving the figure (see cat. 22). CP

NOTES

1 Suida tentatively deciphered this as Giachino Mignatelli, but this
could not positively be confirmed during a recent examination.
Camesasca’s (1987, p. 78) creative association of this name with
the Mignanelli, a leading family of Siena from the thirteenth to

the seventeenth century, has incorrectly found its way as fact

into subsequent accounts of the painting’s provenance (see Barone
and Marques, in Marques et al. 1998, p. 67; Meyer zur Capellen
2001, p. 307).

Crowe and Cavalcaselle 1882-5, |, p. 92, note, as ‘ascribed to
Raphael”.

Oral communication to Oskar Fischel who had excluded the
Ashmolean drawings from his corpus and who died in 1939 before
having a chance to see the painting.

Christie’s, London, 21 June 1946, lot 48 (bt. Drown, 600 guineas).
The painting’s evident quality is reflected in the high price paid.
Suida’s 1955 article was the first in-depth study of the painting,
though Longhi’s discussion of it in his seminal article in Paragone of
the same year (see bibliography) is also useful. Other scholars who
were convinced by the attribution in the 1950s included Ragghianti,
Volpe, Gamba and Camesasca.

Dussler 1971, p. 3; Camesasca 1987, p. 74; Barone and Marques, in
Marques et al. 1998, p. 64.

A stork attacking a snake was frequently used in Renaissance
painting to represent the defeat of sin, and Raphael’s awareness

of this subject is proved by its occurrence on the verso of the
exactly contemporary cat. 17 (see Gregori 1987, p. 652).
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about 15012

Black chalk, 21.6 x 10.4 cm
Ente Olivieri, Biblioteca Oliveriana, Pesaro, inv. 185

This recently rediscovered drawing is the sole
example remaining in Pesaro of an important
group of youthful drawings by Raphael formerly
owned by the Urbinate painter Timoteo Viti
(1469-1523), who worked with Raphael on the
Chigi Chapelin S. Maria della Pace in Rome

in 1512—-13." It is not known how the drawings
passed to Viti but they may have been a gift from
Raphael, who was known to have been generous
with his designs.> These passed down to Viti’s
heirs in Urbino and thence by inheritance to the
Antaldi family, who moved to Pesaro. The high-
lights of the Viti-Antaldi collection were sold to
collectors in the eighteenth century, and much of
what was left was bought en bloc by the English
dealer Samuel Woodburn in 1824, forming the
basis of the important holdings of Raphael (and
other Umbrian) drawings in the Ashmolean and
British Museums (see pp. 9—10 and cats 23—4,
50, 70,72—3). On the death of the last surviving
Antaldi heir in 1907, eleven portfolios of drawings
that had remained in the family passed to the
Biblioteca Oliveriana, where their existence was
overlooked until 1992. Anna Forlani Tempesti
then attributed the present drawing to Raphael
and connected these studies with the figure

of the resurrected Christ in the Sao Paulo
Resurrection (cat. 21).

The Pesaro sheet, together with two other
related drawings (cats 23—4, also with a Viti-
Antaldi provenance), include no less than five
studies for four of the figures in the Sao Paulo
painting. The existence of so many drawings,
and the very free underdrawing in the panel, full
of revisions and refinements, make it increasingly
difficult to argue that Raphael was providing
designs for another (highly skilled yet unidenti-
fiable) painter to execute. Instead, the surviving
drawings suggest that Raphael was preparing a
composition of his own design by making figure
studies for the different protagonists, as was his
usual practice.

Of the two studies for the figure of Christ,
the freer, more dynamic nude study on the
verso was probably executed first. Signorelli’s
influence is clearly apparent, particularly in the

2
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22 Study for the resurrected Christ

exaggerated contours and pronounced muscu-
lature of the legs, though Perugino’s elegant
mannerisms are also reflected in the simple
oval head, the delicately foreshortened hands
and above all the contrapposto pose, which was
one of his stock favourites. Perugino had used
this pose for the figure of the risen Christ (with
the swing of the hips and the arrangement of
the drapery reversed) in a number of paintings
embarked upon around 1499 for Perugia.3
Giovanni Santi (probably influenced by Perugino)
had also used it for the risen Christ in his
Resurrection in the Tiranni Chapel frescoes
(fig. 3).# It seems therefore that when thinking
about the subject of the Resurrection, Raphael
began working from traditional prototypes in
his immediate orbit, before arriving at his own
more monumental solution for the figure. His
principal concern in this drawing was to establish
the pose, reworking the contours around the
head, torso and legs. Lighter notations over
the left arm, abdomen and legs indicate the
approximate arrangement of the drapery.

The figure on the recto (fig. 58) is sturdier
and adopts a more stable pose, closer to that in
the painting. The focus of the artist’s attention
is reversed compared to the verso study, with
the head and torso of the figure barely indicated,
but the drapery much more fully explored. The
arrangement of the folds and the fall of the fabric
anticipate almost line for line the equivalent
passages in Christ’s crimson shroud in the
painting. The hook-ended notations for the
drapery, a standard Umbrian mannerism most
likely learned from Perugino, also feature in the
underdrawing of the painting. The tentative
quality of the drawing reveals Raphael’s lack
of experience in study from life.

The two studies compare remarkably closely
with the nude and draped preparatory studies
in cat. 20, and must be extremely close in date
to the Citta di Castello banner. Other telling
comparisons can be made with the surviving
drawings for the Saint Nicholas of Tolentino
altarpiece (see cat. 17), corroborating an approxi-
mate date for the Resurrection of 1501—2. CP
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fig. 58 Study for the resurrected Christ,
about 1501-2

Black chalk heightened with white chalk
(recto of cat. 22)

NOTES

Vasari/BB, IV, p. 267.

Vasari/BB, IV, p. 212.

The Ascension for S. Pietro, now in Lyon, the Transfiguration in
the Collegio del Cambio, Perugia, and above all the Resurrection
for S. Francesco al Prato, now in the Vatican Museums (see fig. 57).
Santi also used it for the Baptist in the Sacra Conversazione in
the same chapel, and Raphael adapted the pose in his depiction of
Saint John the Baptist preaching in the Ansidei predella (cat. 46),
and in the half-length figure of Christ Blessing in Brescia.
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about 15012

Metalpoint, heightened in lead white on grey prepared paper, 32 x 22 cm

Inscribed in ink, bottom left: R.v.!

The Ashmolean Museum, Oxford. Presented by a Body of Subscribers, 1846.

149 P Il 505

These two metalpoint drawings are preparatory
for the Resurrection of Christ (cat. 21) and study
the poses of the guards and an angel, the latter
presumably unrelated to the Resurrection. In
cat. 23 one guard sleeps, sitting on his shield,
while another reacts balletically to the Resur-
rection on his right. In cat. 24 the guard in the
foreground looks up dazzled from his rest, while
another figure (identified as an angel by the mere
outline of a wing at his back) kneels as he offers
an object (variously interpreted as the nails with
which Christ was crucified, or as a chalice) to
an imagined figure on his left.

Raphael started by sketching his figures very
faintly, suggesting some forms — such as the
sword of the reclining guard — with the lightest
touch. At this point Raphael had a pose in mind
and was trying out some small refinements
which are now visible as faint alterations (e.g.
the right foot of the angel, the buttocks of the
guard in the foreground and the longer shoe of
the figure in motion). He also made a separate
study in a characteristic shorthand of the head
of the angel between the two figures on cat. 24.
As his ideas took shape Raphael reinforced the
outlines of the figures, and added some shading.
He paid particular attention to the contour of
the standing figure (where the outline of the
leading leg can be related to his awareness of
Signorelli’s art, see cat. 20) and to his firm grip
on his shield, as well as to the solution for the
legs of the reclining guard (aspects that are less
successful in the finished painting, although
these are arguably the two most complex poses
since they involved trying to show a figure in the
round). The last additions were touches of lead
white applied with a brush to add highlights to
the two foreground figures.

As in other early studies by Raphael, the
figures are studied from life, probably from
workshop assistants. That the drawings were
executed at the same time for the same project
is suggested by their close similarities of style
and technique, and by the harmonised lighting.
The seated figure in cat. 23 is also particularly
Peruginesque (and can be compared with his

14
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about 15012

Inscribed in ink, bottom left: R.v.!

150 P Il 506

Resurrection in the Vatican, fig. 57), and Raphael
has paid great attention to the way in which the
highlights model the figure.

The drawings are related to the Resurrection

in Sao Paulo (cat. 21), here attributed to Raphael.

One figure from each sheet is repeated in the
painting (the standing guard from cat. 23 and
the reclining figure in the foreground of cat. 24),
but the other figures were not used. It has been
noted, however, that the sleeping guard may have
been planned for the left-hand corner of the
painting, where the figure is in a similar relation-
ship with the edge of the finished picture as is
suggested in this drawing by the vertical line

that cuts across the figure’s shield. It is striking
that their legs are in very similar positions,

and that the underdrawing of cat. 21 differs from
both this drawing and the figure as painted,
suggesting continued revisions in this area,
which might imply Raphael’s dissatisfaction
with the Peruginesque idea of showing any of
the guards asleep.

Although the attribution of these drawings
to Raphael is widely accepted, doubts have
frequently been expressed about their connection
to the Sdo Paulo Resurrection and whether that
painting is by Raphael. Passavant accepted these
two drawings, but suggested that they were for
Perugino’s Resurrection, arguing that Raphael
played a major part in the execution of that
picture.” It seems more likely, however, that
Raphael merely used Perugino’s picture as a
starting point from which to develop his own
repertoire (as he did on other occasions, e.g. the
Mond Crucifixion, cat. 27). Robinson described
how ‘the present drawings are full of the ineffable
grace which only Raffaello’s works display’ (an
indication of the ultimately intuitive way in
which attributional conclusions are reached).3
Morelli attributed them to Perugino, however;
while Fischel could not decide between Raphael
and Perugino, and Joannides accepted the
drawings but doubted the connection with the
painting in Sao Paulo (which he rejected as
aRaphael). TH

23 Two guards for the Resurrection 24 An angel and a guard for the Resurrection

Metalpoint, heightened in lead white on grey prepared paper, 32.7 x 23.6 cm

The Ashmolean Museum, Oxford. Presented by a Body of Subscribers, 1846.

NOTES

1 R[aphael] V[rbinas] as inscribed on Viti-Antaldi collection drawings.
2 Passavant 1860, |, p. 51.
3 Robinson 1870, p. 124.
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25 The Virgin and Child with Saints Jerome and Francis

The surface is quite abraded, especially in the flesh tones, and the gilding in the sky may be retouched.

Inscribed in gold in the double halo of Saint Francis: s-FRANCISCVS-

Gemaldegalerie, Staatliche Museen zu Berlin-PreuBischer Kulturbesitz, Berlin, 145

This extremely refined picture was almost
certainly produced as a private devotional work
in Perugia about 1502. The earliest of the series
of seven independent painted Madonnas by
Raphael in this exhibition (possibly even the
artist’s very first surviving example),' it differs
substantially from his later paintings of the
theme (e.g. the Bridgewater and Alba Madonnas,
cats 62 and 93). Painted within an eight- or nine-
year period, the Madonnas displayed here show
an astonishing stylistic evolution, but from the
outset Raphael exhibited great sensitivity to the
tender relationship of the mother and her child.
Itis seen here, for example, in the very delicate
arrangement of their hands, and in the sweetness
of their expressions. Raphael’s typical attention
to incidental detail is also evident in the little
clasp that secures the Virgin’s open sleeve.

The arrangement of the two main figures is
simple and static, with the Christ Child seated
on a cushion on the Virgin’s lap, his hand raised
in a benediction directed towards the viewer.
The seated Virgin is veiled and gazes down
intently at her son. Saint Jerome is shown at
prayer on the left and Saint Francis appears on
the right, displaying his stigmata in a way that
echoes the blessing hand of the Christ Child.
The choice of these two saints was common in
Central Italian painting at the end of the fifteenth
century, and the picture resembles various
Umbrian models (although it is not, as has
often been claimed, related to any Peruginesque
model). Raphael’s relative inexperience is evident
from the way in which the harmony of this
picture is undermined by the slightly awkward
placement of Saints Jerome and Francis. Jerome
appears uncomfortably close to the Virgin with
the rim of his hat almost touching her head,
while Francis’s view of the Christ Child is
obscured. Although creating intimacy, the
compression of the figures into the foreground

16

drastically curtails Raphael’s opportunity for
depicting the atmospheric landscape at which
he excelled, and allows only two tantalising
glimpses of towered buildings against a range
of hills. The flat gilded haloes are also rather
awkwardly crammed into the limited space
above the figures’ heads.

The picture relates to the work of Raphael’s
early contemporaries in a fascinating way, the
combination of stylistic influences being so
precise as to suggest a specific time and place.
The pose of the Virgin and Child is related to
a prototype used by his father Giovanni Santi
(e.g. in the Bufh altarpiece),? while the extensive
gilding (a star on the Virgin’s shoulder, little
dots on her draperies, and intricate patterning
on the cuffs and borders, as well as on the
child’s cushion) and the richness of the colours
are comparable with the decorative style of
Pintoricchio (e.g. cat. 6). Saint Francis (while
again dependent on the Buffi altarpiece) is the
most Peruginesque of the figures, but is still
not quite as indebted to Perugino as those in the
Mond Crucifixion (which was probably painted
slightly later and offers numerous points of
comparison, especially in the predella panels,
cats 29—30). Nevertheless, Raphael’s interest in
Perugino’s art was clearly intensifying and this is
also evident in a black chalk study for the figure
of Saint Jerome which survives in Lille 3 These
influences all point to a date around 1502, soon
after Raphael’s probable arrival in Perugia and
his certain contact with the two leading artists
of the city: Pintoricchio and Perugino. That
Raphael’s composition was well known in
Perugia is confirmed by the existence of a
drawn variant of it in the Albertina attributed
to Berto di Giovanni, another Perugian artist
with whom Raphael later collaborated, and by
the existence of other painted copies.# TH

NOTES

Oberhuber 1982, p. 28.

See Varese 1994, p. 162.

Joannides 1983, no. 25. Although Raphael’s early black chalk drawings
are frequently comparable to those of Signorelli, in this case the

soft handling of the chalk resembles studies by Perugino.

For the drawing see Costantini in Paris 2001-2, p. 86; for Raphael
and Berto di Giovanni see Henry 1996, pp. 325-8; and for the
painted copies see Meyer zur Capellen 2001, p. 117.
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26 Saint Sebastian

about 1502—3

Oil on wood, 45.1 x 36.5 cm (painted area 43.9 X 34.3 cm)
Pinacoteca dell’Accademia Carrara, Bergamo, inv. 314 // 647-1866

Saint Sebastian is shown bust length and holds
an arrow, the emblem of his martyrdom (see
cat. 9). A pentiment can be seen in his hair, which
was originally shorter.

With its double halo and ‘sweet air’, this
picture is Raphael’s most Peruginesque work,
and should probably be dated to a period of
intimate acquaintance with the older artist. This
points to a date around 1502—3, although slightly
earlier or later dates have also been proposed.
The treatment of the figure of Saint Sebastian
can be contrasted with the same figure in the
Citta di Castello banner (cats 18-19); and the
very rapid progress that Raphael made in these
years supports Vasari’s claim that Raphael learnt
a great deal from Perugino in the course of just
a few months." In this case, however, a specific
Perugino model has not been discovered and
may not have existed: Perugino specialised
in painting Saint Sebastian, but always in the
alternate iconography of the bare-chested saint
wounded by arrows. Nevertheless, the delicacy
of this image, typical of Raphael at this date,
highlights some of the most important lessons
that he was absorbing from Perugino. The refined

18
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treatment of the hand, for instance, is typical of
Perugino, and Raphael was similarly mindful of
creating elegant poses for hands as can be seen
in a drawing for the Oddi Coronation (fig. 14).>

The picture is also reminiscent of Pintoricchio,
especially in the very fine mordant gilding on the
hems and neckline, and the decorative ‘stitching’
on the figure’s shirt. The fine looping pattern of
the gold thread on Saint Sebastian’s tunic recalls
Pintoricchio’s interest in knot-patterns. This was
the period during which Raphael was providing
drawings for Pintoricchio’s frescoes in the
Piccolomini Library in Siena (see pp. 23—-6 and
figs 7 and 9) and for an altarpiece for Fratta
Perugina, modern-day Umbertide.

The picture was probably painted as a small
devotional work for a private patron, or possibly
for a confraternity. The existence of an old
Umbrian copy (by Lo Spagna or Eusebio da San
Giorgio) suggests that the picture may have been
made in Perugia and remained accessible there.3
At the very least the culture surrounding this
picture — Perugino, Pintoricchio, Lo Spagna —
firmly locates it in an Umbrian orbit, and suggests
Raphael’s adaptability to local tastes. TH

NOTES

Vasari/BB, IV, p. 158 (1550 only): "... in pochi mesi ... studiando
Rafaello la maniera di Pietro ... lo imitava ... che i suoi ritratti non
si conoscevano dagli originali

Joannides 1983, no. 47r.

Berenson 1896, pp. 211-14.
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27 The Crucified Christ with the Virgin Mary, Saints and Angels

(The Mond Crucifixion) about 15023

Oil on poplar, 283.3 x 167.3 cm (painted area within incised border 281 x 164.5 cm)
Signed in silver leaf on the foot of the cross RAPHAEL/VRBIN/AS/-P[INXIT]:

Inscribed in gold leaf on a placard above the cross -I-N-R-I-
The National Gallery, London, NG 3943

This is the second of three altarpieces that
Raphael painted for churches in Citta di Castello
in the years 1500—4 (see also cats 15-17 and fig.
12). It was commissioned by the wool merchant
and banker Domenico Gavari for his burial
chapel dedicated to Saint Jerome in his local
church of S. Domenico. Gavari was a close
friend of Andrea Baronci, for whom Raphael
had painted the Saint Nicholas of Tolentino altar-
piece (cats 15-17), and it was probably through
that connection that the young artist received
this commission. When Baronci’s widow made
Gavari her universal heir in 1512, her will was
witnessed ‘at the altar of the Crucifix and the
close relationship between the two families was
sealed in front of Raphael’s painting.

Raphael’s altarpiece was set into the monu-
mental pietra serena architecture of Gavari’s
side-chapel, in the south aisle to the right of the

fig. 59 The surviving frame of cat. 27 in the church of
S. Domenico, Citta di Castello

120

high altar. The frame (see fig. 59) bears an
incised Latin inscription: HOC - OPVS - FIERI -
FECIT-DNICVS | THOME - DEGAVARIS - MDIIT
(‘Domenico di Tommaso Gavari had this work
made 1503’). It is likely that this date refers to
the completion of the chapel by the installation
of Raphael’s painting.

Suspended above the other figures is the
beautiful long-limbed body of Christ. Blood
drips down from his hands, and spurts from
the wound in his side. Two angels balancing
on delicate slivers of cloud hover about him,
collecting his blood in vessels reminiscent of
the chalices in which wine would have been
distributed during the mass. The eucharistic
emphasis is fitting in a funerary chapel where
masses would have been said for the soul of
Gavari, who in his early wills left legacies to
furnish every chapel he endowed with new
chalices.?

The subject of the Crucifixion may also
be associable with the Gavari arms of a hand
holding a cross (prominently displayed on the
frame). In the painting, the cross stands on a
brown foreground stage that contrasts with
the illuminated Umbrian landscape — possibly
the Val Tiberina with Citta di Castello in the
distance —into which Golgotha has been trans-
ported.3 The halcyon midday sky is disturbed
only by the simultaneous appearance of the
sun and the moon, symbolising the eclipse that
coincided with Christ’s death. Other narrative
and anecdotal details relating to the Crucifixion
are, however, suppressed in favour of a timeless
image more adapted to contemplation and prayer.
On their knees at the foot of the cross are two
penitent saints, Jerome and Mary Magdalene,
who gaze up at the dead Christ with a mixture of
reverence and pity, providing worshippers at the
altar with models of devotion. The Virgin, robed
in purplish black to mark her mourning, and
Saint John the Evangelist look on, engaging the
viewer with their gaze, their grief expressed only
by the delicate wringing of their hands.

The fourth-century Saint Jerome, one of the
Doctors of the Church, and the translator of the

b
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Bible into Latin, is the only figure of the painted
group who was not present at the Crucifixion.
He gestures to the cross and holds the stone
with which he beat his breast in the wilderness
(his chest, while not bloody, is pink from his
exertions). His inclusion among the figures at
the foot of the cross and the depiction of his
posthumous miracles in the predella (see cats
29—30) can be explained by the chapel’s dedica-
tion to him. Gavari may have personally chosen
to dedicate his chapel to the saint, since he made
donations to the local Hieronymites and named
his first-born son Girolamo.#

Gavari’s chapel was modelled on a very
similar one in the opposite aisle, erected in
the previous decade by Tommaso Brozzi and
dedicated to Saint Sebastian. This contained
an almost identically proportioned altarpiece
depicting the Martyrdom of Saint Sebastian by
Signorelli (fig. 55), with a comparable male nude
at the centre of the composition. Raphael must
have carefully studied this work and indeed
made a copy after one of the crossbowmen (see
cat. 20). He was not, however, deflected from
the principles of symmetry, clarity and harmony
in part learned from Perugino, and his painting
is a virtual manifesto of those aspects of his
mentor’s manner, in notable contrast to the busy
asymmetry and foreshortenings of Signorelli’s
altarpiece. Raphael prominently signed his work
by scratching through the brown paint at the
foot of the cross to a layer of silver leaf beneath.
Vasari famously commented that were it not for
this signature, no one would have believed it had
been painted by Raphael and not Perugino.5

In terms of composition, figure type, detail,
and technique, the Mond Crucifixion is indeed
Raphael’s most Peruginesque altarpiece, even
more so than the slightly earlier Coronation
of the Virgin (fig. 13) and the Sposalizio (fig. 12)
of the following year. Raphael’s overall design
relates to several versions of the Crucified Christ
in a landscape painted by Perugino in the late
1480s and 1490s (though these lack the sacra-
mental references of the angels gathering blood).
The saints in Raphael’s painting are dependent

b

on more closely contemporary works. His Saint
Jerome is lifted straight out of Perugino’s Pala
Tezi for S. Agostino in Perugia, dated 1500, and
the Saint Sebastian in that work is not dissimilar
to the Magdalen here. The figures of the Virgin,
Saint John and the Magdalen in Perugino’s
double-sided altarpiece for the convent of

S. Francesco al Monte in Perugia (fig. 60),
commissioned in 1502 but not finished until
1500, are extremely close in form and pose to
their equivalents in the Mond Crucifixion. (In
this case one wonders in which direction the
influence passed, as Perugino’s saints do not
seem properly integrated in that work.) The
foreshortening of the saints’ egg-shaped heads
in Raphael’s work, their small facial features,
the eyelashes protruding from the centre of their
eyelids, the stylised gestures of their hands, and
the forms of the feet with the elongated second
toe, are also plucked from Perugino’s repertoire.

fig. 60 Pietro Perugino

The Crucifixion, about 1502-6

Tempera on wood, 240 X 180 cm

Galleria Nazionale dell'Umbria, Perugia, inv. 263

123



20564_116_131 Raphael ING 28-10-2008

13:55

Perugino’s influence is less obvious in the
upper half of the picture. The play of light over
Christ’s muscular limbs suggests at least some
reference to a live model, while the anatomy
and silhouette may, as Crowe and Cavalcaselle
suggested, show the influence of Signorelli’s
confraternity banner for S. Spirito in Urbino
which Raphael would have known as a boy.
The drapery and pose of the balletic angels, as
well as their heart-shaped faces and colouring,
are reminiscent of angels or Muses in Giovanni
Santi’s paintings (see cat. 3). The unusual motif
of the angel bearing two chalices may derive
from a Northern source (it features, for example,
in the Crucifixion from Diirer’s woodcut series
The Large Passion).® If so, Raphael’s love of
compositional symmetry meant dispensing with
the conventional third angel collecting blood
from the wound in Christ’s feet.

Although the figures are not here arranged
within a constructed architectural space as they

124
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are in the Sposalizio and the Ansidei Madonna, the
design is rooted in the same careful geometrical
planning. It has frequently been pointed out that
the composition is made up of a series of arcs,
echoing the arched top of the composition,
detectable for example in the placement of the
angels’ feet, and the heads of the figures below
the cross, and that the horizon line falls at the
level of the capitals in the frame.” All of this
implies that Raphael mapped out the design of
the altarpiece in advance, probably in a composi-
tion drawing similar to cat. 31. As with other
altarpieces (see cat. 45), he may have transferred
the design to the panel by means of squaring
(there is no sign of pouncing). Underdrawing
in a liquid material is present under most of the
main features, and Raphael painted up to the
drawn boundaries, making no revisions or
pentiments, a further indication that the whole
project was scrupulously designed in advance.
cp

NOTES

Henry 2002, p. 278.

Henry 2002, p. 274.

Magherini Graziani 1897, p. 237.

Henry 2002, p. 273.

Vasari/BB, IV, p. 158.

Crowe and Cavalcaselle (1882-5, I, p. 132) note Alunno’s use of
the motif in a predella of 1492 in the Louvre. Lorne Campbell
kindly pointed out its Northern European derivation.

7 Shearman 19863, pp. 203—10.
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28 A kneeling youth
about 15023

Metalpoint on cream prepared paper, later scribbles in black chalk
26.5 X 18.4 cm

The Ashmolean Museumn, Oxford

Presented by a Body of Subscribers, 1846. 153 P Il 509

The tunic and hose of the youth in this drawing
suggest that he was a studio assistant, or garzone.
Raphael studied him kneeling and gazing
up wards, as if contemplating a vision, and
transformed him into a saint by the addition
of a faint double halo. The metalpoint technique,
including the subtle gradations of hatched
modelling and the hook-ended drapery folds, is
close to Perugino’s, and the kneeling pose, the
foreshortening of the round head and the small,
delicate hands are also reminiscent of the older
artist’s work. The study shows Raphael drawing
with exquisite lightness of touch and freedom
(see the pentiment made to the left foot and the
light indications of drapery folds on the ground).
Parker was the first to suggest that the drawing
may be a study for the Magdalen in the Mond
Crucifixion (cat. 27), but the figure’s gesture, with
both hands raised, is expressive of surprise or
wonder, and would not be appropriate for a saint
worshipping at the foot of the cross. Moreover,
Raphael’s studies tend to anticipate the fall of
light in the painting for which they are prepara-
tory, but, as Gere and Turner pointed out, the
drawing is lit from the right, in the opposite
direction to the painting. Although the drawing
does not therefore appear to be directly related
to the altarpiece, it represents the type of study
Raphael undoubtedly made or referred back to
when preparing it. Kneeling figures marvelling
at the miracles being performed in the two
surviving predella panels (cats 29—30) adopt
very similar poses. No other drawings for the
Crucifixion or its predella are known. cp
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29 Eusebius of Cremona raising Three Men from

the Dead with Saint Jerome’s Cloak

about 1502—3

Oil on poplar, 25.6 x 43.9 cm
Cut on all four sides and some scattered losses

The reverse has the crown of the Portuguese Royal Academy and the number 568

Museu Nacional de Arte Antiga, Lisbon, 568

This is one of two surviving panels from

the predella of the altarpiece of the Mond
Crucifixion (cat. 27) formerly in S. Domenico,
Citta di Castello. The chapel for which the
altarpiece was painted was dedicated to Saint
Jerome, who features prominently in the main
panel, and to whom the patron Domenico
Gavari was particularly devoted. The predella
(from which one or more other elements have
been lost) was devoted to scenes relating to Saint
Jerome’s cult. The surviving scenes represent
miracles performed by the saint’s followers after
his death. Cat. 29 depicts Eusebius of Cremona
(stooping in the centre) resuscitating three dead
men by momentarily laying Saint Jerome’s cloak
over them.' Soon after Jerome’s death a heretical
sect publicly doubted the existence of purgatory,
and Eusebius prayed for divine assistance. Saint
Jerome appeared to Eusebius and told him to
gather both believers and non-believers around
three young men who had died that night. By
holding the saint’s cloak over each corpse he
raised them from the dead ‘and they knelt, raising
their hands up to Heaven’ and recounted their
experience of purgatory. In this way the heretics
were defeated (they are seen here to either side,
marvelling at the miracle), and Jerome’s cult
was bolstered.

The two narrative episodes in cats 29 and 30
originated in Saint Cyril’s apocryphal letter to
Saint Augustine and were popularised by the
Hieronymianum. This was a short text written by
Giovanni d’Andrea di Bologna (d. 1348) which
was frequently published and translated in Italy
in the fifteenth century — usually as Il Devoto
Transito del Glorioso Sancto Hieronymo —and
appears to have been the principal source for the
predellas of several altarpieces dedicated to Saint
Jerome (e.g. those by Perugino and Signorelli —
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the latter is in the National Gallery, NG 3946).

Raphael’s predella was broken up at an
unknown date (see further under cat. 30) and
reuniting these two panels allows one to appre-
ciate the continuous landscape background
linked by a winding river. It is nevertheless
possible that there was some distance and
perhaps a dividing element between the two
scenes. There would certainly have been one
more scene, and it is just possible that there
were two, which probably depicted earlier
incidents from the Hieronymianum. The scene
of resurrection in this panel would have been
directly below, or below and just to the right,
of the crucified Christ in the main panel of the
altarpiece — perhaps to reinforce the central
Christian message of the triumph over death.

Raphael’s visual repertoire in this predella is
drawn from both Perugino and Signorelli. The
standing figures can be compared with those in
Perugino’s predellas, while the foreshortened
resurrected corpses are reminiscent of Signorelli’s
work at Orvieto and elsewhere, and of Raphael’s
earlier studies for a Resurrection (cat. 23). The
way in which Raphael shows the three youths at
different stages of resuscitation — the right-hand
figure is still pale and lifeless and a shadow lies
across his face while the youth at the left is already
alert and praying —is a powerful narrative device,
comparable to time-lapse photography. This
sophistication might represent the unexpected
benefit of Raphael being asked to paint a relatively
rare subject, and therefore being forced to develop
anovel iconography — something which he was
increasingly adept at doing.”

Infrared photographs show an underdrawing
that appears to be frechand — it can be seen with
the naked eye in the legs of the youths —and is
very close to the painted version. TH

NOTES

1 See Il Devoto Transito, XXIX.
2 For Raphael as an iconographer, see Ferino Pagden 1986a, pp. 13-27.
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the Heretic Sabinianus
about 1502—3

Oil on poplar, 24.8 x 42 cm
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30 Saint Jerome saving Silvanus and punishing

Cut on all four sides. Inscribed bottom right with an inventory number (213)." Red wax seal on reverse.
North Carolina Museum of Art, Raleigh, Purchased with the funds from Mrs. Nancy Susan Reynolds,
the Sarah Graham Kenan Foundation, Julius H. Weitzner and the State of North Carolina, G.65.21.1

This predella panel, which (like cat. 29) stood
beneath the Mond Crucifixion (cat. 27) in

S. Domenico, Citta di Castello, depicts Saint
Jerome (top, centre) saving Silvanus and
punishing the heretic Sabinianus.* Silvanus,
the Archbishop of Nazareth (shown at prayer
in the centre), had disputed the dual nature of
Christ with Sabinianus (who lies decapitated
to the right) and had accused him of faking

a text in the name of Saint Jerome to support his
heretical position. Unable to resolve the dispute
Silvanus and Sabinianus agreed that if divine
intervention did not prove the book to be a
forgery by morning Silvanus would be executed,
and if it did Sabinianus would sufter the same
fate. In the absence of a sign Silvanus was duly
taken to a place of execution but then Saint
Jerome suddenly appeared and took the sword
which was about to decapitate Silvanus, and
instantaneously ‘the head of the heretic fell to
the ground, separated from his body as if the
executioner had struck him with the sword’.
Following the miracle, Sabinianus’s followers
were converted to Christianity.

Saint Jerome can be compared with the
same figure in the painting in Berlin (cat. 25) and
the youth who has fallen to his knees in amaze-
ment is very closely related to a drawing in the
Ashmolean (cat. 28), which may have been
preparatory to the main panel. The stance of
the executioner anticipates that of Saint Michael
in the Louvre (cat. 33). As with the Lisbon panel
(cat. 29), the influence of Perugino and Signorelli
is strongly marked. The Peruginesque figure
who flees the scene and looks up and back at
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Saint Jerome recalls one of the soldiers in
Raphael’s drawings for the Resurrection (cat. 24),
while the figure in front of him with the spotted
shield brings to mind the crossbowmen in
Signorelli’s Martyrdom of Saint Sebastian (fig. 55),
one of whom was copied by Raphael (cat. 20).
The foreshortened figure of the dead Sabinianus
is also related to Raphael’s study of Signorelli.

Some underdrawing is visible with the naked
eye, especially in the kneeling boy, and examina-
tion under infrared suggests that this drawing
was done freehand, with a brush, and involved
several small revisions. It is also clear that some
of the straight edges have been incised into the
gesso, and there are some slightly unusual free-
hand incisions in the yellow leggings of one of
the soldiers on the left. These appear to have
been a rejected idea for adding armour to the
lower half of this figure. As in the panel at Lisbon,
the trees were added very late, and one figure’s
head has also been painted over the sky (compare
the Procession to Calvary, cat. 41).

The predella of the Mond Crucifixion seems
to have been separated from the main panel
in the seventeenth century. Francesco Vitelli
recorded that it was given to Cardinal Bevilacqua
(1571-1627) in the first quarter of the seventeenth
century, while Francesco Andreocci made a note
in his diary that ‘un gradino’ (a common word
for a predella, or part of a predella) was given
to Cardinal Rasponi on 27 October 1668. Un-
fortunately nothing about the provenance of
the Lisbon or Raleigh panels confirms either
of these accounts. TH

NOTES

1 This is almost certainly a Borghese inventory number.
2 See Il Devoto Transito, XXXI, discussed under cat. 29.
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31 Study for a Virgin and Child enthroned

with Saint Nicholas of Tolentino

15034

Pen and brown ink over traces of black chalk in Saint Nicholas and some freehand incision
in Saint Nicholas, the Virgin and the top of the throne, a vertical and a horizontal registration line
and the horizontals of the steps ruled and incised with a stylus, 23 x 15.5 cm

Stadelsches Kunstinstitut, Frankfurt, inv. 376

This beautiful drawing is closely based on
Perugino’s Decemviri Altarpiece for the chapel
of the Palazzo de’ Priori in Perugia (now Vatican
Museums) of around 1496 (fig. 61). Raphael
transformed the heavy marble throne into
anarrower, more graceful structure, and strength-
ened the architecture of the loggia. He compressed
the overall design, bringing the saint closer to
the throne and taking the heaviness out of his
drapery. He also changed the composition from
arectangular to an arch-topped format, and
consequently made the canopy of the throne
flat, but enlivened it with flowing acanthus
volutes and calligraphic sweeps of a suspended
rosary. In Raphael’s drawing the architecture
forms a virtual grid of verticals and horizontals,
providing a measure and a structure within which
the figures come to life.

Only the left half of the composition is fully
developed, implying that this may have been
a demonstration drawing made for approval
by a prospective patron. The suspended rosary
beads, for example, are deftly sketched in on
the left, but on the right-hand side a simple line
suffices. Some of the architectural features,
while cursory, are brilliantly descriptive, for
example the scrolling top of the volute in the
throne to the left of Christ’s head.

Cat. 31 has many features in common with
the Ansidei Madonna (cat. 45), from the overall
structure of the throne, to details such as the
arrangement of the rosary beads and the way
the Christ Child clutches a bunch of drapery.
The lighting is also from the top right as in the
painting. It has not been considered a specific
preparatory study for it because of the identity
of the saint, who, from the sunburst on his breast
and crucifix is clearly the Augustinian saint,
Nicholas of Tolentino, and not Nicholas of
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fig. 61 Pietro Perugino

The Virgin and Child Enthroned with Saints
(The Decemviri Altarpiece), about 1496

Qil on wood, 193 X 165 cm

Vatican Museums, Vatican City, inv. 40317

Bari. Since no commission of this date including
the former is known, it is worth considering

the possibility that Raphael began designing
the Ansidei altarpiece with the ‘wrong’ Saint
Nicholas in mind, perhaps thinking back to the
subject of his earlier altarpiece for S. Agostino
in Citta di Castello (see fig. 52). It may be no
coincidence that the saint’s pose recalls that of
the left-hand angel in that work (see cat. 17).
Alternatively this could be a design for a slightly
earlier project, never completed, to which
Raphael referred when designing the Ansidei
Madonna. cp
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32 The Conestabile Madonna

about 1503—4

Oil on wood, transferred to canvas in 1871, 17.5 X 18 cm
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Some damages, suffered pre-transfer, are visible in the figure of the Virgin
(they run vertically through her neck). The blue pigment of the Virgin's mantle
has blanched and as a result the folds have lost definition in the modelling.

The State Hermitage Museum, St Petersburg, Gs 252

In this tiny painting the Virgin is shown half-
length but standing, holding her child in one
hand and a small book (in all probability a Bible
or breviary) in the other. The Christ Child also
holds the book, and is peering intently at the
open page. The child’s precocious interest in
holy books, suggesting prescience of his future
Passion, is repeated in a number of Raphael’s
representations of the Madonna and Child (e.g.
the Ansidei Madonna, cat. 45, and the Norton
Simon Virgin and Child, fig. 10). The figures
appear in front of an extensive wintry landscape,
with a river or lake, four minuscule figures and,
in the far distance, snow-capped mountains.
The picture is usually dated about 15004,
with recent writers tending towards a later date
on the basis of comparisons with works such as
the Vision of a Knight (cat. 35). The idea of the
Virgin standing and effortlessly holding the
child in front of her is revisited in the Madonna
del Granduca (originally planned as a tondo),
and in the Tempi Madonna; there are also points
of comparison with the Terranuova Madonna
in Berlin (fig. 23) and a related drawing in Lille
(inv. 431). All three of these paintings are usually
dated to around 1504—6. On the other hand, the
weightlessness and pose of the child are in stark
contrast to Raphael’s later types (e.g. in the
Bridgewater Madonna of about 1507, cat. 62).
The Conestabile Madonna is documented
as belonging to the Alfani family in Perugia by
1600, subsequently passing to the Conestabile
della Staffa collection in the same city. The
National Gallery expressed an interest in
acquiring the picture in 1868, but it was bought
by Tsar Alexander II'in 1871, and passed to the
Hermitage in 1880. The picture may have come
by descent from Domenico Alfani (about 1480 —
after 1533), a Perugian painter who is known to
have represented and collaborated with Raphael
in Perugia, and to have received drawings from
him, or it may have been commissioned by
Alfano di Diamante (about 1465-1550), a
merchant banker, who was the leading member
of the family in the early sixteenth century and
certainly knew Raphael at a later 