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The Highlights
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Urbino, a walled city in the Marche region of Italy, south-west of Pesaro — Raphael’s birthplace
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Raphael’s family home in Urbino, which is now a museum dedicated to the artist
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Possible self-portrait of Raphael in his teenage years
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‘Portrait of a Young Man’, 1514 — lost during the Second World War, this is a possible self-portrait of Raphael as a young man


THE HIGHLIGHTS

[image: img11.png]

In this section, a sample of some of Raphael’s most celebrated works is provided, with concise introductions, special ‘detail’ reproductions and additional biographical images.


RESURRECTION OF CHRIST

[image: img11.png]

Completed between 1499 and 1502, the Resurrection of Christ is one of Raphael’s earliest extant works and is now housed in the São Paulo Museum of Art, being the only conserved work of the artist in the Southern Hemisphere. Also known as the Kinnaird Resurrection, named after its early owner Lord Kinnaird, the composition is ruled by a complex ideal geometry, interlinking all the elements of the scene and evoking a strange animated rhythm, transforming the characters in the painting into co-protagonists in a unique “choreography”. The painting demonstrates influence from Pinturicchio and Melozzo da Forlì, though the spatial orchestration of the work, with its tendency to movement, demonstrates Raphael’s knowledge of the contemporary Florentine style.
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Detail
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Detail


ST. SEBASTIAN
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This 1502 painting is housed in the Accademia Carrara of Bergamo and depicts the third century martyr, cloaked in an ornate red robe. Saint Sebastian was killed during the Roman emperor Diocletian’s persecution of the Christians in 288 AD. He is commonly depicted in art and literature tied to a post or tree, riddled with arrows. Despite this being the most common artistic depiction of Sebastian, he was, according to legend, rescued and healed by Irene of Rome. The details of Saint Sebastian’s martyrdom were first spoken of by the fourth century bishop Ambrose of Milan (Saint Ambrose) in his sermon on Psalm 118. Ambrose stated that Sebastian came from Milan and that he was already venerated there at that time. 

The young Raphael depicts the Saint with a flawless pure skin that would be replicated again in subsequent years in the paintings of the artist’s famous Madonnas. A cropped golden halo surrounds the head of the Saint, as he contemplates his earthly fate. Instead of choosing to depict the grisly execution, Raphael instead hints at the martyr’s death through a single arrow, which St. Sebastian holds delicately with his right hand, much like a musician holding a violin bow, adding grace to the composition. The artist’s dexterous and fine handling of paint is revealed in the detailed depiction of the Saint’s hair, which gently curls, reinforcing the delicate impression. 
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‘St. Sebastian’ (detail) by Andrea Mantegna, 1480


THE MOND CRUCIFIXION
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The Mond Crucifixion (also known as the Crocifissione Gavari) demonstrates Raphael’s early influence from the Umbrian master Pietro Perugino.  According to Vasari, Raphael’s father placed the youngster in Perugino’s workshop as an apprentice when he was eight years’ old, although only one other source confirms this report. Most modern historians agree that Raphael at least worked as an assistant to Perugino from around 1500. The influence of Perugino on Raphael’s early work at this time is clear and Vasari wrote that it was impossible to distinguish between their hands at this period. Their stylistic portrayal of characters, particularly females and male youths are very similar. Both master and pupil apply paint thickly, using an oil varnish medium, in shadows and darker garments, while they both apply very thinly on flesh areas. An excess of resin in the varnish often causes cracking of areas of paint in their works. Raphael is described in records as a “master”, indicating he was fully trained, in 1501, by which time he was likely to have left Perugino’s studio.

The altarpiece in the church of San Domenico in Città di Castello, near Raphael’s hometown of Urbino, depicts Jesus on the cross, in a serene aspect, in spite of his death. There are two angels floating on either side of him, catching his blood in chalices. On Christ’s left kneels Mary Magdalene, with John the Evangelist standing behind her. On his right Mary stands and St. Jerome, to whom the altar was dedicated, is kneeling. At the foot of the cross is the inscription RAPHAEL/ VRBIN / AS /.P.[INXIT] (“Raphael of Urbino painted this”) in silver letters. The altarpiece was bequeathed to London’s National Gallery by Ludwig Mond, a German-born chemist and industrialist, who later took British nationality.
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Detail
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Detail
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Dr Ludwig Mond (1839-1909) — whose estate, including his great art collection, was valued at £1 million.


THE MARRIAGE OF THE VIRGIN
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Also known as Lo Sposalizio, this grand oil painting was completed for the Franciscan church of San Francesco, Città di Castello, and depicts the marriage ceremony between Mary and Joseph.  During the early 1500’s patrons in Citta di Castello sent three commissions to Raphael’s master Pietro Perugino, which in his master’s absence were completed by Raphael, including The Marriage of the Virgin, now believed to be his last work as an apprentice. Evidently inspired by Perugino’s Marriage of the Virgin, Raphael completed his interpretation of the subject in 1504. Several historians have disputed that Perugino’s painting preceded Raphael’s and some have suggested the painting was not Perugino’s at all, but instead produced after Raphael’s by one of Perugino’s followers, though a piece of sixteenth century documentary evidence supports the conclusion that Perugino had begun working on the painting in 1499.

The differences between Raphael and Perugino’s interpretations of the same subject were famously compared by the art biographer Giorgio Vasari, who wrote that it “may be distinctly seen the progress of excellence of Raphael’s style, which becomes much more subtle and refined, and surpasses the manner of Pietro. In this work,” he continued, “there is a temple drawn in perspective with such evident care that it is marvellous to behold the difficulty of the problems which he has there set himself to solve.”

The painting completed by Raphael was commissioned by Filippo degli Albezzini to hang in a church dedicated to Saint Francis, where it remained until General Giuseppe Lechi led forces to Città di Castello to liberate it from Austrian occupation, when the painting was ‘gifted’ to the general. Lechi sold it in 1801 to Giacomo Sannazaro, who himself sold it in 1804 to the Ospedale Maggiore in Milan. By whatever means it arrived there and was in the possession of the hospital for a short time, before the hospital sold it to the Italian state for 53,000 francs. It has since then been displayed in Milan’s Pinacoteca di Brera, in spite of an 1859 proposal to donate the image to France after that country’s army had entered Milan.

Through these various relocations, the painting was damaged. The panel had several cracks in the upper half, while there was rippling and bowing throughout. Italian artist Giuseppe Molteni was employed to repair the painting in November 1857 and he chose to preserve the panel rather than transfer it to canvas, spending months flattening the panel and hydrating it to overcome the damage of desiccation. This decision on the part of Molteni has permitted twentieth century art historians to use infrared reflectography to study the underdrawing beneath the painted surface. Molteni also undertook to clean the surface of the painting, which had been subjected to restoration before. He did not clean aggressively, as he wanted to be sure that elements of the original painting were preserved. 
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‘Marriage of the Virgin’ by Perugino, c. 1504


AN ALLEGORY (VISION OF A KNIGHT)
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This tiny painting is also known by its the subtitle ‘The Dream of Scipio’ and was completed by 1505. Now housed in London’s National Gallery, it likely formed a pair with Raphael’s Three Graces panel, which is also a 17 cm square and is now housed in the Château de Chantilly museum.

Various theories have been proposed as to what the panel is intended to represent. Some art historians believe the sleeping knight represents the Roman general Scipio Africanus (236-184 BC) who dreamed that he had to choose between Virtue (behind whom is a steep and rocky path) and Pleasure (in looser robes). However, the two feminine figures are not presented as contestants. They may represent the ideal attributes of the knight: the book, sword and flower might suggest the ideals of scholar, soldier and lover that a knight should posses. The most likely source for the allegory is from a passage in Silius Italicus’ Punica, a Latin epic poem recounting the Second Punic War.
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Detail
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Detail
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‘The Three Graces’ — the accompanying panel


MADONNA DEL GRANDUCA
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Raphael led a “nomadic” life in the early 1500’s, working in various centres in Northern Italy, though he spent a good deal of time in Florence, from about 1504. He received a letter of recommendation, dated October 1504, from the mother of the next Duke of Urbino, recommending the artist to the Gonfaloniere of Florence: “The bearer of this will be found to be Raphael, painter of Urbino, who, being greatly gifted in his profession has determined to spend some time in Florence to study. And because his father was most worthy and I was very attached to him, and the son is a sensible and well-mannered young man, on both accounts, I bear him great love...” Raphael’s good looks and courtly manners rapidly made him popular at the Florentine court.

The Madonna del Granduca is believed to have been painted in 1505, shortly after Raphael’s arrival in Florence. The influence of Leonardo da Vinci, whose works the young artist first encountered there, can be seen in the use of sfumato in this work. This technique is one of the four canonical painting modes of the Renaissance (the other three being cangiante, chiaroscuro and unione). Sfumato comes from the Italian “sfumare”, “to tone down” or “to evaporate like smoke”. Leonardo was the most prominent practitioner of sfumato and his Mona Lisa famously demonstrates the technique, with the blurred outlines of the equivocal smile. Leonardo described sfumato as rendering a subject “without lines or borders, in the manner of smoke or beyond the focus plane.” Raphael delicately depicts the gradual shade and light on the Virgin and Christ’s faces, achieving fine contours and producing soft, imperceptible transitions between colours and tones. The plain black background adds to the impression created, working as a foil to the beauty of the depiction of the subjects.
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Detail
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Detail
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Detail
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Detail of the face of Leonardo’s ‘Mona Lisa’, demonstrating the use of sfumato, particularly in the shading around the eyes and the blurred outline of the smile.


MADONNA OF THE GOLDFINCH
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Housed in Florence’s Uffizi Gallery, the Madonna del cardellino dates from c. 1505 and is one of Raphael’s most famous Madonnas from his Florentine period, created before his move to Rome. Like The Madonna of the Meadow and La Belle Jardinière, Madonna of the Goldfinch is clothed in red, referring to Christ’s eventual Passion and the figures are grouped in a pyramidal structure, guiding the viewer’s eye to Mary at the apex of the triangular structure. The paintings also share a natural background, with a connection to the church through the representation of the colour blue and symbols of books and crosses.

In Madonna of the Goldfinch, Raphael arranges Mary, Christ and the young John the Baptist to fit into a geometrical design. Though the positions of the three bodies are natural, together they form an almost regular triangle. The Madonna is portrayed as young and beautiful, as with Raphael’s various other Madonna paintings. Christ and John are depicted as little more than babies, as John holds a goldfinch in his hand, while Christ reaches out to touch the bird. The goldfinch represents Christ’s crucifixion, due to a legend that its red spot was born at the time of the crucifixion. According to the legend, the bird flew down over the head of Christ and was taking a thorn from His crown, when it was splashed with the drop of His blood. The book in Mary’s hand reads Sedes Sapientiae or “The Throne of Wisdom.” This term is usually applied to images in which Mary is seated upon a throne, with Jesus on her lap, but in this case the inscription implies that the rock on which Mary is sitting is her natural throne.

The painting was a wedding gift from Raphael to his friend Lorenzo Nasi. On November 17 1548, Nasi’s house was destroyed by an earthquake and the painting broke into seventeen pieces. It was immediately taken away to be repaired and was hastily put back together, though the seams remain quite visible. In 2002, George Bonsanti of the Precious Stones organisation gave the task of restoration to Patrizia Riitano. During the six year process that followed, her team worked to remove the years of grime that had degraded the painting’s colour, working to repair the damage done by the earthquake long ago. Before beginning the project, they studied the work as closely as possible, utilising resources such as X-rays, CAT scans, reflective infra-red photography and even lasers. Riitano closely studied the previous ‘quick fix’ layers that had been applied and removed them until the original layers by Raphael were reached. The restoration was completed in 2008 and the painting was put on display in the Uffizi.
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Detail
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The painting prior to restoration


MADONNA OF THE MEADOW
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This other famous Madonna from Raphael’s Florentine period was also completed in c. 1506. Once again we are presented with an idyllic image of Mary with St. John the Baptist and the Christ Child in a peaceful green meadow. The pyramid structure is reprised, as the three figures are linked by looks and touching hands. The Virgin Mary is represented wearing a gold-bordered blue mantle, set against a red dress, with her right leg lying along a diagonal plane. As before, the blue of her clothing symbolises the church and the red colour Christ’s death and sacrifice. With eyes fixed on her son, Mary’s head is turned to the left and slightly inclined, while in her hands she holds up Christ, as he leans forward unsteadily to touch the miniature cross gripped by John. The poppy refers to Christ’s Passion, death and Resurrection. The perfect beauty, softly lit from the left, has won the painting great acclaim over the centuries for its ineffable grace and fine handling. The canvas is now housed in the Kunsthistorisches Museum in Vienna.
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Detail
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Detail


PORTRAIT OF AGNOLO DONI

[image: img68.png]

Completed between 1506 and 1507 and housed in the Pitti Palace of Florence, this portrait was commissioned as part of a pair, depicting a recently married merchant and his wife. Agnolo Doni married Maddalena Strozzi in 1503, though Raphael’s portraits were probably executed in 1506, the period in which he studied Leonardo’s Mona Lisa closely, as the figures are presented in a similar way to the picture plane, and their hands, like those of Leonardo’s painting, are placed on top of one another. The low horizon of the landscape background permits a careful assessment of the human figure, providing a uniform light, defining surfaces and volumes. The relationship between landscape and figure presents a clear contrast to Leonardo’s striking settings, suggesting a threatening presence of nature. The portraits present the merchant and his wife as wealthy and confident people, with noble pretensions, as they calmly gaze out at the viewer. The compositions exude an overall sense of serenity that even the close attention to the materials of clothes and jewels is unable to attenuate. 
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Detail
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Detail
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Detail
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Detail
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The companion piece: the portrait of Maddalena Strozzi Doni


THE CANIGIANI HOLY FAMILY

[image: img75.png]

Housed in the Alte Pinakothek in Munich, this group depiction of the Holy Family was completed in 1508 and portrays Joseph, Mary, the Christ Child and Saint Elizabeth with her son, the infant John the Baptist. The figures are structured in a formal pyramidal composition, which is in contrast to the informal scene, expressed by the glances. All the figures all share eye contact with one other person, as well as other interrelations developed between the individuals. The exacting observation of interpersonal behaviour gives the painting its personal feel, in spite of its somewhat rigid and outward appearance. Raphael synthesises elements drawn from Leonardo and Michelangelo, while adding a decisively Northern landscape and delicate colourist passages dominated by iridescent tones. At the top of the canvas, groups of putti can be seen in two banks of clouds and they also share their own glances, while none of the cherubim figures glance downwards at the Holy Family. The putti were in fact over-painted in the late 18th century but later restored in 1983. 

The current name of the artwork derives from the Florentine family that originally owned it before it passed into the Medici collection and then into Germany with the marriage of Anna Maria Lodovica de’ Medici to the Palatine Elector. 
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THE DEPOSITION
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Signed and dated “Raphael Urbinas MDVII (1507)”, this painting is housed in the Galleria Borghese in Rome and forms the central panel of a larger altarpiece commissioned by Atalanta Baglioni of Perugia in honour of her slain son, Grifonetto Baglioni. The Baglioni family were the lords of Perugia and surrounding areas, and were also the leading condottiere or leaders of mercenary troops. There was an especially bloody episode in Perugia on the night of July 3, 1500, when Grifonetto Baglioni and several embittered members of the family conspired to murder much of the rest of the Baglioni family as they slept. According to Matarazzo, the chronicler of the family, following the bloodshed, Grifonetto’s mother Atalanta Baglioni refused to give her son refuge in her home and when he returned to the city he was confronted by Gian Paolo Baglioni, the head of the family, who had survived the night by escaping over the rooftops. Atalanta changed her mind and rushed after her son, but arrived only in time to see him being killed by Gian Paolo and his men. Several years later, Atalanta commissioned Raphael to paint an altarpiece to commemorate Grifonetto in the family chapel in San Francesco al Prato. 

The artist spent two years working on the commission, developing his design through two phases and numerous preparatory drawings. It was to be the last of several major commissions by Raphael for Perugia, the home city of his master Perugino. He had already painted for the same church the Oddi Altarpiece (now in the Vatican) for the Baglioni’s great rival family and several other large works. The new commission marked an important stage in his development as an artist and the formation of his mature style. 

The panel remained in its location until in 1608 it was forcibly removed by a gang working for Cardinal Scipione Borghese, nephew of Pope Paul V. In order to pacify the city of Perugia, the Pope commissioned two copies of the painting from Giovanni Lanfranco and the Cavaliere d’Arpino and the copy by Arpino still resides in Perugia. Though confiscated by the French in 1797 and exhibited in Paris in the Louvre, then renamed the Napoleon Museum, it was returned to the Galleria Borghese in 1815, except for the predella which was taken to the Vatican Museums.

The scene depicted is in fact neither the formal understanding of the Deposition (the removal of Christ from the Cross) nor the Entombment, but placed somewhere between both events. On the right is Mount Calvary, the location of the Crucifixion and Deposition, and on the left is the cave where the Entombment will take place. Two men, lacking halos, use a piece of linen to carry the dead Christ and it seems as if all the participants in the carrying of the body are in suspended animation. The two carriers and Christ form strong diagonals in the shape of a V. The younger man on the right holding Christ is believed to be a representation of Atalanta’s son, Grifonetto. Besides the two bearers, St. John and Nicodemus stand behind and to the left, while Mary Magdalene holds the hand of Christ. The posture of the legs of Nicodemus appear awkwardly and may hint at the work of apprentices in Raphael’s studio. 

On the far right, in the other figural group slightly behind the main group, are the three Marys supporting the Virgin Mary, who has fainted due to her grief. Unlike the colour tones used during his Florentine years, Raphael balances his use of strong reds, blues, yellows and greens, creating a subtle contrast in his flesh tones, as demonstrated by Mary Magdalene’s hand holding the dead Christ’s hand. Christ’s mother is presented with extreme torsion and sharply cut drapery, known as a figura serpentinata. Though seen in other famous works, her positioning seems to have been directly inspired by the example of Michelangelo’s Doni Tondo, completed only a few years earlier. 


[image: img83.jpg]


[image: img84.jpg]

Detail


[image: img85.jpg]

Detail


[image: img86.jpg]

Detail


[image: img87.jpg]

Detail


[image: img88.jpg]

Detail


[image: img89.jpg]

Detail


[image: img90.jpg]

Study in the Louvre
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Faith, one of the predella panels
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Michelangelo’s ‘Doni Tondo’, 1507


SAINT CATHERINE OF ALEXANDRIA
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Depicting Saint Catherine of Alexandria, leaning on the wheel of her martyrdom, this 1507 canvas is now housed in London’s National Gallery. It was painted towards the end of Raphael’s Florentine period and is considered to be a work of the artist’s transitional phase. The representation of religious passion is reminiscent of Pietro Perugino’s female figures, though the graceful contrapposto of Catherine’s pose is typical of the influence of Leonardo’s style. Contrapposto or ‘counterpose’ is an artistic term used in the visual arts to describe a person standing with most of their weight on one foot, with shoulders and arms twisting off-axis from the hips and legs, giving the figure a more dynamic or alternatively relaxed appearance. Raphael’s Saint Catherine is believed to be an echo of Leonardo’s lost painting Leda and the Swan, which now survives in several copies by other Renaissance artists.

The Saint’s left arm leans on the wheel (the spikes have been reduced to rounded shapes in order to tone down the element of cruelty) and her right hand is pressed to her breast while she gazes up at a sky flooded with light. The composition is as rich in harmonious movement as the colouration is full and varied. The landscape is painted with particular care. Its light shading indicates the influence of Leonardo, though the jagged mountains that often characterise Leonardo’s landscapes are absent. The delicate modelling of the Saint and the slight torsion of her body as she leans on the wheel fully express the balanced character of Raphael’s art. The panel clearly shows the intense formal research that underlies the painting. 
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Detail
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‘Leda and the Swan’ a copy by Giovanni Francesco Melzi, after the lost painting by Leonardo, 1508-1515 — the use of contrapposto influenced Raphael’s depiction of St. Catherine


THE SCHOOL OF ATHENS
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One of the most celebrated frescoes of the Italian Renaissance, The School of Athens was painted between 1509 and 1511 as a part of Raphael’s commission to decorate the rooms now known as the Stanze di Raffaello, in the Vatican’s Apostolic Palace. The Stanza della Segnatura was the first of the rooms to be decorated and Raphael chose to represent Philosophy with a depiction of Plato’s famous Academy. The School of Athens is one of a group of four main frescoes on the walls of the Stanza, each depicting one distinct branch of knowledge. The fresco was probably the second painting to be finished there, after La Disputa (Theology) on the opposite wall and before the Parnassus (Literature). The School of Athens has long been regarded by many as Raphael’s masterpiece and the perfect embodiment of the classical spirit of the High Renaissance. 

In the fresco, he portrays many famous Greek philosophers, with Plato and Aristotle at the centre, but, as he made few designations outside possible likenesses, with no contemporary documents explaining the painting, the identification of philosophers is problematic. Plato is depicted on the left and Aristotle, his student, on the right. Both figures hold modern bound copies of their books in their left hands, while gesturing with their right. Plato holds his Timaeus, Aristotle his Nicomachean Ethics. Plato is depicted as old, grey and bare-foot, bearing the features of the artist Leonardo. Aristotle stands slightly ahead of him and is younger and handsome, dressed with gold and wearing shoes, while the youth about them seem to look his way. In addition, the two central figures gesture along different dimensions: Plato vertically, upward along the picture-plane, into the beautiful vault above; Aristotle on the horizontal plane at right-angles to the picture-plane (hence in strong foreshortening), initiating a powerful flow of space toward the viewers. Their gestures indicate the central aspects of their philosophies, for Plato, his Theory of Forms, and for Aristotle, his empiricist views, with an emphasis on concrete particulars. 

The building is represented in the shape of a Greek cross, which art historians believe was intended to express harmony between pagan philosophy and Christian theology. The architecture was inspired by the work of Bramante, who, according to Vasari, helped Raphael with the fresco. There are two sculptures in the background: one on the left of Apollo, the god of light, archery and music, holding a lyre, while the sculpture on the right is Athena, goddess of wisdom, in her Roman guise as Minerva. The main arch, above the characters, reveals a meander (also known as a Greek fret or Greek key design), a design using continuous lines that repeat in a “series of rectangular bends” which originated on pottery of the Greek Geometric period and then become widely used in ancient Greek architectural friezes.
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Detail
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Detail: the central figures, Plato (left) and Aristotle (right)
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Detail
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Detail: Michelangelo depicted as Heraclitus
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Detail (self-portrait left)
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The fresco in situ


THE ALBA MADONNA
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This beautiful painting was commissioned by Paolo Giovio, Raphael’s first biographer, who planned to send it to the church of the Olivetani in Nocera dei Pagani and the piece was completed by 1510. In the eighteenth century, the painting belonged to the Spanish House of Alba, whose name it bears. In 1836 it was acquired by Nicholas I of Russia, who made the painting one of the highlights of the Imperial Hermitage Museum in Saint Petersburg. A century later the Soviet Government clandestinely sold it to Andrew W. Mellon, who donated his collection to the National Gallery of Art in Washington, D.C., where it resides today.

The Alba Madonna depicts the Madonna, Christ and John the Baptist in a typical Italian countryside. Mary is dressed in an antique costume of turban, sandals and flowing robes. The serene, bucolic atmosphere of Raphael’s tondo belies its emotional meaning. John the Baptist holds up a cross to Christ, which the infant grasps, while all three figures stare at the symbol of the Passion. The older boy looks at Jesus full of understanding, visibly saddened, while the Virgin places her hand on his shoulder, as if to comfort him.

During its time in the Hermitage, the painting would be transferred from a circular panel to a square canvas. Through analysis of the painting, it was determined that the original panel was severely split down the centre and on the right side. The canvas pattern is visible on the surface and the landscape on the far right was damaged in the transferring process. During World War II a group of over 100 pieces of art belonging to the National Gallery of Art, including the Alba Madonna, were transported by train to Asheville, NC, where they would be stored in the unfinished music room of Biltmore House. Transported with the utmost secrecy, heavy steel doors were installed and bars were put in the windows of the barren music room. In 1944 after it became clear that the war would soon be over, the paintings were returned to the National Gallery of Art.
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THE PARNASSUS
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The fresco of The Parnassus in the Stanze di Raffaello in the Vatican was painted in c. 1510 at the commission of Pope Julius II and was probably the third completed wall of the Stanza della segnatura to be painted, in 1511, after La disputa and The School of Athens, occupying the other walls of the room. The Parnassus represents poetry, presenting the mythological Mount Parnassus, where according to legend, Apollo dwells, placed in the centre of the fresco, playing a contemporary violin rather than a classical lyre, surrounded by the nine muses, nine poets from antiquity and nine contemporary poets. 

For depicting the face of Homer (in a dark blue robe to the left of centre), Raphael used the face of Laocoön, which had only been recently excavated in 1506, from the celebrated sculpture Laocoön and His Sons, using the expression of the main figure’s intense pain to represent the classical poet’s blindness. Several female figures in the fresco have been said to be inspired by Michelangelo’s Creation of Adam and other Sistine ceiling paintings, with muscular body frames that are unusual for Raphael’s oeuvre. Sappho is the only female poet portrayed in the scene, presumably name so that she is not confused with a muse; interestingly, she is a late addition that does not appear in the print by Marcantonio Raimondi that records a drawing for the fresco.
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Detail: Dante Alighieri, Homer, Virgil and Statius
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Detail: Thalia, Clio, Euterpe, Calliope and Apollo
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Laocoön and his sons, also known as the Laocoön Group. Marble, copy after a Hellenistic original from c. 200 BC. Found in the Baths of Trajan, 1506 — the head of Laocoön was used by Raphael as a model for Homer’s head in ‘The Parnassus’ fresco.


PORTRAIT OF POPE JULIUS II
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Completed between 1511 and 1512, this striking portrait of Pope Julius II would have a lasting influence on subsequent papal portraiture. The canvas was specially hung at the pillars of the church of Santa Maria del Popolo, on the main route from the north into Rome, on feast and high holy days. Giorgio Vasari, writing long after Julius’ death, said that “it was so lifelike and true it frightened everyone who saw it, as if it were the living man himself”. The portrait now exists in several versions and copies and for many years a version of the painting, now housed in Florence’s Uffizi Gallery, was believed to be the original version, though in much more recent times opinion shifted and it is now generally agreed that London’s National Gallery version is the original portrait.

Previous Papal portraits tended to present their subject frontally, or kneeling in profile, but Raphael had chosen to represent Julius II in a particular humour, seemingly lost in thought. The intimacy of the image was unprecedented at the time, though it was to become the model followed by many future painters, including Sebastiano del Piombo and Diego Velázquez. The painting established a type for papal portraits that endured for over two centuries. 

Until 1970 it was commonly believed that the London version was a studio copy of the original, but in 1969 Konrad Oberhuber of the National Gallery of Art in Washington asked the National Gallery to take X-ray photographs of their version. These revealed that the background of the painting behind the chair had been entirely repainted, concealing an inventory number from the Borghese collection and the green textile hanging now visible after the overpaint was removed in 1970. Small paint samples separated during this cleaning showed that there had been an even earlier hanging with a coloured pattern. The National Gallery’s Cecil Gould published the results of the research in 1970, asserting that Raphael’s original had been rediscovered and the attribution is now generally accepted.
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The Uffizi version


THE TRIUMPH OF GALATEA
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Dating from c. 1514, The Triumph of Galatea was produced for the Villa Farnesina in Rome. The Farnesina was built for the Sienese banker Agostino Chigi, one of the richest men of that age. The Farnese family later acquired and renamed the villa, smaller than the more ostentatious palazzo at the other side of the Tiber. The fresco represents a mythological scene, forming part of a series, embellishing the open gallery of the building, inspired by the “Stanze per la giostra” of the poet Angelo Poliziano, which was never to be completed. According to Greek mythology, the beautiful Nereid Galatea had fallen in love with the peasant shepherd Acis. Her consort, the one-eyed giant Polyphemus, after chancing upon the two lovers together, launched an enormous pillar at Acis, killing the youth.

Raphael chooses not to paint any of the main events of the story, but instead opts for the nymph’s apotheosis (Stanze, I, 118-119). Galatea is surrounded by several other sea creatures, whose forms are evidently inspired by Michelangelo’s Sistine ceiling paintings, while the bright colours and decoration reveal inspiration from ancient Roman paintings. On the left, a Triton (part man, part sea creature) abducts a sea nymph, while behind them; another Triton uses a shell as a trumpet. Galatea rides a shell-chariot drawn by two dolphins. Although some commentators have seen in the model for Galatea the image of the courtesan, Imperia, Agostino Chigi’s lover and Raphael’s near-contemporary, Giorgio Vasari argued that the artist did not intend for Galatea to resemble any mortal person, but to represent ideal beauty. When asked where he had found a model of such beauty, Raphael reportedly replied that he had used “a certain idea” he had formed in his mind.
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The Villa Farnesina — a Renaissance suburban villa in the Via della Lungara, in the district of Trastevere in Rome


SISTINE MADONNA
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Hailed by Giorgio Vasari as “a truly rare and extraordinary work”, this famous painting was originally commissioned in 1512 by Pope Julius II in honour of his late uncle, Pope Sixtus IV, as an altarpiece for the church of San Sisto, Piacenza and it was to be one of the last Madonnas painted by Raphael. The oil painting depicts Mary holding the Christ Child, flanked by Saint Sixtus and Saint Barbara, standing on clouds before obscured cherubs, while two distinctive winged cherubs rest on their elbows beneath her. 

A prominent element within the painting, the winged cherubs beneath the Madonna are now as famous as the image of the divine mother and son. As early as 1913 Gustav Kobbé declared that “no cherub or group of cherubs is so famous as the two that lean on the altar top indicated at the very bottom of the picture.” Heavily marketed, they have been featured in stamps, postcards, T-shirts and wrapping paper. These cherubim have inspired legends of their own. According to a 1912 article in Fra Magazine, when Raphael was painting the Madonna the children of his model would come in to watch. Struck by their posture as they did, the story goes, he added them to the painting exactly as he saw them. Another story, recounted in a 1912 St. Nicholas Magazine, claimed that Raphael was inspired by two children he encountered on the street when he saw them “looking wistfully into the window of a baker’s shop” prompting the neologism Sitonna.

In 1754, Augustus III of Poland purchased the painting for a sum between 110,000 – 120,000 francs and it was relocated to Dresden, where the painting achieved new prominence. This payment was to remain the highest price paid for any painting for many decades. According to legend, Augustus moved his throne in order to better display the painting. The Sistine Madonna in Dresden was reported to have fired the German imagination in the arts, uniting and dividing many in the debate about art and religion, while achieving an international celebrity for the image. It was notably celebrated by Johann Joachim Winckelmann in his popular and influential Geschichte der Kunst des Alterthums (1764), positioning the painting firmly in the public view and in the centre of a debate about the relative prominence of its Classical and Christian elements.  The picture also influenced the works of Goethe, Wagner and Nietzsche.

The Sistine Madonna was rescued from destruction during the bombing of Dresden in World War II, but the conditions in which it was saved and the subsequent history of the piece are themselves the subject of controversy. The painting was stored, with other works of art, in a tunnel in Saxon Switzerland. When the Red Army encountered the painting, they seized the precious artworks for themselves. The painting was temporarily removed to Pillnitz, from which it was transported in a box on a tented flatcar to Moscow. When first seeing the painting, the Soviet leading art official Mikhail Khrapchenko declared that the Pushkin Museum would now be able to claim a place among the great museums of the world.

In 1946, the painting went temporarily on restricted exhibition in the Pushkin, along with some of the other treasures the Soviets had retrieved. But in 1955, after the death of Joseph Stalin, the Soviets decided to return the artworks to Germany, “for the purpose of strengthening and furthering the progress of friendship between the Soviet and German peoples.” There followed some international controversy, with press around the world stating that the Dresden art collection had been damaged in Soviet storage. Soviets countered that they had in fact saved the pieces. The tunnel in which the art was stored in Saxon Switzerland was climate controlled, but according to a Soviet military spokesperson, the power had failed when the collection was discovered and the pieces were exposed to the humid conditions of the underground.
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Portrait of August III the Saxon (1696-1763)


MADONNA DELLA SEGGIOLA
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Completed by 1514 and housed in the Palazzo Pitti collection in Florence, this tondo composition depicts the Madonna embracing the Christ Child, while the young John the Baptist devoutly watches. Painted during Raphael’s Roman period, the painting does not feature the strict geometrical form and linear style of his earlier Florentine Madonnas. Instead, the warmer colours suggest the influence of Titian and Raphael’s rival Sebastiano del Piombo.

The painting soon passed into the Medicean collections and was carried off to Paris by the Napoleonic troops in 1799, though it was brought back to Florence in 1815. Maria Montessori, an Italian doctor and pioneer in pedagogy, wrote that it was her wish that the Madonna della seggiola hang in each Children’s House (Montessori school) as a symbol of “humanity (St. John) rendering homage to maternity (Madonna)”. The French Neo-Classical master Ingres greatly admired Raphael’s art and paid tribute to him by including this painting in many of his works. Johann Zoffany also included this painting along with many others in his 1770 painting of the Tribuna of the Uffizi.
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‘Salomé’ by Titian, 1515


PORTRAIT OF BALTHASAR CASTIGLIONE
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Housed in the Louvre, this 1515 oil painting is widely regarded to be one of the great portraits of the Renaissance, having an enduring influence on artists throughout the ensuing centuries. The portrait depicts Raphael’s friend, the diplomat and humanist Baldassare Castiglione, whose ascent in courtly circles paralleled that of the artist. They were close friends by 1504, when Castiglione made his second visit to Urbino, when the artist was gaining recognition in the humanist circle of the city’s ducal court. Raphael was commissioned by Guidobaldo da Montefeltro in 1505 to paint a picture for Henry VII and Castiglione travelled to England to present the finished painting to the king. It is possible that Castiglione later served as a “scholarly advisor” for The School of Athens and that the depiction of Zoroaster in that fresco may be a portrait of the courtier.

Originally painted on a wooden panel, the portrait’s composition is pyramidal, drawing the viewer’s eye up to centre of the sitter’s face. Copies produced in the seventeenth century show Castiglione’s hands in full, suggesting that the picture was subsequently cut by several inches at the bottom. Castiglione is seated against an earth-toned background, wearing a dark doublet with a trim of squirrel fur and black ribbon, while on his head is a turban topped by a notched beret. His clothing attire indicates that this was painted during the winter, when Castiglione was in Rome by appointment of Guidobaldo da Montefeltro to Pope Leo X. The lightest areas are the subject’s face, seen nearly head-on. Castiglione is portrayed with a somewhat helpless expression, intimating a humane sensitivity characteristic of Raphael’s later portraits. The soft contours of his clothing and rounded beard express the subtlety of the subject’s personality. In his The Book of the Courtier Castiglione is renowned for discussing the merits of the cultivation of fine manners and dress. He popularised the term sprezzatura, “nonchalant mastery”, an ideal of effortless grace befitting a man of culture. The concept eventually found its way in English literature in the plays of Ben Jonson and William Shakespeare.
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Rembrandt, self-portrait, 1640 — one of the many paintings influenced by Raphael’s famous portrait


LA DONNA VELATA
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Translated as ‘the woman with the veil’, La Dona Velata is now one of the most celebrated portraits of the Renaissance period. The sitter of the painting also appears in Raphael’s La Fornarina and is traditionally identified as the bakeress (fornarina), Margherita Luti, Raphael’s Roman mistress. 

The portrait exhibits greater attention to colour and rendering of skin and clothes compared to previous female portraits by the artist. The regular oval of the woman’s face contrasts strikingly against the dark background and her eyes maintain a penetrating expression. The silk of her sleeves contrasts with her ivory-like skin and is closely associated with the thin pleating of the dress, held up by a corset with golden embroidery. As in the portrait of Castiglione, the figure radiates a sense of great dignity and restraint. Though greys and light-blues largely dominate the previous portrait of the courtier, the warm tonalities of white and gold in La Dona Velata are of greater prominence. 
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‘La Fornarina’, c. 1520


THE RAPHAEL CARTOONS
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One of Raphael’s most important papal commissions resulted in a series of ten cartoons (now housed in London’s Victoria and Albert Museum) of which seven survive, for tapestries depicting scenes of the lives of Saint Paul and Saint Peter, for the Sistine Chapel. The cartoons were sent to Brussels to be woven in the workshop of Pier van Aelst. Now, on special occasions, the surviving tapestries are hung below Michelangelo’s famous ceiling in the chapel. Reproduced in the form of prints, they rivalled Michelangelo’s ceiling as some of the most influential designs of the Renaissance. Admiration of them reached its highest pitch in the eighteenth and nineteenth centuries, when they were described as “the Parthenon sculptures of modern art”.

The tapestries are mirror-images of the cartoons, as they were worked from behind; Raphael’s awareness of this in his designs appears to be intermittent. The artist’s workshop would have assisted in their completion and they were finished with great care and actually demonstrate a much more subtle range of colouring than was capable of being reproduced in a tapestry. Raphael knew that the final product of his work would be produced by craftsmen rendering his design in another medium; his efforts are therefore entirely concentrated on strong compositions and broad effects, rather than felicitous handling or detail. It was partly this that made the designs so effective in reduced print versions. 

The Raphael Cartoons represent scenes from the lives of Saints Peter and Paul, emphasising a number of points relevant to contemporary controversies in the period just before the Protestant Reformation, especially the entrusting of the Church to Saint Peter, the founder of the Papacy. There were relatively few precedents for these subjects, so Raphael was less constrained by traditional iconographic expectations than he would have been with a series on the life of Christ or Mary. The scenes from the Life of Peter were designed to hang below the frescoes of the Life of Christ by Perugino and others in the middle register of the Chapel; opposite them, the Life of Saint Paul was to hang below the Life of Moses in fresco. An intervening small frieze showed subjects from the life of Leo, also designed to complement the other series. Each sequence begins at the altar wall, with the Life of Peter on the right side of the Chapel and Life of Paul on the left. 

The cartoons were bought from a Genoese collection in 1623 by King Charles I of England, then still Prince of Wales, using agents. He only paid £300 for the cartoons, suggesting that they were regarded as working designs rather than works of art in their own right. The King had in fact intended to make further tapestries from them at Mortlake (which he did with new borders, paying £500 for each) though he was well aware of their artistic significance. They had been cut into long vertical strips a yard wide, as was required for use on low-warp tapestry looms, and were only permanently rejoined in the 1690s at Hampton Court. In Charles I’s day these were stored in wooden boxes in the Banqueting House, Whitehall and they were one of the few items in the Royal Collection withheld from sale by Oliver Cromwell after Charles’ execution. The fate of the other three cartoons from the set is unknown.
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‘Miraculous Draught of Fishes’, tempera on paper, Victoria and Albert Museum, London
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‘Miraculous Draught of Fishes’, c. 1519, tapestry in silk and wool, Musei Vaticani, Vatican
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‘St Paul Preaching in Athens’, tempera on paper, Victoria and Albert Museum, London
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‘Handing-over the Keys’, tempera on paper, Victoria and Albert Museum, London
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‘Death of Ananias’, tempera on paper, Victoria and Albert Museum, London
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‘Death of Ananias’, tapestry, Musei Vaticani, Vatican
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‘Healing of the Lame Man’, tempera on paper, Victoria and Albert Museum, London
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‘St Paul before the Proconsul’, tempera on paper, Victoria and Albert Museum, London
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‘The Sacrifice at Lystra’, tempera on paper, Victoria and Albert Museum, London


THE TRANSFIGURATION
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Raphael’s last painting was commissioned by Cardinal Giulio de Medici, who was destined to become Pope Clement VII. The Transfiguration was conceived as an altarpiece for the Narbonne Cathedral in France and the artist worked upon it until his early death in 1520. Unusually for a depiction of the Transfiguration of Jesus in Christian art, the subject is combined with an additional episode from the Gospels in the lower part of the painting. Originally Michelangelo was commissioned to paint The Raising of Lazarus to accompany The Transfiguration, at a time when both artists were locked in fierce competition. Yet eventually the commission went to Michelangelo’s friend Sebastiano del Piombo and the paintings would become emblematic of two very different approaches to painting.

By the time Sebastiano del Piombo’s work was officially inspected in the Vatican by Leo X on 11 December 1519, The Transfiguration was still unfinished. Raphael would have been familiar with the final form of The Raising of Lazarus as early as the autumn of 1518 and there is considerable evidence that he worked feverishly to compete his painting, adding a second theme and nineteen figures. A surviving modello for the project, now in the Louvre, shows the dramatic change in the intended work. Examination of the final Transfiguration revealed more than sixteen incomplete areas and alterations. 

Raphael is said to have preferred a fast lifestyle with many lovers and he died on 6 April 1520, following a night of ‘excessive debauchery’, aged only thirty-seven. A week after his death, the two paintings were exhibited together in the Vatican. While there is some speculation that Raphael’s pupil, Giulio Romano, and assistant, Gianfrancesco Penni, painted some of the background figures in the lower right half of the painting, there is no evidence that anyone but Raphael finished the majority of the painting. The cleaning of the painting from 1972 to 1976 confirmed that the assistants finished only some of the lower left figures, while the rest of the painting is by Raphael himself.

The painting depicts two consecutive, but distinct, biblical narratives from the Gospel of Matthew, also related in the Gospel of Mark. In the first, the Transfiguration of Christ itself, Moses and Elijah appear before the transfigured Christ with Peter, James and John looking on . In the second, the Apostles fail to cure a boy from demons and await the return of Christ. The upper section of the painting represents the Transfiguration itself on Mount Tabor, according to tradition, with the transfigured Christ levitating in front of illuminated clouds, between the prophets Moses and Elijah, with whom Jesus is conversing. The two figures kneeling on the left are commonly identified as Justus and Pastor, who shared August 6 as a feast day with the Feast of the Transfiguration. These saints were the patrons of Medici’s archbishopric and the cathedral for which the painting was intended. It has also been suggested that the figures might represent the martyrs Saint Felicissimus and Saint Agapitus, who are commemorated in the missal on the Feast of the Transfiguration.

In 1797, during Napoleon’s Italian campaign, The Transfiguration was taken to Paris by French troops and installed in the Louvre. Previously in 1794, Napoleon’s Committee of Public Instruction had suggested an expert committee accompany the armies to remove important works of art and science to be transported to Paris. The Louvre, which had been opened to the public in 1793, was a clear destination for the art. Among the most sought after treasures Napoleon’s agents coveted were the works of Raphael. Jean-Baptiste Wicar, a member of Napoleon’s selection committee, was a collector of Raphael’s drawings. Baron Antoine-Jean Gros, another member, had been greatly influenced by Raphael art throughout his life. For artists like Jacques-Louis David and his pupils Girodet and Ingres, Raphael represented the embodiment of French artistic ideals. Therefore, Napoleon’s committee seized every available artwork by Raphael. To Napoleon, Raphael was simply the greatest of Italian artists and The Transfiguration his greatest work. The painting, along with the Apollo Belvedere, the Laocoön, the Capitoline Brutus and many others, received a triumphal entry into Paris on 27 July 1798, the fourth anniversary of Maximilien de Robespierre’s fall.

In November 1798, The Transfiguration was put on public display in the Grand Salon at the Louvre. As of 4 July 1801, it became the centrepiece of a large Raphael exhibition in the Grande Galerie. More than twenty artworks by Raphael were placed on display. After the fall of Napoleon Bonaparte in 1815, envoys to Pope Pius VII, Antonio Canova and Marino Marini managed to secure The Transfiguration (along with 66 other pictures) as part of the Treaty of Paris. By agreement with the Congress of Vienna, the works were to be exhibited to the public. The original gallery was in the Borgia Apartment in the Apostolic Palace. After several moves within the Vatican, the painting now resides in the Pinacoteca Vaticana.
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St. Peter and St. John, auxiliary cartoon in black chalk and white heightening over pouncing


[image: img188.jpg]

‘The Raising of Lazarus’ by Sebastiano del Piombo


The Paintings
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Perugia, the capital city of Umbria, central Italy — according to Vasari, Raphael’s father placed the youngster in the workshop of the Umbrian master Pietro Perugino as an apprentice “despite the tears of his mother”. Perugino’s workshop was active in both Perugia and Florence.


THE COMPLETE PAINTINGS
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Raphael’s paintings are presented in chronological order and divided into decade sections, with an alphabetical table of contents following immediately after.

CONTENTS

Resurrection of Christ

The Creation of Eve from Adam

The Holy Trinity

Angel

Angel Holding a Scroll

God the Father and the Virgin Mary

St. Sebastian

Saint Francis of Assisi

Saint Anthony of Padua

Portrait of a Man

Madonna with Child and Saints

Madonna Solly

Madonna and Child with the Book

The Mond Crucifixion

Eusebius of Cremona Raising Three Men from the Dead with Saint Jerome’s Cloak

St. Jerome Saving Sylvanus and Punishing the Heretic Sabinianus

Crowning of the Virgin

The Annunciation

The Adoration of the Magi

The Presentation in the Temple

Diotalevi Madonna

Portrait of a Man, thought to be Francesco Maria della Rovere

St. George Fighting the Dragon

St. Michael Slaying the Devil

Portrait of a Young Man

Julius II. (Guiliano della Rovere)

The Marriage of the Virgin

The Madonna Connestabile

Madonna and Child Enthroned with Saints

The Agony in the Garden

Pietà

An Allegory (Vision of a Knight)

Three Graces

The Procession to Calvary

Madonna del Granduca

The Ansidei Madonna

Saint John the Baptist Preaching

The Small Cowper Madonna

Madonna Terranuova

Christ Blessing

Madonna of the Goldfinch

Madonna of the Meadow

La Donna Gravida

Holy Family

Portrait of Agnolo Doni

Portrait of Maddalena Doni

Lady with a Unicorn

The Holy Family with a Palm Tree

Self-Portrait

St. George and the Dragon

The Madonna of the Pinks

The Canigiani Holy Family

The Holy Family with a Lamb

La Madonna de Bogota

The Deposition

Faith, Hope, Charity

Orleans Madonna

Saint Catherine of Alexandria

The Bridgewater Madonna

Portrait of a Young Woman (La Muta)

The Virgin and Child with the Infant St. John the Baptist

Madonna del Baldacchino

Colonna Madonna

Madonna Tempi

The Niccolini-Cowper Madonna

Madonna Esterhazy

The Garvagh Madonna

La Disputa

The School of Athens

Madonna of Loreto

The Mackintosh Madonna

Portrait of Cardinal Alessandro Farnese

The Alba Madonna

The Cardinal

The Parnassus

The Cardinal Virtues

Portrait of Pope Julius II

The Prophet Isaiah

The Expulsion of Heliodorus from the Temple

The Mass at Bolsena

The Madonna of Foligno

The Triumph of Galatea

Portrait of Pope Julius II

Sistine Madonna

The Holy Family with Raphael, Tobias and Saint Jerome, or the Virgin with a Fish

Madonna della seggiola

Madonna dell’Impannata

Leo X. (Giovanni Medici)

Madonna della tenda

The Sibyls

Portrait of Balthasar Castiglione

Ecstasy of St. Cecilia between Saints Paul, John Evangelist, Augustine and Mary Magdalene

Portrait of Bindo Altoviti

Christ Falls on the Way to Calvary

La Donna Velata

Portrait of Tommaso Inghirami

Portrait of Tommaso Inghirami

Portrait of Cardinal Bibbiena

Double Portrait

The Holy Family Meeting the Infant St. John the Baptist

The Holy Family with little Saint John

Visitation

Holy Family with Saint Elizabeth, the Infant St. John and Two Angels

The Vision of Ezekiel

St. Michael Slaying the Devil

St. Margaret

Pope Leo X with Cardinals Giulio de’ Medici and Luigi de’ Rossi

Self-Portrait with a Friend

The Holy Family with an Oak Tree

La Fornarina

The Transfiguration

 


ALPHABETICAL LIST OF PAINTINGS
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CONTENTS

An Allegory (Vision of a Knight)

Angel

Angel Holding a Scroll

Christ Blessing

Christ Falls on the Way to Calvary

Colonna Madonna

Crowning of the Virgin

Diotalevi Madonna

Double Portrait

Ecstasy of St. Cecilia between Saints Paul, John Evangelist, Augustine and Mary Magdalene

Eusebius of Cremona Raising Three Men from the Dead with Saint Jerome’s Cloak

Faith, Hope, Charity

God the Father and the Virgin Mary

Holy Family

Holy Family with Saint Elizabeth, the Infant St. John and Two Angels

Julius II. (Guiliano della Rovere)

La Disputa

La Donna Gravida

La Donna Velata

La Fornarina

La Madonna de Bogota

Lady with a Unicorn

Leo X. (Giovanni Medici)

Madonna and Child Enthroned with Saints

Madonna and Child with the Book

Madonna del Baldacchino

Madonna del Granduca

Madonna dell’Impannata
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Resurrection of Christ

1499-1502

Oil on panel

52 x 44

São Paulo Museum of Art
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The Creation of Eve from Adam

c. 1499

Oil on canvas

166 x 94

Pinacoteca comunale di Città di Castello
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The Holy Trinity

c. 1499

Oil on canvas

166 x 94

Pinacoteca comunale di Città di Castello
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Angel

1500-1501

Oil on canvas transferred from panel

31 x 26

Pinacoteca Civica Tosio Martinengo, Brescia
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Angel Holding a Scroll

1500-1501

Oil on panel

58 x 36

The Louvre, Paris
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God the Father and the Virgin Mary

1500-1501

Tempera on panel

110 x 73

Museo di Capodimonte, Naples
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St. Sebastian

1501-1502

Oil on panel

45.1 x 36.5

Accademia Carrara di Belle Arti di Bergamo

[image: img197.jpg]


Saint Francis of Assisi

c. 1502

Oil on panel

25 x 16

Dulwich Picture Gallery
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Saint Anthony of Padua

c. 1502

Oil on panel

25 x 16

Dulwich Picture Gallery
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Portrait of a Man

c. 1502

Oil on panel

45 x 31

Galleria Borghese, Rome
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Madonna with Child and Saints

c. 1502

Oil on panel

34 x 29

Berlin State Museums
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Madonna Solly

c. 1502

Oil on panel

52 x 38

Berlin State Museums
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Madonna and Child with the Book

1502-1503

Oil on panel

55.2 x 40

Norton Simon Museum, Pasadena
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The Mond Crucifixion

1502-1503

Oil on panel

283.3 x 167.3

National Gallery, London
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1502-1503

Oil on panel

25.6 x 43.9

National Museum of Ancient Art, Lisbon
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St. Jerome Saving Sylvanus and Punishing the Heretic Sabinianus

1503

Oil on panel

25.7 x 41.9

North Carolina Museum of Art, Raleigh
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Crowning of the Virgin

1502-1504

Tempera on panel transferred to canvas

272 x 165

Vatican Museums
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The Annunciation

1502-1504

Tempera on panel

27 x 50

Vatican Museums
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The Adoration of the Magi

1502-1504

Tempera on panel

27 x 50

Vatican Museums
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The Presentation in the Temple

1502-1504

Tempera on panel

27 x 50

Vatican Museums
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Diotalevi Madonna

c. 1503

Oil on panel

69 x 50

Berlin State Museums
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Portrait of a Man, thought to be Francesco Maria della Rovere

1503-1504

Tempera on panel

48 x 35.5

Uffizi, Florence
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St. George Fighting the Dragon

1503-1505

Oil on panel

29 x 25

The Louvre, Paris
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St. Michael Slaying the Devil

1503-1505

Oil on panel

30 x 26

The Louvre, Paris
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Portrait of a Young Man

1503-1505

Oil on panel

54 x 39

Museum of Fine Arts (Budapest)
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Julius II. (Guiliano della Rovere)

1503-1513

Oil on panel

12 x 9.7

Kunsthistorisches Museum, Vienna
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The Marriage of the Virgin

1504

Oil on panel

170 x 117

Pinacoteca di Brera, Milan
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The Madonna Connestabile

1504

Tempera on canvas transferred from panel

17.5 x 18

Hermitage Museum, St. Petersburg
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Madonna and Child Enthroned with Saints

c. 1504

Oil and gold on panel

169.5 x 168.9

Metropolitan Museum of Art, New York
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The Agony in the Garden

c. 1504

Oil on panel

24.1 x 28.9

Metropolitan Museum of Art, New York
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Pietà

c. 1504

Oil on panel

23.5 x 28.8

Isabella Stewart Gardner Museum, Boston
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An Allegory (Vision of a Knight)

c. 1504

Oil on panel

17.1 x 17.3

National Gallery, London
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Three Graces

c. 1504

Oil on panel

17 x 17

Musée Condé, Chantilly
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The Procession to Calvary

1504-1505

Oil on panel

24.4 x 85.5

National Gallery, London
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Madonna del Granduca

1504-1505

Oil on panel

84.4 x 55.9

Palazzo Pitti, Florence
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The Ansidei Madonna

1505

Oil on panel

216.8 x 147.6

National Gallery, London
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Saint John the Baptist Preaching

1505

Oil on panel

26.2 x 52

National Gallery, London
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The Small Cowper Madonna

c. 1505

Oil on panel

59.5 x 44

National Gallery of Art, Washington
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Madonna Terranuova

c. 1505

Oil on panel

Diameter 88.5

Berlin State Museums
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Christ Blessing

1505-1506

Oil on panel

32 x 25

Pinacoteca Civica Tosio Martinengo, Brescia
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Madonna of the Goldfinch

1505-1506

Tempera on panel

107 x 77

Uffizi, Florence
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Madonna of the Meadow

1505-1506

Oil on panel

113 x 88.5

Kunsthistorisches Museum, Vienna
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La Donna Gravida

1505-1506

Oil on panel

68.8 x 52.6

Palazzo Pitti, Florence
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Holy Family

1505-1507

Tempera on canvas transferred from panel

72.5 x 56.5

Hermitage Museum, St. Petersburg
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Portrait of Agnolo Doni

1506

Oil on panel

63 x 45

Palazzo Pitti, Florence
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Portrait of Maddalena Doni

1506

Oil on panel

63 x 45

Palazzo Pitti, Florence
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Lady with a Unicorn

1506

Oil on panel

65 x 51

Galleria Borghese, Rome
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The Holy Family with a Palm Tree

1506

Oil and gold on canvas transferred from panel

diameter 101.5

Scottish National Gallery, Edinburg
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Self-Portrait

c. 1506

Tempera on panel

47.5 x 33

Uffizi, Florence
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St. George and the Dragon

c. 1506

Oil on panel

28.5 x 21.5

National Gallery of Art, Washington
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The Madonna of the Pinks

1506-1507

Oil on panel

27.9 x 22.4

National Gallery, London
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The Canigiani Holy Family

1507

Oil on panel

131 x 107

Alte Pinakothek, Munich
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The Holy Family with a Lamb

1507

Oil on panel

28 x 21.5

Museo del Prado, Madrid
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La Madonna de Bogota

1507

NY Bank Volt, New York
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The Deposition

1507

Oil on panel

184 x 176

Galleria Borghese, Rome
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Faith, Hope, Charity

1507

Tempera on panel

18 x 44 each

Vatican Museums
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Orleans Madonna

c. 1507

Oil on panel

29 x 21

Musée Condé, Chantilly

[image: img247.jpg]


Saint Catherine of Alexandria

c. 1507

Oil on panel

72.2 x 55.7

National Gallery, London
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The Bridgewater Madonna

c. 1507

Oil and gold on canvas, transferred from panel

81 x 55

Scottish National Gallery, Edinburg
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Portrait of a Young Woman (La Muta)

c. 1507

Oil on panel

64 x 48

Galleria Nazionale delle Marche, Urbino
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The Virgin and Child with the Infant St. John the Baptist

1507-1508

Oil on panel

122 x 80

The Louvre, Paris
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Madonna del Baldacchino

1507-1508

Oil on canvas

279 x 217

Palazzo Pitti, Florence
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Colonna Madonna

1507-1508

Oil on panel

52 x 38

Berlin State Museums
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Madonna Tempi

1508

Oil on panel

75 x 51

Alte Pinakothek, Munich
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The Niccolini-Cowper Madonna

1508

Oil on panel

80.7 x 57.5

National Gallery of Art, Washington
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Madonna Esterhazy

1508

Tempera and oil on panel

28.5 × 21.5

Museum of Fine Arts, Budapest
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The Garvagh Madonna

1509-1510

Oil on panel

38.9 x 32.9

National Gallery, London
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La Disputa

1509-1510

Fresco

500 x 770

Vatican Museums
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The School of Athens

1509-1510

Fresco

500 x 770

Vatican Museums
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Madonna of Loreto

1509-1510

Oil on panel

120 x 90

Musée Condé, Chantilly
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The Mackintosh Madonna

1509-1511

Oil on panel

78.8 x 64.2

National Gallery, London
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Portrait of Cardinal Alessandro Farnese

1509-1511

Oil on panel

139 x 91

Museo di Capodimonte, Naples
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The Alba Madonna

с. 1510

Oil on panel transferred to canvas

Diameter 94.5

National Gallery of Art, Washington
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The Cardinal

1510-1511

Oil on panel

79 x 61

Museo del Prado, Madrid
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The Parnassus

1511

Fresco

Vatican Museums
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The Cardinal Virtues

1511

Fresco

Vatican Museums
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Portrait of Pope Julius II

1511

Oil on panel

108.7 x 81

National Gallery, London
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The Prophet Isaiah

1511-1512

Fresco

250 x 155

Basilica of Sant’Agostino, Rome
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The Expulsion of Heliodorus from the Temple

1511-1512

Fresco

Vatican Museums
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The Mass at Bolsena

1512-1514

Fresco

Apostolic Palace, Vatican 
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The Madonna of Foligno

1511-1512

Tempera on panel transferred onto canvas

308 x 198

Vatican Museums
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The Triumph of Galatea

1511-1513

Fresco

750 x 570

Villa Farnesina, Rome
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Portrait of Pope Julius II

c. 1512

Oil on panel

108.5 x 80

Uffizi, Florence
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Sistine Madonna

1512-1513

Oil on canvas

265 х 196

Gemäldegalerie Alte Meister, Dresden
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The Holy Family with Raphael, Tobias and Saint Jerome, or the Virgin with a Fish

1513-1514

Oil on panel

215 x 158

Museo del Prado, Madrid
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Madonna della seggiola

1513-1514

Oil on panel

diameter 71

Palazzo Pitti, Florence
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Madonna dell’Impannata

1513-1514

Oil on panel

160 x 127

Palazzo Pitti, Florence
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Leo X. (Giovanni Medici)

1513-1520

Oil on panel

11.8 x 9.6

Kunsthistorisches Museum, Vienna
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Madonna della tenda

1514

Oil on panel

65.8 x 51.2

Alte Pinakothek, Munich
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The Sibyls

1514

Fresco

x 615

Santa Maria della Pace, Rome
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Portrait of Balthasar Castiglione
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Oil on canvas

82 x 67

The Louvre, Paris
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Ecstasy of St. Cecilia between Saints Paul, John Evangelist, Augustine and Mary Magdalene

1514-1515

Oil on panel transferred to canvas

236 x 139

Pinacoteca Nazionale di Bologna
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Portrait of Bindo Altoviti
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Oil on panel

59.7 x 43.8

National Gallery of Art, Washington
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Christ Falls on the Way to Calvary

1515-1516

Oil on panel

318 x 229

Museo del Prado, Madrid
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La Donna Velata

1515-1516

Oil on canvas

82 x 60.5

Palazzo Pitti, Florence
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Portrait of Tommaso Inghirami

1515-1516

Oil on panel

89.5 x 62.8

Palazzo Pitti, Florence
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Portrait of Tommaso Inghirami

c. 1516

Oil on panel

89.7 x 62.2

Isabella Stewart Gardner Museum, Boston
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Oil on canvas

85 x 66.3

Palazzo Pitti, Florence

[image: img288.jpg]


Double Portrait
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Oil on canvas

77 x 111

Doria Pamphilj Gallery, Rome
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The Holy Family Meeting the Infant St. John the Baptist

c. 1516

Oil and gold on panel

90 x 63.3

Scottish National Gallery, Edinburg
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The Holy Family with little Saint John

c. 1516

Oil on canvas

103 x 84

Museo del Prado, Madrid
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c. 1517

Oil on panel

200 x 145

Museo del Prado, Madrid
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Holy Family with Saint Elizabeth, the Infant St. John and Two Angels 

1518

Oil on canvas transferred from panel

207 x 140

The Louvre, Paris

[image: img293.jpg]


The Vision of Ezekiel

1518

Oil on panel

40.7 x 29.5

Palazzo Pitti, Florence
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St. Michael Slaying the Devil

1518

Oil on canvas transferred from panel

268 x 160

The Louvre, Paris
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St. Margaret
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Oil on panel

192 x 122

Kunsthistorisches Museum, Vienna
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Pope Leo X with Cardinals Giulio de’ Medici and Luigi de’ Rossi
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Tempera on panel
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Self-Portrait with a Friend
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Oil on canvas
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The Louvre, Paris
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La Fornarina
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Galleria Borghese, Rome
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The Transfiguration
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Tempera on panel
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Vatican Museums
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The Drawings
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The ‘Raphael Rooms’ form a suite of reception rooms in the Palace of the Vatican. Famous for their frescoes by Raphael and his workshop, they are regarded as masterpieces of the High Renaissance.
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Madonna Studies
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Galleria degli Uffizi, Florence
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Royal Collection, Windsor
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Kneeling Nude Woman

c. 1518
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Psyche Offering Venus the Water of Styx
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Musée du Louvre, Paris
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Study for the Holy Family

1518
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Galleria degli Uffizi, Florence
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Figure Study of Two Apostles

1518-20
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Heads and hands of the Apostles
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Ashmolean Museum, Oxford
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1519-20

Black chalk over pouncing, 265 x 198 mm

British Museum, London
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The School of Athens

Pen and ink and wash, 290 x 430 mm

Galleria degli Uffizi, Florence
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Fighting Men

1510-11

Red chalk over leadpoint, 379 x 281 mm

Ashmolean Museum, Oxford
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Study of Diogenes for the School of Athens

1509-10

Silverpoint, 244 x 284 mm

Städelsches Kunstinstitut, Frankfurt
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Study of Two Men in Discussion

1509-10

Silverpoint, 278 x 200 mm

Ashmolean Museum, Oxford
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Design for the lower half of the Disputa

1510-11

Pen and brown wash with white heightening, 233 x 405 mm

Musée Condé, Chantilly
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Study for the Disputa

c. 1508

Pen and ink over stylus, 247 x 401 mm

British Museum, London
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Design for the left half of the Disputa

1501-11

Pen and brown wash with white heightening on silverpoint, 276 x 283 mm

Royal Collection, Windsor
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Study for Adam

c. 1509

Black chalk, 357 x 210 mm

Galleria degli Uffizi, Florence
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Nude Garzone Study for the Disputa

c. 1508

Pen and ink over stylus, 280 x 416 mm

Städelsches Kunstinstitut, Frankfurt
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Study for the Head of a Poet

c. 1511

Silverpoint on pink prepared paper, 122 x 103 mm

Museo Horne, Florence
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A Soldier before the Cell of St. Peter

Pen and ink and wash on white paper, 274 x 254 mm

Galleria degli Uffizi, Florence
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Putto with Medici Symbols

1514

Black chalk heightened with white, 339 x 186 mm

Teylers Museum, Haarlem 
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Nude Study

c. 1515

Red chalk over metal stylus, 410 x 281 mm

Graphische Sammlung Albertina, Vienna
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Winged Putto with Cartello

c. 1510

Black chalk, heightened with white, 225 x 154 mm

Musée des Beaux-Arts, Lille
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Figure Studies

1519-20

Black chalk and white highlighting over stylus, 257 x 362 mm

Ashmolean Museum, Oxford
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Self-Portrait

c. 1499

Black chalk, 380 x 260 mm

Ashmolean Museum, Oxford

[image: img350.jpg]


Enea Piccolomini Leaves for the Council of Basel

c. 1502

Pen and ink, brush and wash, 705 x 415 mm

Galleria degli Uffizi, Florence
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Men with Halberds

Silverpoint on blue-gray prepared paper, 213 x 223 mm

Ashmolean Museum, Oxford
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Three Standing Nude Men

1504-05

Pen and ink over traces of black chalk, 243 x 148 mm

British Museum, London
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Madonna and Child and the Young St. John

Pen and ink on paper, 173 x 210 mm

Galleria degli Uffizi, Florence
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Leda and the Swan

1505-07

Pen and ink over chalk, 310 x 192 mm

Royal Collection, Windsor
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Study for the Head of a Man

1505

Silverpoint, 204 x 186 mm

Musée des Beaux-Arts, Lille
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Interior of the Pantheon

c. 1506

Pen and ink, 277 x 407 mm

Galleria degli Uffizi, Florence
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Portrait of a Woman

1505-06

Pen and ink wash over stylus, 220 x 158 mm

Musée du Louvre, Paris
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Studies

c. 1507

Pen and ink over chalk, 253 x 183 mm

British Museum, London
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Study of the Christ Child

1506-07

Pen and ink over lead point, 283 x 161 mm

Ashmolean Museum, Oxford
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Study after Michelangelo’s St. Matthew

c. 1507

Pen and ink, 319 x 230 mm

British Museum, London
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Holy Family with St. John the Baptist, Zacharias, and Elizabeth in a Landscape

1507-08

Pen and ink, 353 x 234 mm

Musée des Beaux-Arts, Lille
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Head of a Youth

1500s

Red chalk on white paper

Galleria degli Uffizi, Florence
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Study of a Twisting Child

1509-11

Silverpoint, 168 x 119 mm

British Museum, London
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Study of Heads, Mother and Child

1509-11

Silverpoint, 143 x 110 mm

British Museum, London
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Study for a Resurrection

1511-12

Pen and ink over stylus, 345 x 262 mm

Ashmolean Museum, Oxford
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Study of a Seated Figure for a Resurrection

1511-12

Black chalk, 345 x 262 mm

Ashmolean Museum, Oxford
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Wedding of Alexander and Roxane

Red chalk, metalpoint, white heightening, 228 x 317 mm

Graphische Sammlung Albertina, Vienna
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Study of a Sculpture of a Horse

c. 1516

Red chalk over stylus, 218 x 272 mm

Devonshire Collection, Chatsworth
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The Biographies
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Self-portrait of Raphael, aged 23


LIFE OF RAFFAELLO DA URBINO by Giorgio Vasari
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RAFFAELLO SANZIO: PAINTER AND ARCHITECT

How bountiful and benign Heaven sometimes shows itself in showering upon one single person the infinite riches of its treasures, and all those graces and rarest gifts that it is wont to distribute among many individuals, over a long space of time, could be clearly seen in the no less excellent than gracious Raffaello Sanzio da Urbino, who was endowed by nature with all that modesty and goodness which are seen at times in those who, beyond all other men, have added to their natural sweetness and gentleness the beautiful adornment of courtesy and grace, by reason of which they always show themselves agreeable and pleasant to every sort of person and in all their actions. Him nature presented to the world, when, vanquished by art through the hands of Michelagnolo Buonarroti, she wished to be vanquished, in Raffaello, by art and character together. And in truth, since the greater part of the craftsmen who had lived up to that time had received from nature a certain element of savagery and madness, which, besides making them strange and eccentric, had brought it about that very often there was revealed in them rather the obscure darkness of vice than the brightness and splendour of those virtues that make men immortal, there was right good reason for her to cause to shine out brilliantly in Raffaello, as a contrast to the others, all the rarest qualities of the mind, accompanied by such grace, industry, beauty, modesty, and excellence of character, as would have sufficed to efface any vice, however hideous, and any blot, were it ever so great. Wherefore it may be surely said that those who are the possessors of such rare and numerous gifts as were seen in Raffaello da Urbino, are not merely men, but, if it be not a sin to say it, mortal gods;  and that those who, by means of their works, leave an honourable name written in the archives of fame in this earthly world of ours, can also hope to have to enjoy in Heaven a worthy reward for their labours and merits.

Raffaello was born at Urbino, a very famous city in Italy, at three o’clock of the night on Good Friday, in the year 1483, to a father named Giovanni de’ Santi, a painter of no great excellence, and yet a man of good intelligence, well able to direct his children on that good path which he himself had not been fortunate enough to have shown to him in his boyhood. And since Giovanni knew how important it is to rear infants, not with the milk of nurses, but with that of their own mothers, no sooner was Raffaello born, to whom with happy augury he gave that name at baptism, than he insisted that this his only child — and he had no more afterwards — should be suckled by his own mother, and that in his tender years he should have his character formed in the house of his parents, rather than learn less gentle or even boorish ways and habits in the houses of peasants or common people. When he was well grown, he began to exercise him in painting, seeing him much inclined to such an art, and possessed of a very beautiful genius: wherefore not many years passed before Raffaello, still a boy, became a great help to Giovanni in many works that he executed in the state of Urbino. In the end, this good and loving father, knowing that his son could learn little from him, made up his mind to place him with Pietro Perugino, who, as he heard tell, held the first place among painters at that time. He went, therefore, to Perugia: but not finding Pietro there, he set himself, in order to lessen the annoyance of waiting for him, to execute some works in S. Francesco. When Pietro had returned from Rome, Giovanni, who was a gentle and well-bred person, formed a friendship with him, and, when the time appeared to have come, in the most adroit method that he knew, told him his desire. And so Pietro, who was very courteous and a lover of beautiful genius, agreed to have Raffaello: whereupon Giovanni, going off rejoicing to Urbino, took the boy, not without many tears on the part of his mother, who loved him dearly, and brought him to Perugia, where Pietro, after seeing Raffaello’s method of drawing, and his beautiful  manners and character, formed a judgment of him which time, from the result, proved to be very true.

It is a very notable thing that Raffaello, studying the manner of Pietro, imitated it in every respect so closely, that his copies could not be distinguished from his master’s originals, and it was not possible to see any clear difference between his works and Pietro’s; as is still evident from some figures in a panel in S. Francesco at Perugia, which he executed in oils for Madonna Maddalena degli Oddi. These are a Madonna who has risen into Heaven, with Jesus Christ crowning her, while below, round the sepulchre, are the twelve Apostles, contemplating the Celestial Glory, and at the foot of the panel is a predella divided into three scenes, painted with little figures, of the Madonna receiving the Annunciation from the Angel, of the Magi adoring Christ, and of Christ in the arms of Simeon in the Temple. This work is executed with truly supreme diligence; and one who had not a good knowledge of the two manners, would hold it as certain that it is by the hand of Pietro, whereas it is without a doubt by the hand of Raffaello.

After this work, Pietro returning to Florence on some business of his own, Raffaello departed from Perugia and went off with some friends to Città di Castello, where he painted a panel for S. Agostino in the same manner, and likewise one of a Crucifixion for S. Domenico, which, if his name were not written upon it, no one would believe to be a work by Raffaello, but rather by Pietro. For S. Francesco, also in the same city, he painted a little panel-picture of the Marriage of Our Lady, in which one may recognize the excellence of Raffaello increasing and growing in refinement, and surpassing the manner of Pietro. In this work is a temple drawn in perspective with such loving care, that it is a marvellous thing to see the difficulties that he was for ever seeking out in this branch of his profession.

Meanwhile, when he had acquired very great fame by following his master’s manner, Pope Pius II had given the commission for painting the library of the Duomo at Siena to Pinturicchio; and he, being a friend  of Raffaello, and knowing him to be an excellent draughtsman, brought him to Siena, where Raffaello made for him some of the drawings and cartoons for that work. The reason that he did not continue at it was that some painters in Siena kept extolling with vast praise the cartoon that Leonardo da Vinci had made in the Sala del Papa of a very beautiful group of horsemen, to be painted afterwards in the Hall of the Palace of the Signoria, and likewise some nudes executed by Michelagnolo Buonarroti in competition with Leonardo, and much better; and Raffaello, on account of the love that he always bore to the excellent in art, was seized by such a desire to see them, that, putting aside that work and all thought of his own advantage and comfort, he went off to Florence.

Having arrived there, and being pleased no less with the city than with those works, which appeared to him to be divine, he determined to take up his abode there for some time; and thus he formed a friendship with some young painters, among whom were Ridolfo Ghirlandajo, Aristotile da San Gallo, and others, and became much honoured in that city, particularly by Taddeo Taddei, who, being one who always loved any man inclined to excellence, would have him ever in his house and at his table. And Raffaello, who was gentleness itself, in order not to be beaten in courtesy, made him two pictures, which incline to his first manner, derived from Pietro, but also to the other much better manner that he afterwards acquired by study, as will be related; which pictures are still in the house of the heirs of the said Taddeo.

Raffaello also formed a very great friendship with Lorenzo Nasi; and for this Lorenzo, who had taken a wife about that time, he painted a picture in which he made a Madonna, and between her legs her Son, to whom a little S. John, full of joy, is offering a bird, with great delight and pleasure for both of them. In the attitude of each is a certain childlike simplicity which is wholly lovely, besides that they are so well coloured, and executed with such diligence, that they appear to be rather of living flesh than wrought by means of colour and draughtsmanship; the Madonna, likewise, has an air truly full of grace and divinity; and the foreground, the landscapes, and in short all the rest of the work, are  most beautiful. This picture was held by Lorenzo Nasi, as long as he lived, in very great veneration, both in memory of Raffaello, who had been so much his friend, and on account of the dignity and excellence of the work; but afterwards, on August 9, in the year 1548, it met an evil fate, when, on account of the collapse of the hill of S. Giorgio, the house of Lorenzo fell down, together with the ornate and beautiful houses of the heirs of Marco del Nero, and other neighbouring dwellings. However, the pieces of the picture being found among the fragments of the ruins, the son of Lorenzo, Battista, who was a great lover of art, had them put together again as well as was possible.

After these works, Raffaello was forced to depart from Florence and go to Urbino, where, on account of the death of his mother and of his father Giovanni, all his affairs were in confusion. While he was living in Urbino, therefore, he painted for Guidobaldo da Montefeltro, then Captain of the Florentines, two pictures of Our Lady, small but very beautiful, and in his second manner, which are now in the possession of the most illustrious and excellent Guidobaldo, Duke of Urbino. For the same patron he painted a little picture of Christ praying in the Garden, with the three Apostles sleeping at some distance from Him. This painting is so highly finished, that a miniature could not be better, or in any way different; and after having been a long time in the possession of Francesco Maria, Duke of Urbino, it was then presented by the most illustrious Signora Leonora, his consort, to the Venetians Don Paolo Giustiniano and Don Pietro Quirini, hermits of the holy Hermitage of Camaldoli, who afterwards placed it, as a relic and a very rare thing, and, in a word, as a work by the hand of Raffaello da Urbino, and also to honour the memory of that most illustrious lady, in the apartment of the Superior of that hermitage, where it is held in the veneration that it deserves.

Having executed these works and settled his affairs, Raffaello returned to Perugia, where he painted a panel-picture of Our Lady, S. John the Baptist, and S. Nicholas, for the Chapel of the Ansidei in the Church of the Servite Friars. And in the Chapel of the Madonna in S. Severo, a little monastery of the Order of Camaldoli, in the same city,  he painted in fresco a Christ in Glory, and a God the Father with angels round Him, and six saints seated, S. Benedict, S. Romualdo, S. Laurence, S. Jerome, S. Mauro, and S. Placido, three on either side; and on this picture, which was held at that time to be most beautiful for a work in fresco, he wrote his name in large and very legible letters. In the same city, also, he was commissioned by the Nuns of S. Anthony of Padua to paint a panel-picture of Our Lady, with Jesus Christ fully dressed, as it pleased those simple and venerable sisters, in her lap, and on either side of the Madonna S. Peter, S. Paul, S. Cecilia, and S. Catherine; to which two holy virgins he gave the sweetest and most lovely expressions of countenance and the most beautifully varied head-dresses that are anywhere to be seen, which was a rare thing in those times. Above this panel, in a lunette, he painted a very beautiful God the Father, and in the predella of the altar three scenes with little figures, of Christ praying in the Garden, bearing the Cross (wherein are some soldiers dragging Him along with most beautiful movements), and lying dead in the lap of His Mother. This work is truly marvellous and devout; and it is held in great veneration by those nuns, and much extolled by all painters.

I will not refrain from saying that it was recognized, after he had been in Florence, that he changed and improved his manner so much, from having seen many works by the hands of excellent masters, that it had nothing to do with his earlier manner; indeed, the two might have belonged to different masters, one much more excellent than the other in painting.

Before he departed from Perugia, Madonna Atalanta Baglioni besought him that he should consent to paint a panel for her chapel in the Church of S. Francesco; but since he was not able to meet her wishes at that time, he promised her that, after returning from Florence, whither he was obliged to go on some affairs, he would not fail her. And so, having come to Florence, where he applied himself with incredible labour to the studies of his art, he made the cartoon for that chapel, with the intention of going, as he did, as soon as the occasion might present itself, to put it into execution.

While he was thus staying in Florence, Agnolo Doni — who was very  careful of his money in other things, but willing to spend it, although still with the greatest possible economy, on works of painting and sculpture, in which he much delighted — caused him to make portraits of himself and of his wife; and these may be seen, painted in his new manner, in the possession of Giovan Battista, his son, in the beautiful and most commodious house that the same Agnolo built on the Corso de’ Tintori, near the Canto degli Alberti, in Florence. For Domenico Canigiani, also, he painted a picture of Our Lady, with the Child Jesus welcoming a little S. John brought to Him by S. Elizabeth, who, as she holds him, is gazing with a most animated expression at a S. Joseph, who is standing with both his hands leaning on a staff, and inclines his head towards her, as though praising the greatness of God and marvelling that she, so advanced in years, should have so young a child. And all appear to be amazed to see with how much feeling and reverence the two cousins, for all their tender age, are caressing one another; not to mention that every touch of colour in the heads, hands, and feet seems to be living flesh rather than a tint laid on by a master of that art. This most noble picture is now in the possession of the heirs of the said Domenico Canigiani, who hold it in the estimation that is due to a work by Raffaello da Urbino.

This most excellent of painters studied in the city of Florence the old works of Masaccio; and what he saw in those of Leonardo and Michelagnolo made him give even greater attention to his studies, in consequence of which he effected an extraordinary improvement in his art and manner. While he was living in Florence, Raffaello, besides other friendships, became very intimate with Fra Bartolommeo di San Marco, being much pleased with his colouring, and taking no little pains to imitate it: and in return he taught that good father the principles of perspective, to which up to that time the monk had not given any attention.

But at the very height of this friendly intercourse, Raffaello was recalled to Perugia, where he began by finishing the work for the aforesaid Madonna Atalanta Baglioni in S. Francesco, for which, as has been related, he had made the cartoon in Florence. In this most divine picture there is a Dead Christ being borne to the Sepulchre, executed  with such freshness and such loving care, that it seems to the eye to have been only just painted. In the composition of this work, Raffaello imagined to himself the sorrow that the nearest and most affectionate relatives of the dead one feel in laying to rest the body of him who has been their best beloved, and on whom, in truth, the happiness, honour, and welfare of a whole family have depended. Our Lady is seen in a swoon; and the heads of all the figures are very gracious in their weeping, particularly that of S. John, who, with his hands clasped, bows his head in such a manner as to move the hardest heart to pity. And in truth, whoever considers the diligence, love, art, and grace shown by this picture, has great reason to marvel, for it amazes all who behold it, what with the air of the figures, the beauty of the draperies, and, in short, the supreme excellence that it reveals in every part.

This work finished, he returned to Florence, where he received from the Dei, citizens of that city, the commission for an altar-panel that was to be placed in their chapel in S. Spirito; and he began it, and brought the sketch very nearly to completion. At the same time he painted a picture that was afterwards sent to Siena, although, on the departure of Raffaello, it was left with Ridolfo Ghirlandajo, to the end that he might finish a piece of blue drapery that was wanting. This happened because Bramante da Urbino, who was in the service of Julius II, wrote to Raffaello, on account of his being distantly related to him and also his compatriot, that he had so wrought upon the Pope, who had caused some new rooms to be made (in the Vatican), that Raffaello would have a chance of showing his worth in them. This proposal pleased Raffaello: wherefore, abandoning his works in Florence, and leaving the panel for the Dei unfinished, in the state in which Messer Baldassarre da Pescia had it placed in the Pieve of his native city after the death of Raffaello, he betook himself to Rome. Having arrived there, he found that most of the rooms in the Palace had been painted, or were still being painted, by a number of masters. To be precise, he saw that there was one room in which a scene had been finished by Piero della Francesca; Luca da Cortona had brought one wall nearly to completion; and Don Pietro  della Gatta, Abbot of S. Clemente at Arezzo, had begun some works there. Bramantino, the Milanese, had likewise painted many figures, which were mostly portraits from life, and were held to be very beautiful. After his arrival, therefore, having been received very warmly by Pope Julius, Raffaello began in the Camera della Segnatura a scene of the theologians reconciling Philosophy and Astrology with Theology: wherein are portraits of all the sages in the world, disputing in various ways. Standing apart are some astrologers, who have made various kinds of figures and characters of geomancy and astrology on some little tablets, which they send to the Evangelists by certain very beautiful angels; and these Evangelists are expounding them. Among them is Diogenes with his cup, lying on the steps, and lost in thought, a figure very well conceived, which, for its beauty and the characteristic negligence of its dress, is worthy to be extolled. There, also, are Aristotle and Plato, one with the Timæus in his hand, the other with the Ethics; and round them, in a circle, is a great school of philosophers. Nor is it possible to express the beauty of those astrologers and geometricians who are drawing a vast number of figures and characters with compasses on tablets: among whom, in the figure of a young man, shapely and handsome, who is throwing out his arms in admiration, and inclining his head, is the portrait of Federigo II, Duke of Mantua, who was then in Rome. There is also a figure that is stooping to the ground, holding in its hand a pair of compasses, with which it is making a circle on a tablet: this is said to be the architect Bramante, and it is no less the man himself than if he were alive, so well is it drawn. Beside a figure with its back turned and holding a globe of the heavens in its hand, is the portrait of Zoroaster; and next to him is Raffaello, the master of the work, who made his own portrait by means of a mirror, in a youthful head with an air of great modesty, filled with a pleasing and excellent grace, and wearing a black cap.

Nor is one able to describe the beauty and goodness that are to be seen in the heads and figures of the Evangelists, to whose countenances he gave an air of attention and intentness very true to life, and particularly in those who are writing. Thus, behind S. Matthew, who is copying  the characters from the tablet wherein are the figures (which is held before him by an angel), and writing them down in a book, he painted an old man who, having placed a piece of paper on his knee, is copying all that S. Matthew writes down; and while intent on his work in that uncomfortable position, he seems to twist his head and his jaws in time with the motion of the pen. And in addition to the details of the conceptions, which are numerous enough, there is the composition of the whole scene, which is truly arranged with so much order and proportion, that he may be said to have given therein such a proof of his powers as made men understand that he was resolved to hold the sovereignty, without question, among all who handled the brush.

He also adorned this work with a view in perspective and with many figures, executed in such a sweet and delicate manner, that Pope Julius was induced thereby to cause all the scenes of the other masters, both the old and the new, to be thrown to the ground, so that Raffaello alone might have the glory of all the labours that had been devoted to these works up to that time. The work of Giovanni Antonio Sodoma of Vercelli, which was above Raffaello’s painting, was to be thrown down by order of the Pope; but Raffaello determined to make use of its compartments and grotesques. There were also some medallions, four in number, and in each of these he made a figure as a symbol of the scenes below, each figure being on the same side as the scene that it represented. Over the first scene, wherein he painted Philosophy, Astrology, Geometry, and Poetry making peace with Theology, is a woman representing Knowledge, who is seated on a throne that is supported on either side by a figure of the Goddess Cybele, each with those many breasts which in ancient times were the attributes of Diana Polymastes; and her dress is of four colours, standing for the four elements; from the head downwards there is the colour of fire, below the girdle that of the sky, from the groin to the knees there is the colour of earth, and the rest, down to the feet, is the colour of water. With her, also, are some truly beautiful little boys. In another medallion, on the side towards the window that looks over the Belvedere, is a figure of Poetry, who is in the form of Polyhymnia, crowned with laurel, and holds an antique musical instrument  in one hand, and a book in the other, and has her legs crossed. With a more than human beauty of expression in her countenance, she stands with her eyes uplifted towards Heaven, accompanied by two little boys, who are lively and spirited, and who make a group of beautiful variety both with her and with the others. On this side, over the aforesaid window, Raffaello afterwards painted Mount Parnassus. In the third medallion, which is above the scene where the Holy Doctors are ordaining the Mass, is a figure of Theology, no less beautiful than the others, with books and other things round her, and likewise accompanied by little boys. And in the fourth medallion, over the other window, which looks out on the court, he painted Justice with her scales, and her sword uplifted, and with the same little boys that are with the others; of which the effect is supremely beautiful, for in the scene on the wall below he depicted the giving of the Civil and the Canon Law, as we will relate in the proper place.

In like manner, on the same ceiling, in the angles of the pendentives, he executed four scenes which he drew and coloured with great diligence, but with figures of no great size. In one of these, that near the Theology, he painted the Sin of Adam, the eating of the apple, which he executed with a most delicate manner; and in the second, near the Astrology, is a figure of that science setting the fixed stars and planets in their places. In the next, that belonging to Mount Parnassus, is Marsyas, whom Apollo has caused to be bound to a tree and flayed; and on the side of the scene wherein the Decretals are given, there is the Judgment of Solomon, showing him proposing to have the child cut in half. These four scenes are all full of expression and feeling, and executed with excellent draughtsmanship, and with pleasing and gracious colouring.

But now, having finished with the vaulting — that is, the ceiling — of that apartment, it remains for us to describe what he painted below the things mentioned above, wall by wall. On the wall towards the Belvedere, where there are Mount Parnassus and the Fount of Helicon, he made round that mount a laurel wood of darkest shadows, in the verdure of which one almost sees the leaves quivering in the gentle zephyrs; and in the air are vast numbers of naked Loves, most beautiful  in feature and expression, who are plucking branches of laurel and with them making garlands, which they throw and scatter about the mount. Over the whole, in truth, there seems to breathe a spirit of divinity, so beautiful are the figures, and such the nobility of the picture, which makes whoever studies it with attention marvel how a human brain, by the imperfect means of mere colours, and by excellence of draughtsmanship, could make painted things appear alive. Most lifelike, also, are those Poets who are seen here and there about the mount, some standing, some seated, some writing, and others discoursing, and others, again, singing or conversing together, in groups of four or six, according as it pleased him to distribute them. There are portraits from nature of all the most famous poets, ancient and modern, and some only just dead, or still living in his day; which were taken from statues or medals, and many from old pictures, and some, who were still alive, portrayed from the life by himself. And to begin with one end, there are Ovid, Virgil, Ennius, Tibullus, Catullus, Propertius, and Homer; the last-named, blind and chanting his verses with uplifted head, having at his feet one who is writing them down. Next, in a group, are all the nine Muses and Apollo, with such beauty in their aspect, and such divinity in the figures, that they breathe out a spirit of grace and life. There, also, are the learned Sappho, the most divine Dante, the gracious Petrarca, and the amorous Boccaccio, who are wholly alive, with Tibaldeo, and an endless number of other moderns; and this scene is composed with much grace, and executed with diligence.

On another wall he made a Heaven, with Christ, Our Lady, S. John the Baptist, the Apostles, the Evangelists, and the Martyrs, enthroned on clouds, with God the Father sending down the Holy Spirit over them all, and particularly over an endless number of saints, who are below, writing the Mass, and engaged in disputation about the Host, which is on the altar. Among these are the four Doctors of the Church, who have about them a vast number of saints, such as Dominic, Francis, Thomas Aquinas, Buonaventura, Scotus, and Nicholas of Lira, with Dante, Fra Girolamo Savonarola of Ferrara, and all the Christian theologians, with an infinite number of portraits from nature; and in the air  are four little children, who are holding open the Gospels. Anything more graceful or more perfect than these figures no painter could create, since those saints are represented as seated in the air, in a circle, and so well, that in truth, besides the appearance of life that the colouring gives them, they are foreshortened and made to recede in such a manner, that they would not be otherwise if they were in relief. Moreover, their vestments show a rich variety, with most beautiful folds in the draperies, and the expressions of the heads are more Divine than human; as may be seen in that of Christ, which reveals all the clemency and devoutness that Divinity can show to mortal men through the medium of painting. For Raffaello received from nature a particular gift of making the expressions of his heads very sweet and gracious; of which we have proof also in the Madonna, who, with her hands pressed to her bosom, gazing in contemplation upon her Son, seems incapable of refusing any favour; not to mention that he showed a truly beautiful sense of fitness, giving a look of age to the expressions of the Holy Patriarchs, simplicity to the Apostles, and faith to the Martyrs. Even more art and genius did he display in the holy Christian Doctors, in whose features, while they make disputation throughout the scene in groups of six or three or two, there may be seen a kind of eagerness and distress in seeking to find the truth of that which is in question, revealing this by gesticulating with their hands, making various movements of their persons, turning their ears to listen, knitting their brows, and expressing astonishment in many different ways, all truly well varied and appropriate; save only the four Doctors of the Church, who, illumined by the Holy Spirit, are unravelling and expounding, by means of the Holy Scriptures, all the problems of the Gospels, which are held up by those little boys who have them in their hands as they hover in the air.

On another wall, where the other window is, on one side, he painted Justinian giving the Laws to the Doctors to be revised; and above this, Temperance, Fortitude, and Prudence. On the other side he painted the Pope giving the Canonical Decretals; for which Pope he made a portrait from life of Pope Julius, and, beside him, Cardinal Giovanni de’ Medici, who became Pope Leo, Cardinal Antonio di Monte, and Cardinal  Alessandro Farnese, who afterwards became Pope Paul III, with other portraits.

The Pope was very well satisfied with this work; and in order to make the panelling worthy of the paintings, he sent to Monte Oliveto di Chiusuri, a place in the territory of Siena, for Fra Giovanni da Verona, a great master at that time of perspective-views in inlaid woodwork, who made there not only the panelling right round, but also very beautiful doors and seats, wrought with perspective-views, which brought him great favour, rewards, and honour from the Pope. And it is certain that in that craft there was never any man more able than Giovanni, either in design or in workmanship: of which we still have proof in the Sacristy, wrought most beautifully with perspective-views in woodwork, of S. Maria in Organo in his native city of Verona, in the choir of Monte Oliveto di Chiusuri and that of S. Benedetto at Siena, in the Sacristy of Monte Oliveto at Naples, and also in the choir of the Chapel of Paolo da Tolosa in the same place, executed by that master. Wherefore he well deserved to be esteemed and held in very great honour by the convent of his Order, in which he died at the age of sixty-eight, in the year 1537. Of him, as of a person truly excellent and rare, I have thought it right to make mention, believing that this was due to his talents, which, as will be related in another place, led to many beautiful works being made by other masters after him.

But to return to Raffaello; his powers grew in such a manner, that he was commissioned by the Pope to go on to paint a second room, that near the Great Hall. And at this time, when he had gained a very great name, he also made a portrait of Pope Julius in a picture in oils, so true and so lifelike, that the portrait caused all who saw it to tremble, as if it had been the living man himself. This work is now in S. Maria del Popolo, together with a very beautiful picture of Our Lady, painted at the same time by the same master, and containing the Nativity of Jesus Christ, wherein is the Virgin laying a veil over her Son, whose beauty is such, both in the air of the head and in all the members, as to show that He is the true Son of God. And no less beautiful than the Child is the Madonna, in whom, besides her supreme loveliness, there may be seen  piety and gladness. There is also a Joseph, who, leaning with both his hands on a staff, and lost in thoughtful contemplation of the King and Queen of Heaven, gazes with the adoration of a most saintly old man. Both these pictures are exhibited on days of solemn festival.

By this time Raffaello had acquired much fame in Rome; but, although his manner was graceful and held by all to be very beautiful, and despite the fact that he had seen so many antiquities in that city, and was for ever studying, nevertheless he had not yet given thereby to his figures that grandeur and majesty which he gave to them from that time onward. For it happened in those days that Michelagnolo made the terrifying outburst against the Pope in the chapel, of which we will speak in his Life; whence he was forced to fly to Florence. Whereupon Bramante, having the keys of the chapel, allowed Raffaello, who was his friend, to see it, to the end that he might be able to learn the methods of Michelagnolo. And the sight of it was the reason that Raffaello straightway repainted, although he had already finished it, the Prophet Isaiah that is to be seen in S. Agostino at Rome, above the S. Anne by Andrea Sansovino; in which work, by means of what he had seen of Michelagnolo’s painting, he made the manner immeasurably better and more grand, and gave it greater majesty. Wherefore Michelagnolo, on seeing afterwards the work of Raffaello, thought, as was the truth, that Bramante had done him that wrong on purpose in order to bring profit and fame to Raffaello.

Not long after this, Agostino Chigi, a very rich merchant of Siena, who was much the friend of every man of excellence, gave Raffaello the commission to paint a chapel; and this he did because a short time before Raffaello had painted for him in his softest manner, in a loggia of his palace, now called the Chigi, in the Trastevere, a Galatea in a car on the sea drawn by two dolphins, and surrounded by Tritons and many sea-gods. Raffaello, then, having made the cartoon for that chapel, which is at the entrance of the Church of S. Maria della Pace, on the right hand as one goes into the church by the principal door, executed it in fresco, in his new manner, which was no little grander and more magnificent than his earlier manner. In this painting Raffaello depicted  some Prophets and Sibyls, before Michelagnolo’s chapel had been thrown open to view, although he had seen it; and in truth it is held to be the best of his works, and the most beautiful among so many that are beautiful, for in the women and children that are in it, there may be seen a marvellous vivacity and perfect colouring. And this work caused him to be greatly esteemed both in his lifetime and after his death, being the rarest and most excellent that Raffaello executed in all his life.

Next, spurred by the entreaties of a Chamberlain of Pope Julius, he painted the panel for the high-altar of the Araceli, wherein he made a Madonna in the sky, with a most beautiful landscape, a S. John, a S. Francis, and a S. Jerome represented as a Cardinal; in which Madonna may be seen a humility and a modesty truly worthy of the Mother of Christ; and besides the beautiful gesture of the Child as He plays with His Mother’s hand, there is revealed in S. John that penitential air which fasting generally gives, while his head displays the sincerity of soul and frank assurance appropriate to those who live away from the world and despise it, and, in their dealings with mankind, make war on falsehood and speak out the truth. In like manner, the S. Jerome has his head uplifted with his eyes on the Madonna, deep in contemplation; and in them seem to be suggested all the learning and knowledge that he showed in his writings, while with both his hands he is presenting the Chamberlain, in the act of recommending him to her; which portrait of the Chamberlain is as lifelike as any ever painted. Nor did Raffaello fail to do as well in the figure of S. Francis, who, kneeling on the ground, with one arm outstretched, and with his head upraised, is gazing up at the Madonna, glowing with a love in tone with the feeling of the picture, which, both by the lineaments and by the colouring, shows him melting with affection, and taking comfort and life from the gracious sight of her beauty and of the vivacity and beauty of her Son. In the middle of the panel, below the Madonna, Raffaello made a little boy standing, who is raising his head towards her and holding an inscription: than whom none better or more graceful could be painted, what with the beauty of his features and the proportionate loveliness of his person. And in addition there is a landscape, which is singularly beautiful in its absolute perfection.

Afterwards, going on with the apartments of the Palace, he painted a scene of the Miracle of the Sacramental Corporal of Orvieto, or of Bolsena, whichever it may be called. In this scene there may be perceived in the face of the priest who is saying Mass, which is glowing with a blush, the shame that he felt on seeing the Host turned into blood on the Corporal on account of his unbelief. With terror in his eyes, dumbfoundered and beside himself in the presence of his hearers, he seems like one who knows not what to do; and in the gesture of his hands may almost be seen the fear and trembling that a man would feel in such a case. Round him Raffaello made many figures, all varied and different, some serving the Mass, others kneeling on a flight of steps; and all, bewildered by the strangeness of the event, are making various most beautiful movements and gestures, while in many, both men and women, there is revealed a belief that they are to blame. Among the women is one who is seated on the ground at the foot of the scene, holding a child in her arms; and she, hearing the account that another appears to be giving her of the thing that has happened to the priest, turns in a marvellous manner as she listens to this, with a womanly grace that is very natural and lifelike. On the other side he painted Pope Julius hearing that Mass, a most marvellous work, wherein he made a portrait of Cardinal di San Giorgio, with innumerable others; and the window-opening he turned to advantage by making a flight of steps, in such a way that all the painting seems to be one whole: nay, it appears as if, were that window-space not there, the work would in nowise have been complete. Wherefore it may be truly credited to him that in the invention and composition of every kind of painted story, no one has ever been more dexterous, facile, and able than Raffaello.

This he also proved in another scene in the same place, opposite to the last-named, of S. Peter in the hands of Herod, and guarded in prison by men-at-arms; wherein he showed such a grasp of architecture, and such judgment in the buildings of the prison, that in truth the others after him seem to have more confusion than he has beauty. For he was ever seeking to represent stories just as they are written, and to paint in them things gracious and excellent; as is proved in this one by the  horror of the prison, wherein that old man is seen bound in chains of iron between the two men-at-arms, by the deep slumber of the guards, and by the dazzling splendour of the Angel, which, in the thick darkness of the night, reveals with its light every detail of the prison, and makes the arms of the soldiers shine resplendent, in such a way that their burnished lustre seems more lifelike than if they were real, although they are only painted. No less art and genius are there in the action of S. Peter, when, freed from his chains, he goes forth from the prison, accompanied by the Angel, wherein one sees in the face of the Saint a belief that it is rather a dream than a reality; and so, also, terror and dismay are shown in some other armed guards without the prison, who hear the noise of the iron door, while a sentinel with a torch in his hand rouses the others, and, as he gives them light with it, the blaze of the torch is reflected in all their armour; and all that its glow does not reach is illumined by the light of the moon. This composition Raffaello painted over the window, where the wall is darkest; and thus, when you look at the picture, the light strikes you in the face, and the real light conflicts so well with the different lights of the night in the painting, that the smoke of the torch, the splendour of the Angel, and the thick darkness of the night seem to you to be wholly real and natural, and you would never say that it was all painted, so vividly did he express this difficult conception. In it are seen shadows playing on the armour, other shadows projected, reflections, and a vaporous glare from the lights, all executed with darkest shade, and so well, that it may be truly said that he was the master of every other master; and as an effect of night, among all those that painting has ever produced, this is the most real and most divine, and is held by all the world to be the rarest.

On one of the unbroken walls, also, he painted the Divine Worship and the Ark of the Hebrews, with the Candlestick; and likewise Pope Julius driving Avarice out of the Temple, a scene as beautiful and as excellent as the Night described above. Here, in some bearers who are carrying Pope Julius, a most lifelike figure, in his chair, are portraits of men who were living at that time. And while the people, some women among them, are making way for the Pope, so that he may pass, one sees  the furious onset of an armed man on horseback, who, accompanied by two on foot, and in an attitude of the greatest fierceness, is smiting and riding down the proud Heliodorus, who is seeking, at the command of Antiochus, to rob the Temple of all the wealth stored for the widows and orphans. Already the riches and treasures could be seen being removed and taken away, when, on account of the terror of the strange misfortune of Heliodorus, so rudely struck down and smitten by the three figures mentioned above (although, this being a vision, they are seen and heard by him alone), behold, they are all dropped and upset on the ground, those who were carrying them falling down through the sudden terror and panic that had come upon all the following of Heliodorus. Apart from these may be seen the holy Onias, the High Priest, dressed in his robes of office, with his eyes and hands raised to Heaven, and praying most fervently, being seized with pity for the poor innocents who were thus nearly losing their possessions, and rejoicing at the help that he feels has come down from on high. Besides this, through a beautiful fancy of Raffaello’s, one sees many who have climbed on to the socles of the column-bases, and, clasping the shafts, stand looking in most uncomfortable attitudes; with a throng of people showing their amazement in many various ways, and awaiting the result of this event.

This work is in every part so stupendous, that even the cartoons are held in the greatest veneration; wherefore Messer Francesco Masini, a gentleman of Cesena — who, without the help of any master, but giving his attention by himself from his earliest childhood, guided by an extraordinary instinct of nature, to drawing and painting, has painted pictures that have been much extolled by good judges of art — possesses, among his many drawings and some ancient reliefs in marble, certain pieces of the cartoon which Raffaello made for this story of Heliodorus, and he holds them in the estimation that they truly deserve. Nor will I refrain from saying that Messer Niccolò Masini, who has given me information about these matters, is as much a true lover of our arts as he is a man of real culture in all other things.

But to return to Raffaello; on the ceiling above these works, he then executed four scenes, God appearing to Abraham and promising him the  multiplication of his seed, the Sacrifice of Isaac, Jacob’s Ladder, and the Burning Bush of Moses: wherein may be recognized no less art, invention, draughtsmanship, and grace, than in the other works that he painted.

While the happy genius of this craftsman was producing such marvels, the envy of fortune cut short the life of Julius II, who had fostered such abilities, and had been a lover of every excellent work. Whereupon a new Pope was elected in Leo X, who desired that the work begun should be carried on; and Raffaello thereby soared with his genius into the heavens, and received endless favours from him, fortunate in having come upon a Prince so great, who had by the inheritance of blood a strong inclination for such an art. Raffaello, therefore, thus encouraged to pursue the work, painted on the other wall the Coming of Attila to Rome, and his encounter at the foot of Monte Mario with Leo III, who drove him away with his mere benediction. In this scene Raffaello made S. Peter and S. Paul in the air, with swords in their hands, coming to defend the Church; and while the story of Leo III says nothing of this, nevertheless it was thus that he chose to represent it, perchance out of fancy, for it often happens that painters, like poets, go straying from their subject in order to make their work the more ornate, although their digressions are not such as to be out of harmony with their first intention. In those Apostles may be seen that celestial wrath and ardour which the Divine Justice is wont often to impart to the features of its ministers, charged with defending the most holy Faith; and of this we have proof in Attila, who is to be seen riding a black horse with white feet and a star on its forehead, as beautiful as it could be, for in an attitude of the utmost terror he throws up his head and turns his body in flight. There are other most beautiful horses, particularly a dappled jennet, which is ridden by a figure that has all the body covered with scales after the manner of a fish; which is copied from the Column of Trajan, wherein the figures have armour of that kind; and it is thought that such armour is made from the skins of crocodiles. There is Monte Mario, all aflame, showing that when soldiers march away, their quarters are always left a prey to fire. He made portraits from nature, also, in some mace-bearers accompanying the Pope, who are marvellously lifelike, as are the horses  on which they are riding; and the same is true of the retinue of Cardinals, and of some grooms who are holding the palfrey on which rides the Pope in full pontificals (a portrait of Leo X, no less lifelike than those of the others), with many courtiers; the whole being a most pleasing spectacle and well in keeping with such a work, and also very useful to our art, particularly for those who have no such objects at their command.

At this same time he painted a panel containing Our Lady, S. Jerome robed as a Cardinal, and an Angel Raphael accompanying Tobias, which was placed in S. Domenico at Naples, in that chapel wherein is the Crucifix that spoke to S. Thomas Aquinas. For Signor Leonello da Carpi, Lord of Meldola, who is still alive, although more than ninety years old, he executed a picture that was most marvellous in colouring, and of a singular beauty, for it is painted with such force, and also with a delicacy so pleasing, that I do not think it is possible to do better. In the countenance of the Madonna may be seen such a divine air, and in her attitude such a dignity, that no one would be able to improve her; and he made her with the hands clasped, adoring her Son, who is seated on her knees, caressing a S. John, a little boy, who is adoring Him, in company with S. Elizabeth and Joseph. This picture was once in the possession of the very reverend Cardinal da Carpi, the son of the said Signor Leonello, and a great lover of our arts; and it should be at the present day in the hands of his heirs.

Afterwards, Lorenzo Pucci, Cardinal of Santi Quattro, having been created Grand Penitentiary, Raffaello was favoured by him with a commission to paint a panel for S. Giovanni in Monte at Bologna, which is now set up in the chapel wherein lies the body of the Blessed Elena dall’ Olio: in which work it is evident how much grace, in company with art, could accomplish by means of the delicate hands of Raffaello. In it is a S. Cecilia, who, entranced by a choir of angels on high, stands listening to the sound, wholly absorbed in the harmony; and in her countenance is seen that abstraction which is found in the faces of those who are in ecstasy. Scattered about the ground, moreover, are musical instruments, which have the appearance of being, not painted, but real and true; and such, also, are some veils that she is wearing, with vestments woven in  silk and gold, and, below these, a marvellous hair-shirt. And in a S. Paul, who has the right arm leaning on his naked sword, and the head resting on the hand, one sees his profound air of knowledge, no less well expressed than the transformation of his pride of aspect into dignity. He is clothed in a simple red garment by way of mantle, below which is a green tunic, after the manner of the Apostles, and his feet are bare. There is also S. Mary Magdalene, who is holding in her hands a most delicate vase of stone, in an attitude of marvellous grace; turning her head, she seems full of joy at her conversion; and indeed, in that kind of painting, I do not think that anything better could be done. Very beautiful, likewise, are the heads of S. Augustine and S. John the Evangelist. Of a truth, other pictures may be said to be pictures, but those of Raffaello life itself, for in his figures the flesh quivers, the very breath may be perceived, the pulse beats, and the true presentment of life is seen in them; on which account this picture gave him, in addition to the fame that he had already, an even greater name. Wherefore many verses were written in his honour, both Latin and in the vulgar tongue, of which, in order not to make my story longer than I have set out to do, I will cite only the following:

Pingant sola alii referantque coloribus ora;
Cæciliæ os Raphael atque animum explicuit.

After this he also painted a little picture with small figures, which is likewise at Bologna, in the house of Count Vincenzio Ercolano, containing a Christ after the manner of Jove in Heaven, surrounded by the four Evangelists as Ezekiel describes them, one in the form of a man, another as a lion, the third an eagle, and the fourth an ox, with a little landscape below to represent the earth: which work, in its small proportions, is no less rare and beautiful than his others in their greatness.

To the Counts of Canossa in Verona he sent a large picture of equal excellence, in which is a very beautiful Nativity of Our Lord, with a daybreak that is much extolled, as is also the S. Anne, and, indeed, the whole work, which cannot be more highly praised than by saying that it is by the hand of Raffaello da Urbino. Wherefore those Counts rightly hold it in supreme veneration, nor have they ever consented, for all the  vast prices that have been offered to them by many Princes, to sell it to anyone.

For Bindo Altoviti, he made a portrait of him when he was a young man, which is held to be extraordinary; and likewise a picture of Our Lady, which he sent to Florence, and which is now in the Palace of Duke Cosimo, in the chapel of the new apartments, which were built and painted by me, where it serves as altar-piece. In it is painted a very old S. Anne, seated, and holding out to Our Lady her Son, the features of whose countenance, as well as the whole of His nude form, are so beautiful that with His smile He rejoices whoever beholds Him; besides which, Raffaello depicted, in painting the Madonna, all the beauty that can be imparted to the aspect of a Virgin, with the complement of chaste humility in the eyes, honour in the brow, grace in the nose, and virtue in the mouth; not to mention that her raiment is such as to reveal infinite simplicity and dignity. And, indeed, I do not think that there is anything better to be seen than this whole work. There is a nude S. John, seated, with a female saint, who is likewise very beautiful; and for background there is a building, in which he painted a linen-covered window that gives light to the room wherein are the figures.

In Rome he made a picture of good size, in which he portrayed Pope Leo, Cardinal Giulio de’ Medici, and Cardinal de’ Rossi. In this the figures appear to be not painted, but in full relief; there is the pile of the velvet, with the damask of the Pope’s vestments shining and rustling, the fur of the linings soft and natural, and the gold and silk so counterfeited that they do not seem to be in colour, but real gold and silk. There is an illuminated book of parchment, which appears more real than the reality; and a little bell of wrought silver, which is more beautiful than words can tell. Among other things, also, is a ball of burnished gold on the Pope’s chair, wherein are reflected, as if it were a mirror (such is its brightness), the light from the windows, the shoulders of the Pope, and the walls round the room. And all these things are executed with such diligence, that one may believe without any manner of doubt that no master is able, or is ever likely to be able, to do better. For this work the Pope was pleased to reward him very richly; and the picture is still  to be seen in Florence, in the guardaroba of the Duke. In like manner he executed portraits of Duke Lorenzo and Duke Giuliano, with a perfect grace of colouring not achieved by any other than himself, which are in the possession of the heirs of Ottaviano de’ Medici at Florence.

Thereupon there came to Raffaello a great increase of glory, and likewise of rewards; and for this reason, in order to leave some memorial of himself, he caused a palace to be built in the Borgo Nuovo at Rome, which Bramante executed with castings. Now, the fame of this most noble craftsman, by reason of the aforesaid works and many others, having passed into France and Flanders, Albrecht Dürer, a most marvellous German painter, and an engraver of very beautiful copperplates, rendered tribute to Raffaello out of his own works, and sent to him a portrait of himself, a head, executed by him in gouache on a cloth of fine linen, which showed the same on either side, the lights being transparent and obtained without lead-white, while the only grounding and colouring was done with water-colours, the white of the cloth serving for the ground of the bright parts. This work seemed to Raffaello to be marvellous, and he sent him, therefore, many drawings executed by his own hand, which were received very gladly by Albrecht. That head was among the possessions of Giulio Romano, the heir of Raffaello, in Mantua.

Raffaello, having thus seen the manner of the engravings of Albrecht Dürer, and desiring on his own behalf to show what could be done with his work by such an art, caused Marc’ Antonio Bolognese to make a very thorough study of the method; and that master became so excellent, that Raffaello commissioned him to make prints of his first works, such as the drawing of the Innocents, a Last Supper, the Neptune, and the S. Cecilia being boiled in oil. Marc’ Antonio afterwards made for Raffaello a number of other engravings, which Raffaello finally gave to Baviera, his assistant, who had charge of a mistress whom Raffaello loved to the day of his death. Of her he made a very beautiful portrait, wherein she seemed wholly alive: and this is now in Florence, in the possession of that most gentle of men, Matteo Botti, a Florentine merchant, and an intimate friend of every able person, and particularly of  painters, who treasures it as a relic, on account of the love that he bears to art, and above all to Raffaello. And no less esteem is shown to the works of our arts and to the craftsmen by his brother, Simon Botti, who, besides being held by us all to be one of the most loving spirits that show favour to the men of our professions, is held in estimation by me in particular as the best and greatest friend that ever man loved after a long experience; not to mention the good judgment that he has and shows in matters of art.

But to return to the engravings; the favour shown by Raffaello to Baviera was the reason that there afterwards sprang up Marco da Ravenna and a host of others, insomuch that the dearth of copper engravings was changed into that abundance that we see at the present day. Thereupon Ugo da Carpi, having a brain inclined to ingenious and fanciful things, and showing beautiful invention, discovered the method of wood-engraving, whereby, with three blocks, giving the middle values, the lights, and the shadows, it is possible to imitate drawings in chiaroscuro, which was certainly a thing of beautiful and fanciful invention; and from this, also, there afterwards came an abundance of prints, as will be related with greater detail in the Life of Marc’ Antonio Bolognese.

Raffaello then painted for the Monastery of the Monks of Monte Oliveto, called S. Maria dello Spasmo, at Palermo, a panel-picture of Christ bearing the Cross, which is held to be a marvellous work. In this may be seen the impious ministers of the Crucifixion, leading Him with wrath and fury to His death on Mount Calvary; and Christ, broken with agony at the near approach of death, has fallen to the ground under the weight of the Tree of the Cross, and, bathed with sweat and blood, turns towards the Maries, who are in a storm of weeping. Moreover, there is seen among them Veronica, who stretches out her arms and offers Him a cloth, with an expression of the tenderest love, not to mention that the work is full of men-at-arms both on horseback and on foot, who are pouring forth from the gate of Jerusalem with the standards of justice in their hands, in various most beautiful attitudes. This panel, when completely finished, but not yet brought to its resting-place, was very near coming to an evil end, for the story goes that after it had been put  on shipboard, in order that it might be carried to Palermo, a terrible storm dashed against a rock the ship that was carrying it, in such a manner that the timbers broke asunder, and all the men were lost, together with the merchandise, save only the panel, which, safely packed in its case, was washed by the sea on to the shore of Genoa. There, having been fished up and drawn to land, it was found to be a thing divine, and was put into safe keeping; for it had remained undamaged and without any hurt or blemish, since even the fury of the winds and the waves of the sea had respect for the beauty of such a work. The news of this being then bruited abroad, the monks took measures to recover it, and no sooner had it been restored to them, by the favour of the Pope, than they gave satisfaction, and that liberally, to those who had rescued it. Thereupon it was once more put on board ship and brought at last to Sicily, where they set it up in Palermo; in which place it has more fame and reputation than the Mount of Vulcan itself.

While Raffaello was engaged on these works, which, having to gratify great and distinguished persons, he could not refuse to undertake — not to mention that his own private interests prevented him from saying them nay — yet for all this he never ceased to carry on the series of pictures that he had begun in the Papal apartments and halls; wherein he always kept men who pursued the work from his own designs, while he himself, continually supervising everything, lent to so vast an enterprise the aid of the best efforts of which he was capable. No long time passed, therefore, before he threw open that apartment of the Borgia Tower in which he had painted a scene on every wall, two above the windows, and two others on the unbroken walls. In one was the Burning of the Borgo Vecchio of Rome, when, all other methods having failed to put out the fire, S. Leo IV presents himself at the Loggia of his Palace and extinguishes it completely with his benediction. In this scene are represented various perils. On one side are women who are bearing vessels filled with water in their hands and on their heads, whereby to extinguish the flames; and their hair and draperies are blown about by the terrible fury of a tempestuous wind. Others, who are seeking to throw water on the fire, are blinded by the smoke and wholly bewildered. On the other side,  after the manner of Virgil’s story of Anchises being carried by Æneas, is shown an old sick man, overcome by his infirmity and the flames of the fire; and in the figure of the young man are seen courage and strength, and great effort in all his limbs under the weight of the old man, who lies helpless on the young man’s back. He is followed by an old woman with bare feet and disordered garments, who is flying from the fire; and a little naked boy runs before them. On the top of some ruins, likewise, may be seen a naked woman, with hair all dishevelled, who has her child in her hands and is throwing him to a man of her house, who, having escaped from the flames, is standing in the street on tiptoe, with arms outstretched to receive the child wrapped in swathing-bands; wherein the eager anxiety of the woman to save her son may be recognized no less clearly than her torment in the peril of the fierce flames, which are already licking around her. And no less suffering is evident in him who is receiving the child, both for its sake and on account of his own fear of death. Nor is it possible to describe the imagination that this most ingenious and most marvellous craftsman showed in a mother with her feet bare, her garments in disorder, her girdle unbound, and her hair dishevelled, who has gathered her children before her and is driving them on, holding part of her clothing in one hand, that they may escape from the ruins and from that blazing furnace; not to mention that there are also some women who, kneeling before the Pope, appear to be praying to his Holiness that he should make the fire cease.

The next scene is from the life of the same S. Leo IV, wherein Raffaello depicted the port of Ostia occupied by the fleet of the Turks, who had come to take the Pope prisoner. The Christians may be seen fighting against that fleet on the sea; and already there has come to the harbour an endless number of prisoners, who are disembarking from a boat and being dragged by the beard by some soldiers, who are very beautiful in features and most spirited in their attitudes. The prisoners, dressed in the motley garb of galley-slaves, are being led before S. Leo, whose figure is a portrait of Pope Leo X. Here Raffaello painted his Holiness in pontificals, between Cardinal Santa Maria in Portico, who was Bernardo Divizio of Bibbiena, and Cardinal Giulio de’ Medici, who afterwards  became Pope Clement. Nor is it possible to describe in detail the beautiful conceptions that this most ingenious craftsman showed in the expressions of the prisoners, wherein one can recognize, without speech, their grief and the fear of death.

In the first of the other two scenes is Pope Leo X consecrating the most Christian King, Francis I of France, chanting the Mass in his pontificals, and blessing the oil for the anointing of the King, and likewise the royal crown. There, besides the great number of Cardinals and Bishops in their robes, who are assisting, he portrayed from life many Ambassadors and other persons, and also some figures dressed in the French fashion, according to the style of that time. In the other scene he painted the Crowning of the same King, wherein are portraits from life of the Pope and of Francis, one in armour and the other in his pontificals; besides which, all the Cardinals, Bishops, Chamberlains, Esquires, and Grooms of the Chamber are seated in due order in their places, as is the custom in the chapel, all in their robes and portrayed from life, among them being Giannozzo Pandolfini, Bishop of Troia, a close friend of Raffaello, with many others who were distinguished at that time. Near the King is a little boy kneeling, who is holding the royal crown — a portrait of Ippolito de’ Medici, who afterwards became Cardinal and Vice-Chancellor, a man of great repute, and much the friend not only of this art, but of all others, to whose blessed memory I acknowledge a vast obligation, seeing that my first steps, such as they were, were taken under his auspices.

It is not possible to write of every detail in the works of this craftsman, wherein every least thing, although dumb, appears to have speech: save only of the bases executed below these pictures, with various figures of defenders and benefactors of the Church, and various terminal figures on either side of them, the whole being wrought in such a manner that everything reveals spirit, feeling, and thought, and with such a harmony and unity of colouring that nothing better can be conceived. And since the ceiling of that apartment had been painted by Pietro Perugino, his master, Raffaello would not destroy it, moved by respect for his memory and by the love that he bore to the man who had been the origin of the rank that he held in his art.

Such was the greatness of this master, that he kept designers all over Italy, at Pozzuolo, and even in Greece; and he was for ever searching out everything of the good that might help his art.

Now, continuing his work, he also painted a hall, wherein were some figures of the Apostles and other saints in tabernacles, executed in terretta; and there he caused to be made by Giovanni da Udine, his disciple, who has no equal in the painting of animals, all the animals that Pope Leo possessed, such as the chameleon, the civet-cats, the apes, the parrots, the lions, the elephants, and other beasts even more strange. And besides embellishing the Palace greatly with grotesques and varied pavements, he also gave the designs for the Papal staircases, as well as for the loggie begun by the architect Bramante, but left unfinished on account of his death, and afterwards carried out with the new design and architecture of Raffaello, who made for this a model of wood with better proportion and adornment than had been accomplished by Bramante. The Pope wishing to demonstrate the greatness and magnificence of his generous ambition, Raffaello made the designs for the ornaments in stucco and for the scenes that were painted there, and likewise for the compartments; and as for the stucco and the grotesques, he placed at the head of that work Giovanni da Udine, and the figures he entrusted to Giulio Romano, although that master worked but little at them; and he also employed Giovanni Francesco, Il Bologna, Perino del Vaga, Pellegrino da Modena, Vincenzio da San Gimignano, and Polidoro da Caravaggio, with many other painters, who executed scenes and figures and other things that were required throughout that work, which Raffaello caused to be completed with such perfection, that he even sent to Florence for pavements by the hand of Luca della Robbia. Wherefore it is certain that with regard to the paintings, the stucco-ornaments, the arrangement, or any of the beautiful inventions, no one would be able to execute or even to imagine a more marvellous work; and its beauty was the reason that Raffaello received the charge of all the works of painting and architecture that were in progress in the Palace.

It is said that the courtesy of Raffaello was such that he prevailed upon the masons, in order that he might accommodate his friends, not to  build the walls absolutely solid and unbroken, but to leave, above the old rooms below, various openings and spaces for the storage of barrels, flasks, and wood; which holes and spaces so weakened the lower part of the masonry, that afterwards they had to be filled in, because the whole was beginning to show cracks. He commissioned Gian Barile to adorn all the doors and ceilings of woodwork with a good number of carvings, which he executed and finished with beautiful grace.

He gave architectural designs for the Vigna of the Pope, and for many houses in the Borgo; in particular, for the Palace of Messer Giovanni Battista dall’ Aquila, which was a very beautiful work. He also designed one for the Bishop of Troia, who had it built in the Via di S. Gallo at Florence. For the Black Friars of S. Sisto in Piacenza, he painted the picture for their high-altar, containing the Madonna with S. Sisto and S. Barbara, a truly rare and extraordinary work. He executed many pictures to be sent into France, and in particular, for the King, a S. Michael fighting with the Devil, which was held to be a marvellous thing. In this work he painted a fire-scarred rock, to represent the centre of the earth, from the fissures of which were issuing sulphurous flames; and in Lucifer, whose scorched and burned limbs are painted with various tints of flesh-colour, could be seen all the shades of anger that his venomous and swollen pride calls up against Him who overbears the greatness of him who is deprived of any kingdom where there might be peace, and doomed to suffer perpetual punishment. The opposite may be perceived in the S. Michael, clad in armour of iron and gold, who, although he is painted with a celestial air, yet has valour, force, and terror in his aspect, and has already thrown Lucifer down and hurled him backwards with his spear. In a word, this work was of such a kind that he won for it, and rightly, a most honourable reward from that King. He made portraits of Beatrice of Ferrara and other ladies, and in particular that of his own mistress, with an endless number of others.

Raffaello was a very amorous person, delighting much in women, and ever ready to serve them; which was the reason that, in the pursuit of his carnal pleasures, he found his friends more complacent and indulgent  towards him than perchance was right. Wherefore, when his dear friend Agostino Chigi commissioned him to paint the first loggia in his palace, Raffaello was not able to give much attention to his work, on account of the love that he had for his mistress; at which Agostino fell into such despair, that he so contrived by means of others, by himself, and in other ways, as to bring it about, although only with difficulty, that this lady should come to live continually with Raffaello in that part of the house where he was working; and in this manner the work was brought to completion. For this work he made all the cartoons, and he coloured many of the figures in fresco with his own hand. And on the ceiling he made the Council of the Gods in Heaven, wherein, in the forms of the Gods, are seen many vestments and lineaments copied from the antique, and executed with very beautiful grace and draughtsmanship. In like manner he made the Marriage of Psyche, with ministers serving Jove, and the Graces scattering flowers over the table. In the spandrels of the vaulting he executed many scenes, in one of which is Mercury with his flute, who, as he flies, has all the appearance of descending from Heaven; and in another is Jove with an air of celestial dignity, kissing Ganymede; and in another, likewise, lower down, is the Car of Venus, and the Graces, with Mercury, drawing Psyche up to Heaven; with many other scenes from the poets in the other spandrels. And in the spherical triangles of the vaulting above the arches, between the spandrels, are many most beautiful little boys in foreshortening, hovering in the air and carrying all the instruments of the gods; Jove’s lightnings and thunderbolts, the helmet, sword, and shield of Mars, Vulcan’s hammers, the club and lion-skin of Hercules, the caduceus of Mercury, Pan’s pipes, and the agricultural rakes of Vertumnus. All are accompanied by animals appropriate to their character; and the whole work, both as picture and as poem, is truly beautiful. Round these scenes he caused Giovanni da Udine to make a border of all kinds of flowers, foliage, and fruits, in festoons, which are as beautiful as they could be.

Raffaello made the designs for the architecture of the stables of the Chigi, and the design for the chapel of the aforesaid Agostino in S. Maria del Popolo, wherein, besides painting it, he made arrangements for the  erection of a marvellous tomb, causing Lorenzetto, a sculptor of Florence, to execute two figures, which are still in his house in the Macello de’ Corbi at Rome; but the death of Raffaello, followed by that of Agostino, brought it about that this work was given to Sebastiano Viniziano.

Meanwhile Raffaello had risen to such greatness, that Leo X ordained that he should set to work on the Great Hall on the upper floor, wherein are the Victories of Constantine; and with this he made a beginning. A fancy likewise took the Pope to have some very rich tapestries made in gold and floss-silk; whereupon Raffaello drew and coloured with his own hand, of the exact form and size, all the cartoons, which were sent to Flanders to be woven; and the tapestries, when finished, were brought to Rome. This work was executed so marvellously, that it arouses astonishment in whoever beholds it, wondering how it could have been possible to weave the hair and beards in such detail, and to give softness to the flesh with mere threads; and it is truly rather a miracle than the work of human art, seeing that in these tapestries are animals, water, and buildings, all made in such a way that they seem to be not woven, but really wrought with the brush. The work cost 70,000 crowns, and it is still preserved in the Papal Chapel.

For Cardinal Colonna he painted a S. John on canvas, for which, on account of its beauty, that Cardinal had an extraordinary love; but happening to be attacked by illness, he was asked by Messer Jacopo da Carpi, the physician who cured him, to give it to him as a present; and because of this desire of Messer Jacopo, to whom he felt himself very deeply indebted, he gave it up. It is now in the possession of Francesco Benintendi, in Florence.

For Giulio de’ Medici, Cardinal and Vice-Chancellor, he painted a panel-picture, to be sent into France, of the Transfiguration of Christ, at which he laboured without ceasing, and brought it to the highest perfection with his own hand. In this scene he represented Christ Transfigured on Mount Tabor, at the foot of which are the eleven Disciples awaiting Him. There may be seen a young man possessed by a spirit, who has been brought thither in order that Christ, after descending from the mountain, may deliver him; which young man stretches himself out  in a distorted attitude, crying and rolling his eyes, and reveals his suffering in his flesh, his veins, and the beat of his pulse, all infected by that malignant spirit; and the colour of his flesh, as he makes those violent and fearsome gestures, is very pale. This figure is supported by an old man, who, having embraced him and taken heart, with his eyes wide open and the light shining in them, is raising his brows and wrinkling his forehead, showing at one and the same time both strength and fear; gazing intently, however, at the Apostles, he appears to be encouraging himself by trusting in them. Among many women is one, the principal figure in that panel, who, having knelt down before the Apostles, and turning her head towards them, stretches her arms in the direction of the maniac and points out his misery; besides which the Apostles, some standing, some seated, and others kneeling, show that they are moved to very great compassion by such misfortune. And, indeed, he made therein figures and heads so fine in their novelty and variety, to say nothing of their extraordinary beauty, that it is the common opinion of all craftsmen that this work, among the vast number that he painted, is the most glorious, the most lovely, and the most divine. For whoever wishes to know how Christ Transfigured and made Divine should be represented in painting, must look at this work, wherein Raffaello made Him in perspective over that mount, in a sky of exceeding brightness, with Moses and Elias, who, illumined by a dazzling splendour, burst into life in His light. Prostrate on the ground, in attitudes of great beauty and variety, are Peter, James, and John; one has his head to the earth, and another, shading his eyes with his hands, is defending himself from the rays and intense light of the splendour of Christ. He, clothed in snow-white raiment, with His arms outstretched and His head raised, appears to reveal the Divine essence and nature of all the Three Persons united and concentrated in Himself by the perfect art of Raffaello, who seems to have summoned up all his powers in such a manner, in order to show the supreme force of his art in the countenance of Christ, that, after finishing this, the last work that he was to do, he never again touched a brush, being overtaken by death.

Now, having described the works of this most excellent craftsman,  before I come to relate other particulars of his life and death, I do not wish to grudge the labour of saying something, for the benefit of the men of our arts, about the various manners of Raffaello. He, then, after having imitated in his boyhood the manner of his master, Pietro Perugino, which he made much better in draughtsmanship, colouring, and invention, believed that he had done enough; but he recognized, when he had reached a riper age, that he was still too far from the truth. For, after seeing the works of Leonardo da Vinci, who had no peer in the expressions of heads both of men and of women, and surpassed all other painters in giving grace and movement to his figures, he was left marvelling and amazed; and in a word, the manner of Leonardo pleasing him more than any other that he had ever seen, he set himself to study it, and abandoning little by little, although with great difficulty, the manner of Pietro, he sought to the best of his power and knowledge to imitate that of Leonardo. But for all his diligence and study, in certain difficulties he was never able to surpass Leonardo; and although it appears to many that he did surpass him in sweetness and in a kind of natural facility, nevertheless he was by no means superior to him in that sublime groundwork of conceptions and that grandeur of art in which few have been the peers of Leonardo. Yet Raffaello came very near to him, more than any other painter, and above all in grace of colouring. But to return to Raffaello himself; in time he found himself very much hindered and impeded by the manner that he had adopted from Pietro when he was quite young, which he acquired with ease, since it was over-precise, dry, and feeble in draughtsmanship. His being unable to forget it was the reason that he had great difficulty in learning the beauties of the nude and the methods of difficult foreshortenings from the cartoon that Michelagnolo Buonarroti made for the Council Hall in Florence; and another might have lost heart, believing that he had been previously wasting his time, and would never have achieved, however lofty his genius, what Raffaello accomplished. But he, having purged himself of Pietro’s manner, and having thoroughly freed himself of it, in order to learn the manner of Michelagnolo, so full of difficulties in every part, was changed, as it were, from a master once again into a disciple; and he  forced himself with incredible study, when already a man, to do in a few months what might have called for the tender age at which all things are best acquired, and for a space of many years. For in truth he who does not learn in good time right principles and the manner that he wishes to follow, and does not proceed little by little to solve the difficulties of the arts by means of experience, seeking to understand every part, and to put it into practice, can scarcely ever become perfect; and even if he does, that can only be after a longer space of time and much greater labour.

When Raffaello resolved to set himself to change and improve his manner, he had never given his attention to nudes with that zealous study which is necessary, and had only drawn them from life in the manner that he had seen practised by his master Pietro, imparting to them the grace that he had from nature. He then devoted himself to studying the nude and to comparing the muscles of anatomical subjects and of flayed human bodies with those of the living, which, being covered with skin, are not clearly defined, as they are when the skin has been removed; and going on to observe in what way they acquire the softness of flesh in the proper places, and how certain graceful flexures are produced by changing the point of view, and also the effect of inflating, lowering, or raising either a limb or the whole person, and likewise the concatenation of the bones, nerves, and veins, he became excellent in all the points that are looked for in a painter of eminence. Knowing, however, that in this respect he could never attain to the perfection of Michelagnolo, he reflected, like a man of supreme judgment, that painting does not consist only in representing the nude human form, but has a wider field; that one can enumerate among the perfect painters those who express historical inventions well and with facility, and who show fine judgment in their fancies; and that he who, in the composition of scenes, can make them neither confused with too much detail nor poor with too little, but distributed with beautiful invention and order, may also be called an able and judicious craftsman. To this, as Raffaello was well aware, may be added the enriching those scenes with a bizarre variety of perspectives, buildings, and landscapes, the method of clothing figures gracefully, the  making them fade away sometimes in the shadows, and sometimes come forward into the light, the imparting of life and beauty to the heads of women, children, young men and old, and the giving them movement and boldness, according to necessity. He considered, also, how important is the furious flight of horses in battles, fierceness in soldiers, the knowledge how to depict all the sorts of animals, and above all the power to give such resemblance to portraits that they seem to be alive, and that it is known whom they represent; with an endless number of other things, such as the adornment of draperies, foot-wear, helmets, armour, women’s head-dresses, hair, beards, vases, trees, grottoes, rocks, fires, skies turbid or serene, clouds, rain, lightning, clear weather, night, the light of the moon, the splendour of the sun, and innumerable other things, which are called for every moment by the requirements of the art of painting. Pondering over these things, I say, Raffaello resolved, since he could not approach Michelagnolo in that branch of art to which he had set his hand, to seek to equal, and perchance to surpass him, in these others; and he devoted himself, therefore, not to imitating the manner of that master, but to the attainment of a catholic excellence in the other fields of art that have been described. And if the same had been done by many craftsmen of our own age, who, having determined to pursue the study of Michelagnolo’s works alone, have failed to imitate him and have not been able to reach his extraordinary perfection, they would not have laboured in vain nor acquired a manner so hard, so full of difficulty, wanting in beauty and colouring, and poor in invention, but would have been able, by aiming at catholicity and at imitation in the other fields of art, to render service both to themselves and to the world.

Raffaello, then, having made this resolution, and having recognized that Fra Bartolommeo di San Marco had a passing good method of painting, well-grounded draughtsmanship, and a pleasing manner of colouring, although at times, in order to obtain stronger relief, he made too much use of darks, took from him what appeared to him to suit his need and his fancy — namely, a middle course, both in drawing and in colouring; and mingling with that method certain others selected from the best work of other masters, out of many manners he made one, which  was looked upon ever afterwards as his own, and which was and always will be vastly esteemed by all craftsmen. This was then seen perfected in the Sibyls and Prophets of the work that he executed, as has been related, in S. Maria della Pace; in the carrying out of which work he was greatly assisted by having seen the paintings of Michelagnolo in the Chapel of the Pope. And if Raffaello had remained content with this same manner, and had not sought to give it more grandeur and variety in order to prove that he had as good a knowledge of the nude as Michelagnolo, he would not have lost a part of the good name that he had acquired; but the nudes that he made in that apartment of the Borgia Tower where there is the Burning of the Borgo, although they are fine, are not in every way excellent. In like manner, those that were painted likewise by him on the ceiling of the Palace of Agostino Chigi in the Trastevere did not give complete satisfaction, for they are wanting in that grace and sweetness which were peculiar to Raffaello; the reason of which, in great part, was the circumstance that he had them coloured by others after his design. However, repenting of this error, like a man of judgment, he resolved afterwards to execute by himself, without assistance from others, the panel-picture of the Transfiguration of Christ that is in S. Pietro a Montorio, wherein are all those qualities which, as has already been described, are looked for and required in a good picture. And if he had not employed in this work, as it were from caprice, printer’s smoke-black, the nature of which, as has been remarked many times, is to become ever darker with time, to the injury of the other colours with which it is mixed, I believe that the picture would still be as fresh as when he painted it; whereas it now appears to be rather a mass of shadows than aught else.

I have thought fit, almost at the close of this Life, to make this discourse, in order to show with what labour, study, and diligence this honoured craftsman always pursued his art; and even more for the sake of other painters, to the end that they may learn how to avoid those hindrances from which the wisdom and genius of Raffaello were able to deliver him. I must add this as well, that every man should be satisfied and contented with doing that work to which he feels himself drawn by  a natural inclination, and should not seek, out of emulation, to put his hand to that for which nature has not adapted him; for otherwise he will labour in vain, and often to his own shame and loss. Moreover, where striving is enough, no man should aim at super-striving, merely in order to surpass those who, by some great gift of nature, or by some special grace bestowed on them by God, have performed or are performing miracles in art; for the reason that he who is not suited to any particular work, can never reach, let him labour as he may, the goal to which another, with the assistance of nature, has attained with ease. Of this, among the old craftsmen, we may see an example in Paolo Uccello, who, striving against the limitations of his powers, in order to advance, did nothing but go backwards. The same has been done in our own day, no long time since, by Jacopo da Pontormo, and it has been proved by the experience of many others, as we have shown before and will point out yet again. And this, perchance, happens because Heaven always distributes its favours, to the end that every man may rest content with that which falls to him.

But now, having discoursed on these matters of art, perchance at greater length than was needful, let us return to the life and death of Raffaello. He had a strait friendship with Cardinal Bernardo Divizio of Bibbiena, who had importuned him for many years to take a wife of his choosing; and Raffaello, while not directly refusing to obey the wishes of the Cardinal, had yet put the matter off, saying that he would rather wait till three or four years had passed. This term came upon Raffaello when he was not expecting it, and he was reminded by the Cardinal of his promise; whereupon, seeing himself bound, like the courteous man that he was, he would not break his word, and thus accepted as his wife a niece of that Cardinal. And because he was always very ill content with this entanglement, he continued to delay the matter in such a way that many months passed without the marriage being brought to pass. But it was with no dishonourable motive that he did this, for, having been so many years in the service of the Court, and being  the creditor of Leo for a good sum, it had been hinted to him that when the hall on which he was engaged was finished, the Pope proposed to reward him for his labours and abilities by giving him a red hat, of which he had already determined to distribute a good number, and some of them to men of less merit than Raffaello.

Meanwhile, pursuing his amours in secret, Raffaello continued to divert himself beyond measure with the pleasures of love; whence it happened that, having on one occasion indulged in more than his usual excess, he returned to his house in a violent fever. The physicians, therefore, believing that he had overheated himself, and receiving from him no confession of the excess of which he had been guilty, imprudently bled him, insomuch that he was weakened and felt himself sinking; for he was in need rather of restoratives. Thereupon he made his will: and first, like a good Christian, he sent his mistress out of the house, leaving her the means to live honourably. Next, he divided his possessions among his disciples, Giulio Romano, whom he had always loved dearly, and the Florentine Giovanni Francesco, called Il Fattore, with a priest of Urbino, his kinsman, whose name I do not know. Then he gave orders that some of his wealth should be used for restoring with new masonry one of the ancient tabernacles in S. Maria Ritonda, and for making an altar, with a marble statue of Our Lady, in that church, which he chose as his place of repose and burial after death; and he left all the rest to Giulio and Giovanni Francesco, appointing as executor of his will Messer Baldassarre da Pescia, then Datary to the Pope. Finally, he confessed and was penitent, and ended the course of his life at the age of thirty-seven, on the same day that he was born, which was Good Friday. And even as he embellished the world with his talents, so, it may be believed, does his soul adorn Heaven by its presence.

As he lay dead in the hall where he had been working, there was placed at his head the picture of the Transfiguration, which he had executed for Cardinal de’ Medici; and the sight of that living picture, in contrast with the dead body, caused the hearts of all who beheld it to burst with sorrow. That work, in memory of the loss of Raffaello, was placed by the Cardinal on the high-altar of S. Pietro a Montorio; and on account  of the nobility of his every action, it was held ever afterwards in great estimation. His body received that honourable burial which his noble spirit had deserved, for there was no craftsman who did not weep with sorrow and follow him to the grave. His death was also a great grief to the whole Court of the Pope, first because he had held in his lifetime the office of Groom of the Chamber, and likewise because he had been so dear to the Pope that his loss caused him to weep bitterly.

O happy and blessed spirit, in that every man is glad to speak of thee, to celebrate thy actions, and to admire every drawing that thou didst leave to us! When this noble craftsman died, the art of painting might well have died also, seeing that when he closed his eyes, she was left as it were blind. And now for us who have survived him, it remains to imitate the good, nay, the supremely excellent method bequeathed to us by him as a pattern, and, as is called for by his merit and our obligations, to hold a most grateful remembrance of this in our minds, and to pay the highest honour to his memory with our lips. For in truth we have from him art, colouring, and invention harmonized and brought to such a pitch of perfection as could scarcely be hoped for; nor may any intellect ever think to surpass him. And in addition to this benefit that he conferred on art, like a true friend to her, as long as he lived he never ceased to show how one should deal with great men, with those of middle station, and with the lowest. And, indeed, among his extraordinary gifts, I perceive one of such value that I for my part am amazed at it, in that Heaven gave him the power to produce in our art an effect wholly contrary to the nature of us painters, which was that our craftsmen — I do not mean only the lesser, but also those whose humour it was to be great persons; and of this humour art creates a vast number — while working in company with Raffaello, felt themselves naturally united and in such accord, that all evil humours vanished at the sight of him, and every vile and base thought fell away from their minds. Such unity was never greater at any other time than his; and this happened because they were overcome both by his courtesy and by his art, and even more by the good disposition of his nature, which was so full of gentleness and so overflowing with loving-kindness, that it was seen that the very animals,  not to speak of men, honoured him. It is said that if any painter who knew him, and even any who did not know him, asked him for some drawing that he needed, Raffaello would leave his own work in order to assist him. And he always kept a vast number of them employed, aiding them and teaching them with such a love as might have been the due rather of his own children than of fellow-craftsmen; for which reason he was never seen to go to Court without having with him, as he left his house, some fifty painters, all able and excellent, who kept him company in order to do him honour. In short, he lived not like a painter, but like a prince. Wherefore, O art of painting, thou couldst then esteem thyself indeed most blessed, in possessing a craftsman who, both with his genius and his virtues, exalted thee higher than Heaven! Truly happy mightest thou call thyself, in that thy disciples, following in the footsteps of so great a man, have seen how life should be lived, and how important is the union of art and virtue, which, wedded in Raffaello, had strength to prevail on the magnificent Julius II and the magnanimous Leo X, exalted as they were in rank and dignity, to make him their most intimate friend and show him all possible generosity, insomuch that by their favour and by the wealth that they bestowed upon him, he was enabled to do vast honour both to himself and to art. Blessed, also, may be called all those who, employed in his service, worked under him, since whoever imitated him found that he had reached an honourable haven; and in like manner all those who imitate his labours in art will be honoured by the world, even as, by resembling him in uprightness of life, they will win rewards from Heaven.

Raffaello received from Bembo the following epitaph:

D. O. M.

RAPHAELLI SANCTIO JOAN. F. URBINAT.

PICTORI EMINENTISS. VETERUMQUE ÆMULO,

CUJUS SPIRANTEIS PROPE IMAGINEIS

SI CONTEMPLERE,

NATURÆ ATQUE ARTIS FŒDUS

FACILE INSPEXERIS.

JULII II ET LEONIS X PONTT. MAXX.

PICTURÆ ET ARCHITECT. OPERIBUS

GLORIAM AUXIT.

VIXIT AN. XXXVII, INTEGER, INTEGROS.

QUO DIE NATUS EST, EO ESSE DESIIT,

VIII ID. APRIL. MDXX.

ILLE HIC EST RAPHAEL, TIMUIT QUO SOSPITE VINCI

RERUM MAGNA PARENS, ET MORIENTE MORI.

And Count Baldassarre Castiglione wrote of his death in the following manner:

Quod lacerum corpus medica sanaverit arte,
Hyppolitum Stygiis et revocarit aquis,
Ad Stygias ipse est raptus Epidaurius undas;
Sic precium vitæ mors fuit artifici.
Tu quoque dum toto laniatam corpore Romam
Componis miro, Raphael, ingenio,
Atque urbis lacerum ferro, igni, annisque cadaver,
Ad vitam antiquum jam revocasque decus,
Movisti superum invidiam, indignataque mors est
Te dudum extinctis reddere posse animam,
Et quod longa dies paulatim aboleverat, hoc te
Mortali spreta lege parare iterum.
Sic, miser, heu, prima cadis intercepte juventa,
Deberi et morti nostraque nosque mones.


RAPHAEL SANTI: “THE PERFECT ARTIST, THE PERFECT MAN” by Jennie Ellis Keysor
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We are about to study Raphael, the most generally praised, the most beautiful, and certainly the most loved of all the painters of the world. When all these delightful things can be truthfully said of one man, surely we may look forward with pleasure to a detailed study of his life and works.

Often in examining the lives of great men we are compelled to pass over some events which, to say the least, are not creditable. Of Raphael this was not true. He was gifted with all admirable qualities, and so many-sided was his genius that, while we think of him first as a painter, we must not forget that he also carved statues, wrote poems, played musical instruments, and planned great buildings.

So much was he endeared to his pupils that, after he grew to be famous, he never went on the streets unless he was followed by an admiring throng of these students, ever ready to do his bidding or to defend his art from any possible attack by malicious critics. He lived at a time when artists were fiercely jealous of each other, and yet wherever he went harmony, like a good angel, walked unseen beside him, making whatever assembly he entered the abode of peace and good-will. It is a beautiful thing that such a strong, lovable man should have had for his name that of the chief of the archangels, Raphael, a name beautiful of sound and ever suggestive of beauty and loveliness.

There seemed to have been special preparation for the birth of this unique character. Not only were his parents of the ideal sort, loving the best things of life and thinking ever of how best to rear the little son that God had given them, but the very country into which he was born was fitted to still further develop his natural tenderness and sweetness of disposition.

Webmo, the birthplace of Raphael, is a secluded mountain town on a cliff on the east slope of the Apennines directly east of Florence. It is in the division known as Umbria, a section noted for its gently broken landscape, such as in later years the artist loved to paint as background for his most beautiful Madonnas. Here the people were shut off from much of the excitement known to commercial towns. They were slower to take up new things than the people in the coast cities where men live by the exchange of goods and, incidentally, of customs. The inhabitants led simple, religious lives. We must remember, too, that hardly fifty miles away was the village of Assisi, where Saint Francis, the purest of men, had lived and labored and where, after his death, a double church had been built to his memory.

To this day there is a spirit of reverence that inspires the visitor to this region. No wonder that, in Raphael’s time when this spirit was fresh and strong, it gave a character of piety and sweetness to the works of all the painters of Umbria. From these two causes, the secluded position of the region and the influence of Saint Francis, arose what is called the Umbrian school of painting. All painters belonging to this school made pictures very beautiful and full of fine religious feeling.

One April morning in 1483, to the home of Giovanni Santi, the painter, and his wife Magia, a dear little boy came, as millions of boys and girls have since come, to cheer and to bless. The father and mother were very proud of their little son, and feeling perhaps that a more than ordinary child had been given them, they gave him the name of Raphael, as one of good omen.

If we were to visit, in Urbino, the house where Raphael was born, we would be shown a faded fresco of a Madonna and Child painted by Giovanni and said to be Magia and the child Raphael.

From the earliest years the child was carefully tended. When he was only eight, the fond mother died and left the father to care for his boy alone. In due time a step-mother was brought home. She was a kind woman and loved and cared for the beautiful lad as if he were really her own child. Later when the father died, leaving the boy Raphael and his little half-sister, no one could have been more solicitous for the boy’s rights than his step-mother. She and his uncle together managed his affairs most wisely.

We have no record that, like Titian, the boy Raphael used the juice of flowers with which to paint pictures of his childish fancies, but we do know that very early he became greatly interested in his father’s studio and went in regularly to assist. Now, it must be remembered that, at this time, when a boy, wishing to learn to paint, went to the studio of a master he did not at once begin to use colors, brushes, and canvas. Instead, he usually served a long apprenticeship, sweeping out the studio, cleaning the brushes, grinding colors, and performing other common duties. Raphael’s assistance to his father must have been largely of this humble sort. We can imagine, however, that his fond father did not make his hours long, and that there were pleasant ramblings in the woods nearby, and that many a bunch of flowers was gathered for the mother at home. There were happy hours, too, when the father and his son read together great books of poetry in which tales of love and knightly encounters were interesting parts. And then, I am sure, there were other happy hours when, tuning their instruments together, they filled the time with music’s sweetest discourse.

This was indeed a happy childhood, a fit beginning for an ideal life. Meanwhile the boy grew strong, and his beauty, too, increased. The dark hair lay lightly upon his shoulders, and a certain dreaminess in his eyes deepened, — he was about to feel a great sorrow, for the father, so devoted, so exemplary, died when his boy was but eleven years old. We cannot help wishing that he might have lived to see at least one great picture painted by his son. We can easily imagine his smile of joy “at the first stroke that surpassed what he could do.”

Just what to do with the boy on the death of his father was an important matter for the step-mother and uncle to decide. They showed wisdom by their decision. Now, the greatest of all the Umbrian painters, before Raphael, was a queer little miserly man named Perugino, who at that time had a studio in Perugia, an Umbrian town not far distant from Urbino. Although he was of mean appearance and ignoble character, he had an unmistakable power in painting mild-eyed Madonnas and spotless saints against delicate landscape backgrounds. People disliked the man, but they could not help seeing the beauty of his art, and so his studio was crowded. Hither was sent the boy Raphael and when Perugino noted the lad and some of his work, he said, “Let him be my pupil: he will soon become my master.” As nearly as we can learn, he remained in this studio nine years, from 1495 to 1504.

Perugino’s style of painting greatly pleased Raphael. He was naturally teachable and this, with his admiration for Perugino’s pictures, made his first work in the studio very much like his master’s. Indeed it is almost impossible to tell some of his earliest pictures from those of his teacher. Let me tell you about one. It is called “The Marriage of the Virgin ” and you would have to go to the Brera gallery in Milan to see it.

The legend runs thus: The beautiful Mary had many lovers all wishing to marry her. Now here was a difficulty indeed, and so the suitors were required to put by their rough staves for a night. The promise was that in the morning one would be in blossom, and its owner should have Mary for his wife. We can imagine that these lovers were anxious for day to dawn, and that all but one was sad indeed at the result. In the morning there were the rods, all save one, brown and rough and bare, but that one lay there alive with delicate buds and flowers, and all the air was full of fragrance. This was Joseph’s, and he went away glad and brought his young bride. This first great picture of Raphael’s represented this marriage taking place at the foot of the Temple steps. The disappointed lovers are present and, I am sorry to say, one of them is showing his anger by breaking his barren rod even while the marriage is taking place.

The first and the last work of a great man are always interesting, and that is why I have told you so much about this picture. You will be still more interested in Raphael’s last picture, “The Transfiguration.”

While in the studio he made many friends. With one he went to Siena to assist him in some fresco painting he had to do there. Of course you know that fresco is painting on wet plaster so that the colors dry in with the mortar.

The conversation of the studio was often of art and artists, and so the beautiful city of Florence must often have been an engaging subject. Think of what Florence was at this time, and how an artist must have thrilled at its very name! Beautiful as a flower, with her marble palaces, her fine churches, her lily-like bell-tower! What a charm was added when within her walls Leonardo da Vinci was painting, Michael Angelo carving, Savonarola preaching. In the early years of Raphael’s apprenticeship, the voice of the preacher had been silenced, but still, “with the ineffable left hand,” Da Vinci painted, and still the marble chips dropped from Angelo’s chisel as a David grew to majesty beneath his touch.

To Raphael, with his love of the beautiful, with his zeal to learn, Florence was the city of all others that he longed to see. At last his dream was to be realized. A noble woman of Urbino gave him a letter to the Governor of Florence, expressing the wish that the young artist might be allowed to see all the art treasures of the city. The first day of the year 1505 greeted Raphael in Florence, the art center of Italy. We can only guess at his joy in seeing the works here and in greeting his fellow artists.

Angelo and Da Vinci had just finished their cartoons for the town hall, “The Bathing Soldiers,” and “The Battle of the Standard,” and they were on exhibition. All Florence was studying them, and of this throng we may be sure Raphael was an enthusiastic member. While here he painted several pictures. Among them was the “Granduca Madonna,” the simplest of all his Madonnas — just a lovely young mother holding her babe. It is still in Florence, and to this day people look at it and say the Grand Duke, who would go nowhere without this gem of pictures, knew what was beautiful.

Raphael did not stay long in Florence at this time, but soon returned to Perugia. His next visit to Florence was of greater length. During these years, 1506 to 1508, he painted many of his best known pictures. In studying the works of Raphael you must never tire of the beautiful Madonna, for it is said that he painted a hundred of these, so much did he love the subject and so successful was he in representing the child Jesus and the lovely mother. Some of his finest Madonnas belong to this time. Let us look at a few of them.

One, called “The Madonna of the Goldfinch,” shows Mary seated with the Child Jesus at her knee and the young John presenting him with a finch, which he caresses gently. The Madonna has the drooping eyes, the exquisitely rounded face that always charm us, and the boys are real live children ready for a frolic. Another, called “The Madonna of the Meadow,” represents the Virgin in the foreground of a gently broken landscape with the two children playing beside her. We must not forget, either, as belonging to this time, the very beautiful “La Belle Jardiniere,” or the “Madonna of the Garden ” which now hangs in the Louvre, the art gallery of Paris.

Like all his great Madonnas, the Virgin and Children are of surpassing loveliness. It is finished in such a soft, melting style that to see it in its exquisite coloring, one could easily imagine it vanishing imperceptibly into the blaze of some splendid sunset. While we are talking of Raphael’s color it may be interesting to call your attention to a very remarkable fact about his paintings. He lays the color on the canvas so thin that sometimes one can trace through it the lines of the drawing, and yet his color is so pure and beautiful that he is considered one of the greatest colorists of the world. The next time you see an oil painting, notice how thick or how thin the paint is laid on, and then think of what I have told you of Raphael’s method of using color.

Now while Raphael was painting these drooping-eyed, mild-faced Madonnas and learning great lessons from the masters of Florence, a wonderful honor came to him. He was called to Rome by the Pope and given some of the apartments of the Vatican to decorate in any way he wished.

The Pope at this time was Julius II. and he was a very interesting man. He was a warrior and had spent many years fighting to gain lands and cities for the Church. When peace returned he was still anxious to do honor to the Church and so, wherever he heard of a great architect, painter, or sculptor, he at once invited him to Rome to do beautiful work for the Church. Already he had set Michael Angelo to work on a grand tomb for him. Bramante, a relative of Raphael’s, was working hard to make St. Peter’s the most wonderful Church in all the world. Now the young Raphael was to beautify still further the buildings belonging to the church.

Julius did not pretend to be an artist or a scholar, and yet by his patronage he greatly encouraged art and literature. The story is told that when Angelo was making a statue of the Pope for the town of Bologna, the artist asked Julius if he should place a book in the statue’s extended left hand, and the Pope retorted, almost in anger, “What book? Rather a sword — I am no reader!”

In earlier years Florence had been a glorious sight to our artist and now in 1508, standing in the “Eternal City,” he was more awed than when first he beheld the city of the Arno. Here the court of Julius, gorgeous and powerful, together with the works of art, like St. Peter’s, in process of construction, were but a part of the wonders to be seen. In addition, the remains of ancient Rome were scattered all about — here a row of columns, the only remains of a grand temple, there a broken statue of some god or goddess, long lost to sight, and all the earth about so filled with these treasures that one had only to dig to find some hidden work of art. The Roman people, too, were awake to the fact that they were not only living out a marvelous present, but that they were likewise, in their every day life, walking ever in the presence of a still more wonderful past. I wish, while you are thinking about this, that you would get a picture of the Roman Forum and notice its groups of columns, its triumphal arches, its ruined walls. You will then certainly appreciate more fully what Raphael felt as he went about this city of historic ruins.

The Pope received the young artist cordially and at once gave him the vast commission of painting in fresco three large rooms, or stanze, of the Vatican. In addition, he was to decorate the gallery, or corridor, called the loggia, leading to these apartments from the stairway. With the painting of these walls Raphael and his pupils were more or less busy during the remainder of the artist’s short life. A great many religious and historic subjects were used, besides some invented by Raphael himself, as when he represented Poetry by Mount Parnassus inhabited by all the great poets past and present. In these rooms some of his best work is done. Every year thousands of people go to see these pictures and come away more than ever enraptured with Raphael and his work.

In the loggia are the paintings known collectively as Raphael’s Bible. Of the fifty-two pictures in the thirteen arcades of this corridor all but four represent Old Testament scenes. The others are taken from the New Testament. Although Raphael’s pupils assisted largely in these frescoes they are very beautiful and will always rank high among the art works of the time.

Raphael’s works seem almost perfect even from the beginning, yet he was always studying to get the great points in the work of others and to perfect his own. Perhaps this is the best lesson we may learn from his intellectual life — the lesson of unending study and assimilation. He was greatly interested in the ruins of Rome and we know that he studied them deeply and carefully. This is very evident in the Madonnas of his Roman period. They have a strength and a power to make one think great thoughts that is not so marked in the pictures of his Florentine period.

The “Madonna of the Fish ” is one of the most beautiful of this time. It was painted originally for a chapel in Naples where the blind prayed for sight, and where, legend relates, they were often miraculously answered. The divine Mother, a little older than Raphael’s virgins of earlier years, is seated on a throne with the ever beautiful child in her arms. The babe gives his attention to the surpassingly lovely angel, Raphael, who brings the young Tobias with his fish into the presence of the Virgin, of whom he would beg the healing of his father who is blind. On the other side he points to a passage in the book held by the venerable St. Jerome. This is doubtless the book of Tobit wherein the story of Tobias is related, and which Tobias translated. Whatever the real purpose of the artist was in introducing St. Jerome, a very beautiful result was attained in contrasting youth and age. Like a human being of note, this picture has had an eventful history. It was stolen from Naples and carried to Madrid and then, in the French wars, it was taken to Paris. It has since been restored to the Prado of Madrid, and there to-day we may feast our eyes on its almost unearthly loveliness. In it the divine painter showed that he knew the heart of a mother and the love of a son; that he appreciated the majesty of age and the heavenly beauty of the angels.

Hardly less beautiful is the “Madonna Foligno,” so named from the distant view of the town of Foligno seen under a rainbow in the central part of the picture. In the upper portion, surrounded by angel heads, is the Madonna holding out her child to us. Below is the scene already referred to, the portrait of the donor of the picture, some saints, and a beautiful boy angel. The latter is holding a tablet which is to be inscribed, for this is one of that large class of pictures in Italian Art called votive — that is, given to the church by an individual in return for some great deliverance. In this case the donor had escaped, as by a miracle, from a stroke of lightning.

In this short sketch there is time to mention only a few of Raphael’s great pictures, but I trust you will be so interested that you will look up about others that are passed over here. There are many very interesting books about Raphael in which you can find descriptions of all of his pictures.

Among other paintings, Raphael made many fine portraits. An excellent likeness of Julius was so well done that, skillfully placed and lighted, it deceived some of the Pope’s friends into thinking it the living Julius.

The painting of portraits was not the only departure of our artist from his favorite Madonna or historic subjects. We find him also interested in mythology. Out of this interest grew his “Galatea,” which he painted for a wealthy nobleman of his acquaintance. In this picture Galatea sails over the sea in her shell-boat drawn by dolphins. She gazes into heaven and seems unconscious of the nymphs sporting about her.

Speaking of Raphael’s use of mythological subjects, though not quite in the order of time, we may here mention his frescos illustrating the story of Cupid and Psyche, painted on the walls and ceiling of the same nobleman’s palace, the Chigi palace. The drawings for these pictures were made by Raphael, but most of the painting was done by his pupils. As we study these pictures of the joys and sorrows of this beautiful pair, we are interested, but we regret that our angel-painter was willing, even for a short time, to leave his own proper subjects, the religious. We feel like saying, “Let men who know not the depth of religious feeling, as did Raphael, paint for us the myth and the secular story, but let us save from any earthly touch our painter of sacred things.”

In 1513 the great Julius died, and Leo X., a member of the famous Medici family of Florence, succeeded to his place. Raphael was in the midst of his paintings in the Vatican, and for a time it was uncertain what the new Pope would think of continuing these expensive decorations. Though lacking the energy of Julius, Leo continued the warrior-pope’s policy regarding art works. So Raphael went on unmolested in his work, with now and then a great commission added.

During the life of Leo the power of the Church sunk to a low level, and yet the angel-painter of the Vatican pursued in peace the composition and painting of his lovely works.

The “St. Cecilia ” was a very important work painted about the time of Julius’ death. It was painted for a wealthy woman of Bologna to adorn a chapel which she had built to St. Cecilia, the patroness of music. She had built this chapel because she thought she heard angels telling her to do it; in other words she had obeyed a vision.

In the picture the saint stands in the centre of a group made up of St. John, St. Paul, St. Augustine, and Mary Magdalene. She holds carelessly in her hands an organ from which the reeds are slipping. What charms can even her favorite instrument have for her when streams of heaven’s own music are reaching her from the angel choir above? Every line of face and figure shows her rapt attention to the celestial singers. The instruments of earthly music lie scattered carelessly about.

While our attention is held most of all by the figure of St. Cecilia, the other persons represented interest us too, especially St. Paul, leaning on his naked sword. (See illustration.) His massive head and furrowed brow show man at his noblest occupation — thinking. In delightful contrast is the ever beautiful St. John, the embodiment of youth and love.

When the picture was completed Raphael sent it to his old friend Francia, the artist of Bologna. It is related that Francia, on seeing the wonderful perfection of the picture, died of despair, feeling how poorly he could paint as compared with Raphael. Whether this story be true or not, it is certain that the people of Bologna were much excited over the arrival of the picture and gloried in possessing the vision of St. Cecilia. The picture is still to be seen in Bologna, where it retains its brilliant coloring, slightly mellowed by the passing years.

The Sistine Chapel was the most beautiful apartment in the Vatican. Its walls were covered with choicest frescos. Its ceiling, done by the wonder-working hand of Michael Angelo, was a marvel. To add still more to the beauty of this Chapel, Leo ordered Raphael to draw cartoons for ten tapestries to be hung below the lowest tier of paintings. Now you know that cartoons are the large paper drawings made previous to frescos and tapestries to serve as patterns.

Raphael selected ten subjects from the Acts of the Apostles. His designs were accepted and sent to Arras in Flanders where the most beautiful tapestries were manufactured. The cartoons were cut into strips that they might be more conveniently used. In 1518 the tapestries, woven of silk, wool, and gold, were finished and brought to Rome, where they were greatly admired.

In 1527, Rome was sacked by savage soldiers and many of her choicest things carried away. Among them were these tapestries. They were sold and then restolen by Jews, who thought to separate the gold by burning them. They tried this with one and found that the quantity of gold was so small that it was not worth the trouble, and so the others were spared and sold to a merchant of Genoa. They were finally recovered in a faded condition and are now in the Vatican.

Meanwhile the cartoons were forgotten and three of them lost. The Flemish artist, Rubens, came across those remaining, however, and recommended Charles I. of England to purchase them for his palace at Whitehall. Later Cromwell bought them for the nation, and today we may see them pasted together and carefully mounted in South Kensington Museum, London. “The Miraculous Draught of Fishes,” (see opposite page,) is one of the best known of the series. All are bold and strong in drawing, and several are very beautiful, as “Paul and John at the Beautiful Gate.” One critic, in speaking of the cartoons, says they mark the climax of Raphael’s art.

We must not forget that all these years, while Raphael was making these wonderful cartoons and pictures, the work on the rooms of the Vatican was going steadily forward. He certainly was a busy man!

Probably the best known of Raphael’s Madonnas is “The Madonna della Sedia,” so called because the mother sits in a chair. A delightful story is told of the painting of this picture. It runs something like this: Many years ago there lived in a quiet valley in Italy a hermit who was greatly loved by all the people round about, for he taught them and he helped them in sickness and in trouble. His hut was near a giant oak tree that sheltered him from the sun of summer and the biting winds of winter. In the constant waving of its branches, too, it seemed to converse with him, and so he said he had two intimate friends, one that could talk, and one that was mute. By the one that could talk he meant the vine-dresser’s daughter who lived near by and who was very kind to him. By the mute one he meant this sheltering oak.

Now, one winter a great storm arose, and when the hermit saw that his hut was unsafe, his mute friend seemed to beckon him to come up among the branches. Gathering a few crusts, he went up into the tree where, with hundreds of bird companions, his life was saved, though his hut was destroyed. Just as he thought he should die of hunger, Mary, the vine-dresser’s daughter, came to see her old friend and took him to her home. Then the pious hermit, Benardo, prayed that his two friends might be glorified together in some way.

Time wore on. The hermit died, the oak tree was cut down and converted into wine casks, and the lovely Mary married and was the mother of two boys. One day as she sat with her children, a young man passed by. His eyes were restless, and one might have known him for a poet or a painter in whose mind a celestial vision was floating. Suddenly he saw the young mother and her two children. The painter, for it was Raphael, now beheld his vision made flesh and blood. But he had only a pencil. On what could he draw the beautiful group? He seized the clean cover of a wine cask near by and drew upon it the lines to guide him in his painting. He went home and filled out his sketch in loveliest color, and ever since the world has been his debtor for giving it his heavenly vision. So the hermit’s prayer was answered. His two friends were glorified together.

Other honors, besides those coming from his paintings, were showered upon Raphael at this time. He was now rich, and the Cardinal Bibbiena offered him his niece Maria in marriage. It was considered a great thing in those times to be allied by marriage to a church dignitary, but Raphael had higher honors, and so, while he accepted the offer rather than offend the cardinal, he put off the wedding until Maria died. His heart was not in this contract because for years he had loved a humble but beautiful girl, Margherita, who was probably the model of some of his sweetest Madonnas.

Speaking of the honors thrust upon Raphael, we must not forget that the Pope made him architect-in-chief of St. Peter’s on the death of Bramante. He was also appointed to make drawings of the ancient city of Rome, in order that the digging for buried remains might be carried on more intelligently.

In every Madonna we have described, we have had to use freely the words lovely, great, beautiful, but one there remains which, more than any other, merits all these titles and others in addition. It is the “Sistine Madonna ” in the Dresden Gallery. It was the last picture painted wholly by Raphael’s hand. It was painted originally as a banner for the monks of St. Sixtus at Piacenza, but it was used as an altar-piece. In 1754, the Elector of Saxony bought it for $40,000 and it was brought to Dresden with great pomp. People who know about pictures generally agree that this is the greatest picture in the world.

Let us see some of the things which it contains — no one can ever tell you all, for as the years increase and your lives are enlarged by joy and by sorrow, you will ever see more and more in this divine picture and feel more than you see. Two green curtains are drawn aside and there, floating on the clouds, is the Virgin full length, presenting the Holy Child to the world. It is far more than a mother and child, for one sees in the Madonna a look suggesting that she sees vaguely the darkness of Calvary and the glory of the resurrection. This is no ordinary child, either, that she holds, for He sees beyond this world into eternity and that His is no common destiny; — at least, one feels these things as we gaze at the lovely apparition on its background of clouds and innumerable angel heads. St. Sixtus on one side would know more of this mystery, while St. Barbara on the other is dazzled by the vision and turns aside her lovely face. Below are the two cherubs, the final touch of love, as it were, to this marvellous picture.

It is said that the picture was completed at first without these cherubs and that they were afterwards added when Raphael found two little boys resting their arms on a balustrade, gazing intently up at his picture.

This painting has a room to itself in the Dresden Gallery, where the most frivolous forget to chat and the thoughtful sit for hours in quiet meditation under its magic spell. One man says, “I could spend an hour every day for years looking at this picture and on the last day of the last year discover some new beauty and a new joy.”

There was now great division of opinion in Rome as to whether Angelo or Raphael were the greater painter. Cardinal de Medici ordered two pictures for the Cathedral of Narbonne, in France, one by Raphael and one by Sebastian Piombo, a favorite pupil of Angelo’s. People knew that Angelo would never openly compete with Raphael, but they also felt sure that he would assist his pupil. The subject chosen by Raphael was “The Transfiguration.” But suddenly, even before this latest commission was completed, that magic hand had been stopped by death. The picture, though finished by Raphael’s pupils, is a great work. The ascending Lord is the point of greatest interest in the upper, or celestial part, while the father with his demoniac child, holds our attention in the lower, or terrestrial portion. At his funeral this unfinished picture hung above the dead painter, and his sorrowing friends must have felt, as Longfellow wrote of Hawthorne when he lay dead with an unfinished story on his bier, — 

“Ah, who shall lift that wand of magic power,
And the lost clew regain?
The unfinished window in Aladdin’s tower
Unfinished must remain.” 

Raphael died suddenly on his birthday in 1520, from a fever contracted while searching for remains among the ruins of Rome. He realized from the first that his sickness was fatal, and he immediately set about disposing of his property. His works of art he gave to his pupils, his palace to Cardinal Bibbiena, and his other property was distributed among his relatives, and to his sweetheart, Margherita. He was buried with honors in the Pantheon at Rome, beside Maria Bibbiena.

For many years there was exhibited at St. Luke’s Academy, in Rome, a so-called skull of Raphael. In 1833 some scholars declared that they did not believe this to be the skull of the artist. They urged the authorities to open the grave to prove their position. After five days of careful digging the coffin was reached and there lay the artist’s skeleton complete. For many days it was exposed to view in a glass case. A cast was taken of the right hand and of the skull, and then, with splendid ceremonies, they buried the artist a second time.

Mention has often been made of Raphael’s personal beauty. Only thirty-seven when he died, his seraphic beauty was never marred by age.

In his palace he lived the life of a prince, and when he walked abroad, he had a retinue of devoted followers. He had for friends princes and prelates, artists and poets, while the common people loved him for the fine spirit they knew him to be.

Judged by the moral standard of his time, he was absolutely spotless. Seldom, in any man, have all good qualities joined with a versatile genius to the extent that they did in Raphael. No wonder that his friends caused to be inscribed on his tomb these words— “This is that Raphael by whom Nature feared to be conquered while he lived, and to die when he died. ”
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INTRODUCTION

I. ON RAPHAEL’S CHARACTER AS AN ARTIST.

No one of the old Italian masters has taken such a firm hold upon the popular imagination as Raphael. Other artists wax and wane in public favor as they are praised by one generation of critics or disparaged by the next; but Raphael’s name continues to stand in public estimation as that of the favorite painter in Christendom. The passing centuries do not dim his fame, though he is subjected to severe criticism; and he continues, as he began, the first love of the people.

The subjects of his pictures are nearly all of a cheerful nature. He exercised his skill for the most part on scenes which were agreeable to contemplate. Pain and ugliness were strangers to his art; he was preëminently the artist of joy. This is to be referred not only to his pleasure-loving nature, but to the great influence upon him of the rediscovery of Greek art in his day, an art which dealt distinctively with objects of delight.

Moreover Raphael is compassionate towards mind as well as heart; he requires of us neither too strenuous feeling nor too much thinking. As his subjects do not overtax the sympathies with harrowing emotions, neither does his art overtax the understanding with complicated effects. His pictures are apparently so simple that they demand no great intellectual effort and no technical education to enjoy them. He does all the work for us, and his art is too perfect to astonish. It was not his way to show what difficult things he could do, but he made it appear that great art is the easiest thing in the world. This ease was, however, the result of a splendid mastery of his art. Thus he arranges the fifty-two figures in the School of Athens, or the three figures of the Madonna of the Chair, so simply and unobtrusively that we might imagine such feats were an every-day affair. Yet in both cases he solves most difficult problems of composition with a success scarcely paralleled in the history of art.

Even the Master himself seldom achieved the same kind of success twice. His Parnassus lacks the variety of the School of Athens, though the single figures have a similar grace, and the Incendio del Borgo or Conflagration in the Borgo, with groups equal in beauty to any in the other two frescoes, has not the unity of either. Again, while the Parnassus and the Liberation of Peter show a masterly adaptation to extremely awkward spaces, the Transfiguration fails to solve a much easier problem of composition.

Preferring by an instinct such as the Greek artist possessed, the statuesque effects of repose to the portrayal of action, Raphael showed himself capable of both. The Hellenic calm of Parnassus is not more impressive than the splendid charge of the avenging spirits upon Heliodorus; the visionary idealism of the angel-led Peter is matched by the vigorous realism of Peter called from his fishing to the apostleship; the brooding quiet of maternity expressed in the Madonna of the Chair has a perfect complement in the alert activity of the swiftly moving Sistine Madonna.

Great as was Raphael’s achievement in many directions, he is remembered above all else as a painter of Madonnas.  Here was the subject best expressing the individuality of his genius. From the beginning to the end of his career the sweet mystery of motherhood never ceased to fascinate him. Again and again he sounded the depths of maternal experience, always making some new discovery.

The Madonna of the Chair emphasizes most prominently, perhaps, the physical instincts of maternity. “She bends over the child,” says Taine, “with the beautiful action of a wild animal.” Like a mother creature instinctively protecting her young, she gathers him in her capacious embrace as if to shield him from some impending danger. The Sistine Madonna, on the other hand, is the most spiritual of Raphael’s creations, the perfect embodiment of ideal womanhood. The mother’s love is here transfigured by the spirit of sacrifice. Forgetful of self, and obedient to the heavenly summons, she bears her son forth to the service of humanity.

Sister spirits of the Madonnas, and hardly second in delicate loveliness, are the virgin saints of Raphael; the Catherine, the Cecilia, the Magdalene, and the Barbara are abiding ideals in our dreams of fair women.

The same sweetness of nature which prompted Raphael’s fondness for lovely women and happy children shows itself also in his delineation of angels. The archangel Michael, the angel visitors of Abraham, and the celestial spirits appearing to Heliodorus all follow closely upon the Madonnas in the purity and serenity of their beauty. In the same fellowship also belongs the beautiful youth in the crowd at Lystra, who is as sharply contrasted with his surroundings as if he were a denizen of another sphere. The ideal is again repeated in the St. John of the Cecilia altar-piece, whose uplifted face has a sweetness which is not so much feminine as celestial. The angel of Peter’s deliverance is less successful than the artist’s other angel types. The head seems too small for the splendidly vigorous body, and the face lacks somewhat of strength.

If Raphael’s favorite ideals were drawn from youth and womanhood, it was not because he did not understand the purely masculine. The Æneas of the Borgo fresco, the Paul of the Cecilia altar-piece, and the Sixtus of the Sistine Madonna show, in three ages, what is best and most distinctive in ideal manhood.

Raphael’s type of beauty is not such as calls forth immediate or extravagant admiration: it is satisfying rather than amazing, and its qualities dawn slowly though steadily upon the imagination. Raphael holds always to the golden mean; no exaggerated note jars upon the perfection of his harmonies. For this reason his pictures never grow tiresome. They stand the test of daily companionship and grow ever lovelier through familiarity.

Without forcing the parallel, we may say that something of the same spirit which animated the work of Raphael reappears in the familiar poetry of Longfellow. The one artist had an eye for beautiful line, the other had an ear for melodious verse, and both alike shunned whatever was inharmonious, always seeking grace and symmetry. Their subjects were, indeed, of dissimilar range. Raphael, impressed by the scholarship of his time, chose themes which were larger and more related to the experience of the world, while Longfellow was never very far removed from the golden milestone of domestic life. Yet in diverse subjects both turned instinctively to aspects of womanhood, to what was refined and gently emotional, and turned away from the violent and revolutionary.

 

II. ON BOOKS OF REFERENCE.

Within the last forty years the methods of criticism as applied to art have undergone so many changes that there has been a rapid succession of biographers and critics of Raphael until the student reader of to-day scarcely knows whom to believe. The time was when Vasari, in his important “Lives of the Painters,” was the accepted source of information, and all current writers borrowed unquestioningly from him both facts and opinions; but the old chronicler was too often influenced by popular gossip and personal prejudice to be depended upon. Many of his stories are positively disproved by documentary evidence, and for some years he has stood in dust and disgrace on the upper shelves of the bookcase. From this exile a revised edition has recently brought him forth to fresh honors. The joint work of Mr. and Mrs. E. H. Blashfield with A. A. Hopkins has given us an annotated text which we may read with equal pleasure and profit. This is certainly the best of all reference books to put us in touch with the period in which Raphael lived.

The German work on Raphael by Passavant, once so weighty, is now useful only to those who have opportunity to compare it with other authorities. So likewise the work of Crowe and Cavalcaselle is no longer desirable as a sole authority. Even the splendid work of Eugene Müntz (translated by Walter Armstrong), the latest and most valuable of the comprehensive books on Raphael, must be read in the light of later criticism. Müntz’s volume contains a complete list of the master’s works, — frescoes, easel pictures, tapestries, drawings, and works in architecture and sculpture, — each class subdivided according to subject.

A few of the shorter biographies of Raphael have been corrected according to the conclusions of the most recent critical scholarship, as represented by Morelli. Notable among these is the life of Raphael in Kugler’s “Handbook of the Italian Schools,” revised by A. H. Layard, and the life of Raphael included in Mrs. Jameson’s “Early Italian Painters,” revised by Estelle M. Hurll.

The latest entirely new short biographies of Raphael are those (1) by Mrs. Henry Ady (Julia Cartwright), issued in two parts as monographs for “The Portfolio:” the “Early Work of Raphael” and “Raphael in Rome,” and (2) by H. Knackfuss in a series of German “Künstler-Monographien” (also published in an English translation). Both are well illustrated and useful books.

Finally the student is referred to Bernhard Berenson’s “Central Italian Painters of the Renaissance” for an exceedingly valuable estimate of Raphael’s character as an artist.

Many books have been written on the separate works of Raphael, — the Vatican frescoes, the cartoons, the Madonnas, etc., — but as most of these are in German and Italian they are not generally available. The Blashfield Vasari enumerates a long list of them in the Bibliography preceding the “Life of Raphael.”

III. HISTORICAL DIRECTORY OF THE PICTURES OF THIS COLLECTION.

Portrait frontispiece. Painted on wood, 1506, as a gift from the painter to his uncle, Simone Ciarla, of Urbino. In 1588 the portrait passed from Urbino to the Academy of St. Luke, Rome. Later it was sold to Cardinal Leopoldo de’ Medici for the Hall of Portraits of the Old Masters in the Uffizi Gallery, Florence.

1. The Madonna of the Chair is a wood panel 2 ft. 4-3/4 in. diameter. It was painted between 1510-1514, and is now in the Pitti Gallery, Florence.

2. Abraham and the Three Angels is a mural painting in the fourth arcade of the Loggie, Vatican Palace, Rome. It was executed by Francesco Penni.

3, 4. The Miraculous Draught of Fishes and The Sacrifice at Lystra are cartoons in distemper colors. The execution was by Raphael’s pupils in 1515-1516. They were sent to Flanders as designs for tapestries, and discovered by Rubens in a manufactory at Arras, 1630; Charles I. of England purchased them, and they are now in the South Kensington Museum, London.

5. Heliodorus driven from the Temple (detail of the larger composition known by this name) is a mural painting which gives the name to the Camera d’ Eliodoro, Vatican Palace, Rome. The date of the painting is 1511-1512.

6. The Liberation of Peter is a mural painting in the Camera d’ Eliodoro, Vatican Palace, Rome; the execution is by Giulio Romano, 1514.

7. The Holy Family of Francis I. is a canvas panel 8 ft. 9 in. by 5 ft. 3 in., painted for Lorenzo de’ Medici, and presented by the Pope Leo X. to Francis I. of France; hence the name. It was executed by Giulio Romano in 1518, and is now in the Louvre, Paris.

8. St. Catherine of Alexandria is a wood panel 2 ft. 4 in. by I ft. 9-1/2 in., painted in 1507, and now in the National Gallery, London.

9. St. Cecilia is a panel painting which was transferred from wood to canvas. It was painted about 1516 for the Church of S. Giovanni a Monte, Bologna, and is now in the Bologna Gallery.

10. The Transfiguration, 14 ft. 9 in. by 9 ft. 1-1/2 in. Raphael painted the upper part in 1519, and the picture was finished after his death by Giulio Romano. It was ordered by the Cardinal de’ Medici for the Cathedral at Narbonne (France), but was retained in Rome after the artist’s death. It was taken to Paris during the French Revolution, and restored to Rome in 1815. It is now in the Vatican Gallery.

11. Parnassus is a mural painting in the Camera della Segnatura, Vatican Palace, Rome. The date is 1509-1511.

12. Socrates and Alcibiades (detail of the School of Athens) is a mural painting in the Camera della Segnatura, Vatican Palace, Rome. It was painted in 1509-1511.

13. The Flight of Æneas (detail of the Conflagration in the Borgo), a mural painting in the Camera dell’ Incendio, Vatican Palace, Rome. It was executed by Giulio Romano about 1515.

14. St. Michael slaying the Dragon, a panel 8 ft. 9-1/2 in. by 5 ft. 3 in. It was painted on wood and transferred to canvas. It was ordered by Leo X. as a gift to Francis I., and was presented to him by Lorenzo de’ Medici. The execution is by Giulio Romano, 1518. It is now in the Louvre, Paris.

15. The Sistine Madonna, a canvas panel 8 ft. 8 in. by 6 ft. 5 in., was painted about 1515 for the high altar of the Church of St. Sixtus, Piacenza, and received its name from the portrait figure of St. Sixtus which it contains; it was purchased by the Elector of Saxony in 1753-1754 for the Dresden Gallery.

IV. COLLATERAL READINGS FROM LITERATURE.

In connection with St. Catherine: — 

Latin Hymn, Vox Sonora Nostri Chori, St. Catherine’s Day. Translated by David Morgan.

Mrs. Jameson. Sacred and Legendary Art.

S. Baring-Gould. Lives of the Saints. Volume for November.

In connection with St. Cecilia: — 

S. Baring-Gould. Lives of the Saints. Volume for November.

Mrs. Jameson. Sacred and Legendary Art.

Chaucer. Second Nonnes Tale.

Dryden. Alexander’s Feast: Ode in honor of St. Cecilia’s Day.

In connection with Parnassus: — 

Shelley. Hymn of Apollo.

Keats. Ode to Apollo.

Bulfinch. Age of Fable.

In connection with the Flight of Æneas: — 

Virgil. Æneid, Book II. Translated by C. P. Cranch.

In connection with Socrates and Alcibiades: — 

 

Fénelon. Lives of the Philosophers. Translated by John Cormack.

Plato. Alcibiades, The Symposium, Protagoras. Translated by Jowett.

Milton. Paradise Regained. Book IV. lines 240-285.

In connection with St. Michael and the Dragon: — 

Milton. Paradise Lost. Book VI.

In connection with the Sistine Madonna: — 

Mrs. Jameson. Sacred and Legendary Art (for St. Barbara).

V. OUTLINE TABLE OF THE PRINCIPAL EVENTS IN RAPHAEL’S LIFE.

1483. Raphael born at Urbino.

1499. Raphael enters Perugino’s studio at Perugia.

1504. “The Marriage of the Virgin.”

1504. Raphael’s first visit to Florence.

1505. Raphael in Perugia: — 

The Madonna of St. Anthony.

The fresco of San Severo.

1506. Visit at Urbino: — 

Raphael’s portrait by himself.

1504-1508. The Florentine Period: — 

Granduca Madonna.

Tempi Madonna.

Madonna in the Meadow.

The Madonna del Cardellino.

The Belle Jardiniere.

The Canigiani Madonna.

1508. Raphael called to Rome by Pope Julius II.

1511. Raphael frescoes the Camera della Segnatura.

1512. Raphael begins decoration of the Camera d’ Eliodoro.

1513. Raphael commissioned by Leo X. to continue work begun under Julius II.

1514. “Galatea.”

1514. Raphael appointed architect of St. Peter’s by Leo X.

1508-1515. Some Madonnas of the Roman Period: — 

Foligno Madonna.

 

Garvagh Madonna.

The Madonna of Casa Alba.

The Madonna of the Chair.

The Sistine Madonna.

1515. Camera dell’ Incendio completed under Raphael’s direction.

1515-1516. Cartoons for tapestries executed under Raphael’s direction.

1517. Farnesina frescoes painted under Raphael’s direction.

1519. The Transfiguration.

1520. Raphael died in Rome.

VI. SOME FAMOUS CONTEMPORARIES OF RAPHAEL.

IN ITALY.

Rulers: — 

Lorenzo de’ Medici (reigned 1469-1492) and Pietro de’ Medici (1492-1494), dukes of Florence.

Giovanni Galeazzo Sforza (reigned 1476-1494), Lodovico Maria Sforza (1494-1500), and Massimiliano Sforza (1512-1515), dukes of Milan.

Francesco Maria della Rovere, duke of Urbino (born 1490; died 1535).

Ferdinand I. (reigned 1458-1494), Ferdinand II. (reigned 1495-1496), and Ferdinand III., kings of Naples, the last being he who was also king of Spain as Ferdinand V.

Innocent VIII. (1484-1492), Alexander VI. (1492-1503), Pius III. (1503), Julius II. (1503-1513), and Leo X. (1513-1523), popes.

Painters: — 

Older group: — 

Perugino (1446-1523).

Bazzi (1477-1549).

Leonardo da Vinci (1452-1519).

Bartolommeo (1475-1517).

Giorgione (1477-1510).

Titian (1477-1576).

Giovanni Bellini (1428-1516).

Compeers: — 

Andrea del Sarto (1486-1531).

Sebastian del Piombo (1485-1547).

Assistants and Pupils: — 

Giulio Romano (1492-1546).

Giovanni da Udine (1487-1564).

Francesco Penni (1488-1528).

Marc Antonio (1487-1539), engraver.

Michelangelo (1474-1564), sculptor.

Bramante (1444-1514), architect of St. Peter’s.

Sanazzaro Jacopo (1458-1530 or 1532), poet (De Partu Virginia).

Ariosto (1474-1533), poet (Orlando Furioso).

Francesco Berni (1496-1536), comic poet.

Cardinal Bembi (1470-1547), celebrated scholar.

Count Baldasarre Castiglione (1478-1529), writer and patron of literature.

Christopher Columbus (1436 or 1446-1506), discoverer.

IN PORTUGAL.

Vasco da Gama (died 1525), discoverer.

IN ENGLAND.

Richard III. (1483-1485), Henry VII. (1485-1509), Henry VIII. (1509-1547), kings.

Sebastian Cabot (1477-15?), discoverer.

IN GERMANY.

Frederick III. (1440-1493), emperor of Austria, and Maximilian I. (1493-1519).

Martin Luther (1483-1546), religious reformer.

Albert Dürer (1471-1528), painter.

Holbein (1498-1543), painter.

Copernicus (1473-1545), astronomer.

IN FRANCE.

Charles VIII. (1483-1498), king.

Rabelais (1483 or 1495-1553), satirist.

IN SPAIN.

Ferdinand (died 1516) and Isabella (died 1504), king and queen, beginning to reign in 1474.


I. THE MADONNA OF THE CHAIR

In early days an Italian in addressing a lady used the word Madonna, which, like the French word Madame, means My Lady. Now he says Signora; Madonna would have to him an old-fashioned sound. To the rest of the world this word Madonna has come to be applied almost wholly to the Virgin Mary, with or without the child Jesus; and as Raphael painted a great many pictures of the Madonna for churches or other sacred places, a name has been given to each, drawn usually from some circumstance about it.

The Madonna of the Chair is so called because in this picture the Virgin is seated. She is sitting in a low chair, holding her child on her knee, and encircling him with her arms. Her head is laid tenderly against the child’s, and she looks out of the picture with a tranquil, happy sense of motherly love.

The child has the rounded limbs and playful action of the feet of a healthy, warm-blooded infant, and he nestles into his mother’s embrace as snugly as a young bird in its nest. But as he leans against the mother’s bosom and follows her gaze, there is a serious and even grand expression in his eyes which Raphael and other painters always sought to give to the child Jesus to mark the difference between him and common children.

By the side of the Madonna is the child who is to grow up as St. John the Baptist. He carries a reed cross, as if to herald the death of the Saviour; his hands are clasped in prayer, and though the other two look out of the picture at us, he fixes his steadfast look on the child, in ardent worship.

Around each of the heads is very faintly seen a nimbus, as it is called; that is, the old painters were wont to distinguish sacred persons by a circle about the head. Sometimes, as here, the circle is a golden line only; sometimes it is a gold band almost like a plate against which the head is set. This circular form took the name Nimbus from the Latin word for a cloud, as if the heads of sacred persons were in an unearthly surrounding. It is also called a halo. Such a representation is a symbol or sign to indicate those higher and more mysterious qualities which are beyond the artist’s power to portray.

This simple composition is a perfect round, and if one studies it attentively one will see how curved and flowing are all the lines within the circle; even the back of the chair, though perpendicular, swells and curves into roundness. It is by such simple means as this that the painter gives pleasure to the eye. The harmony of the lines of the composition makes a perfect expression of the peaceful group centred thus about the divine child.

It is a home scene and one such as Raphael might have seen in Rome in his own time. Not unlikely he saw a mother enfolding her child thus when he was taking a walk at the quiet end of day, and caught at once a suggestion from the scene for a Madonna. There is indeed an old legend which grew up about this picture, relating the supposed circumstances under which Raphael found a charming family group which served him as a model, and which he rapidly sketched upon the head of a cask; the circular form of the picture is thus accounted for. Whether or not this pretty story is true, it is certain that the Madonna of the Chair is a true picture of home life either in Raphael’s time or even in our own day. The mother wears a handkerchief of many colors over her shoulders, and another on her head like the Roman scarf one still sees nowadays.

We may see what delight and reverence Madonna pictures like this have awakened as we read the words of an old chant. In quaint diction and with fanciful imagery the writer tried to express his feelings in the presence of a painting which, if not this veritable Madonna of the Chair, was certainly very like it.

“When I view the mother holding In her arms the heavenly boy, Thousand blissful thoughts unfolding Melt my heart with sweetest joy.

“As the sun his radiance flinging Shines upon the bright expanse, So the child to Mary clinging Doth her gentle heart entrance. 

“See the Virgin Mother beaming! Jesus by her arms embraced, Dew on softest roses gleaming, Violet with lily chaste!

“Each round other fondly twining. Pour the shafts of mutual love, Thick as flowers in meadow shining, Countless as the stars above.

“Oh, may one such arrow glowing, Sweetest Child, which thou dost dart Thro’ thy mother’s bosom going, Blessed Jesus, pierce my heart.”


II. ABRAHAM AND THE THREE ANGELS

In the story of Abraham, as related in our Bible, we read of the wandering and adventurous life of the patriarch as he moved from place to place. In process of time he became “very rich in cattle, in silver, and in gold.” He was as brave as he was industrious. When Lot, his brother’s son, who dwelt in Sodom, was taken captive by some foreign kings who had conquered the king of Sodom, Abraham armed his large company of servants and went to the rescue. He recovered not only his nephew, but all the booty which the victors had taken. Moreover, Abraham was a man of vision as well as of action, a man who feared God and sought righteousness.

In his old age he was living with his aged wife Sarah on the plains of Mamre. “He sat in the tent door in the heat of the day,” the story goes on, “and he lifted up his eyes and looked, and lo, three men stood by him: and when he saw them, he ran to meet them from the tent door, and bowed himself toward the ground, and said, ‘My Lord, if now I have found favour in thy sight, pass not away, I pray thee, from thy servant: let a little water, I pray you, be fetched, and wash your feet, and rest yourselves under the tree: and I will fetch a morsel of bread, and comfort ye your hearts; after that ye shall pass on: for therefore are ye come to your servant.’ And they said, ‘So do, as thou hast said.’

Genesis, chapter xviii., verses 1-8.

“And Abraham hastened into the tent unto Sarah, and said, ‘Make ready quickly three measures of fine meal, knead it, and make cakes upon the hearth.’ And Abraham ran unto the herd, and fetcht a calf tender and good, and gave it unto a young man; and he hasted to dress it. And he took butter, and milk, and the calf which he had dressed, and set it before them; and he stood by them under the tree, and they did eat.”

In the picture we see Abraham welcoming his strange visitors in front of his simple dwelling-place. He is dressed in Oriental robes and bows himself to the ground after the custom of the Eastern people, who are noted for their courtesy. He offers hospitality not as a favor to his guests, but as a privilege which he craves from them. His, not theirs, is the honor, he seems to say.

The three angels have a mysterious air. They are in human form, and yet they are unlike ordinary visitors. Their attitudes, the flowing of the robes, their gestures, all denote something unusual. While the three stand with outstretched hands as if encouraging and blessing their host, Sarah peeps through the open door and listens to the talk. A country landscape, such as may be seen in the vineyards of Italy, stretches away in the distance. Raphael never traveled outside his own country, and painted only such landscapes as were familiar to him.

The picture was intended as an illustration of the Bible. In the days when Raphael was painting, though the art of printing had been invented, only scholars and learned men could read books, and those which were printed were rarely in the language which the people spoke. Men and women did indeed hear stories read out of the Bible, but they knew these stories chiefly from paintings, and from carvings in wood and stone. Churches and monasteries, palaces and public halls, were adorned with fresco paintings, and these storied walls formed the people’s literature.

Now the Pope, Leo the Tenth, employed Raphael to decorate parts of the Vatican. The Vatican was the palace of the Popes in Rome, and one of the open courts of the palace had a gallery or Loggia, as it is called, built about its three sides. Raphael caused to be painted on the walls of this gallery festoons of flowers and fruit and sometimes animals, all surrounded and entwined with graceful ornaments. But it was the vaulted ceiling of the gallery that he treated with the greatest care. He made a great series of pictures from scenes in the Old Testament, and some from the New, and his pupils painted these upon the ceiling, so that it came to be known popularly as “Raphael’s Bible.”

The ceiling is not flat, and it does not stretch without break, but the gallery is like a succession of arched porches, and the ceiling of each is divided into panels, sloping in four directions, with a flat panel in the centre. These panels are filled with charming pictures which you can see by standing with your head thrown back.

Raphael’s Bible begins with the creation of the world; then follow the history of Adam and Eve, and Noah and the deluge; in the fourth section is the story of Abraham told in four compositions. Thus, besides this picture of Abraham and the Three Angels, there is the scene where Lot and his family are fleeing from Sodom, and his wife is turned into a pillar of salt. There is also the meeting of Abraham and Melchisedec (after Abraham’s rescue of Lot), and a picture of God promising a long line of descendants to Abraham.

In this open gallery the people of Rome could walk and read the Bible in a succession of pictures. Since these and similar pictures and statues and carvings were everywhere, men, women, and children read them as they would read books, and a popular painter was like a popular story-teller nowadays.


III. THE MIRACULOUS DRAUGHT OF FISHES

Another of the Bible scenes which Raphael painted was one which is told in the New Testament concerning the Lord Jesus and his Apostles. Some of these, as Peter and Andrew, James and John, were fishermen who lived near the lake of Gennesaret in Galilee, and had spent most of their lives in their boats. They had been much with their Master, and sometimes left their boats to go with him through the country, when he talked with them and healed the sick, and told the glad tidings, for that is what the word Gospel means. One day he had been using Simon Peter’s boat as a sort of pulpit from which to speak to the people on the shore.

“Now when he had left speaking, he said unto Simon, ‘Launch out into the deep, and let down your nets for a draught,’ And Simon answering said unto him, ‘Master, we have toiled all the night, and have taken nothing: nevertheless at thy word I will let down the net.’ And when they had this done, they inclosed a great multitude of fishes: and their net brake. And they beckoned unto their partners, which were in the other ship, that they should come and help them. And they came, and filled both the ships, so that they began to sink.

“When Simon Peter saw it, he fell down at Jesus’s knees, saying, ‘Depart from me: for I am a sinful man, O Lord.’ For he was astonished, and all that were with him, at the draught of the fishes which they had taken; and so was also James and John, the sons of Zebedee, which were partners with Simon. And Jesus said unto Simon, ‘Fear not: from henceforth thou shalt catch men.’”

Luke, chapter v., verses 4-10.

In the picture we see the two boats laden with fish, one containing Jesus with Peter and Andrew, and the other containing the partners hauling in the net. The lake stretches away in the distance until it seems to meet the sky in a line of light at the horizon. On the opposite shore are the people to whom Jesus was speaking before the fishermen launched out. Others on the bank are watching to get some of the fish which are not hauled in. There is a boat over there just pushing off. Fishhawks hover overhead, and on the nearer shore are herons.

Just as before in the Madonna of the Chair we saw how all the lines in the picture were drawn as it were in a circle, so here it is the long horizontal line on which the picture is built: the boats extending across the foreground, the distant shore, and the horizon line swelling into the upland. Some one has said that the boats are so placed that it looks as if the figures were slowly passing before the eye of the spectator.

Now this picture is not, like so many, painted on canvas or on wood. Raphael was bidden to make designs for some great hangings or tapestries for the chapel in the Vatican palace known as the Sistine Chapel. He made his drawings, cartoons they are called, on a coarse kind of paper, the pieces put together on a great frame, and these cartoons were sent to Arras in Flanders, where they were copied in tapestry by skillful artists.

Raphael intended to represent scenes in the lives of the Apostles, and his series was in two groups of five each, the first centring about the life of St. Peter, the second about the life of St. Paul. The tapestries are in the Vatican palace, but seven of the cartoons are in the South Kensington Museum in London. There they are kept with great care, but they have led a perilous life. When they were sent to Arras, they were cut in strips for the convenience of the weavers, and pricked with holes. Then after they had been copied in the tapestries, they were thrown aside, as so much waste paper, and lay in a cellar, neglected, for a hundred years. Fortunately they were not destroyed, and the fragments were found in 1630, by the great Flemish painter Rubens, who knew their value. He advised King Charles I. of England to buy them, and they were still regarded as patterns for tapestries. The king set up a manufactory at Mortlake, and some tapestries were made from these cartoons.

When the king was put to death, Cromwell bought the cartoons, and put them away in some boxes at Whitehall. When Charles II. came to the throne, he tried to sell them to France, but was stopped, and finally they found a home at Hampton Court Palace. A few years ago they were removed to their present place of keeping.

The original tapestries, as we have said, were designed for the Sistine Chapel, but they were long ago removed from that place and are now preserved in the Gallery of Tapestries in the Vatican.

The colors of the tapestries have faded, but color never formed the chief attraction of these compositions. What one always admired, and can still admire in engravings and other copies, is what we call the dramatic character of the picture, the way in which the painter has so arranged his figures as to make them tell a story in a lively, graphic fashion.

He can also, as his eye is more and more trained, discover the beauty which lies in the drawing of forms, in masses and in lines. For an engraving or a pencil drawing in black and white can give a great deal of pleasure, and some painters make better pictures with pen and ink than they can with a paint-box and brushes.


IV. THE SACRIFICE AT LYSTRA

The Sacrifice at Lystra was another of the great tapestries, and was in the second series of five which had to do with the life of St. Paul as recorded in the Acts of the Apostles. The apostle was on a journey with his companion Barnabas, and they were teaching and healing as they went. At Lystra they had performed a wonderful cure in healing a man who had been a cripple from his birth.

“And when the people saw what Paul had done, they lifted up their voices, saying in the speech of Lycaonia, ‘The gods are come down to us in the likeness of men,’ And they called Barnabas Jupiter, and Paul Mercurius, because he was the chief speaker.

“Then the priest of Jupiter, which was before their city, brought oxen and garlands unto the gates, and would have done sacrifice with the people. Which, when the apostles, Barnabas and Paul, heard of, they rent their clothes, and ran in among the people, crying out, and saying, ‘Sirs, why do ye these things? We also are men of like passions with you, and preach unto you that ye should turn from these vanities unto the living God.’ ...

“And with these sayings scarce restrained they the people, that they had not done sacrifice unto them.”

Acts of the Apostles, chapter xiv., verses 11-15, 18.

In the picture we see the two apostles standing on a platform at the left, by the steps of a temple, just as the crowd sweeps along from the other side with two oxen in the midst of them. It was just such a sacrificial procession as was formed on the days when they honored their gods in the temples. Paul and Barnabas receive the demonstration with dismay, the former rending his garments, and the latter clasping his hands in perplexity.

In the tumult of many figures we pick out five principal persons. At the right is the restored cripple whose recovery is the origin of the excitement. His folded hands, raised in adoration, come against the back of a youth who, quick to see the apostles’ displeasure, reaches out an arm to stay the sacrifice. His hand nearly touches the shoulder of the sturdy priest in front, who is lifting his axe to deal the deathblow to the sacrificial ox. The priest’s up-raised hand is brought near the elbow of Paul, behind whom stands his fellow apostle. Thus there is a continuous chain extending across the picture to link together those who make up the plot of the story. The most attractive face in the company is that of the youth in the centre, eager and handsome among the stolid countenances surrounding him. The apostles themselves are presently to join him in his efforts to restrain the people, but for the moment, single-handed among so many, he springs forward fearlessly to oppose the purpose of the mob.

These five figures thus linked together carry the story, but how abundantly the scene is enriched by the minor characters! There are not a great many figures, and each head is seen perfectly, so that one can count the actual number of persons present; but the first impression made on the eye is of a hurrying, eager crowd. As one looks more closely, he discovers particular persons who help to fill out the story. There are two priestesses kneeling beside the ox that is to be sacrificed. One figure, other than the cripple who has been healed, is shown in the attitude of prayer. Perhaps the old man at the extreme right is drawing aside the robe of the cripple, curious to see if there are any signs of the miracle, or if that really was the leg which was helpless.

The two children who stand by the altar, one playing the pipes, the other with a book of music, are very characteristic of Raphael, who loved thus to introduce a playful, innocent element. The singing child has his eyes bent on the ram which is led up for sacrifice.

Raphael, like other illustrators of the Bible, does not always follow exactly the text which he is to illustrate. The people called Barnabas Jupiter, and Paul Mercury. This would seem to show that Barnabas was a great, imposing figure, and Paul, according to tradition, was a small, undersized man; but there is no such contrast to be seen here.

By a happy suggestion, the painter has placed in the background on a pedestal a statue of Mercury. We know it by the winged staff which Mercury is supposed to carry as a sign of his office of messenger of the gods.

Raphael painted at a time when scholars and artists were enthusiastic over the rediscovery of the literature and art of the ancient world. Such a scene as this, therefore, appealed to him; for he could not only depict a Biblical incident, but he could make his picture a study of ancient life. The architecture, the altar, the figure of Mercury, the wreath-bound heads, the sacrificial act itself, were all such as he could imagine from ancient Greece. Indeed, the whole picture is like a copy of an antique bas-relief; and in the original cartoon there is, below the picture, a decorative border studied from antique sculpture, and below that still an ornamental edge which was very common in Greek work.

And yet, though Raphael thus made much of the Greek spirit in his design, he was like all great painters of his day. He did not try minutely to repeat Greek life as he imagined it. The men and women and children were like those he was wont to see in Rome or Florence, or Urbino, where he was born, and the headdresses were such as the women of his time wore.


V. HELIODORUS DRIVEN FROM THE TEMPLE

In the Vatican palace there is one chamber in a series of chambers decorated with Raphael’s paintings which is called in Italian Stanza d’Eliodoro, or the Heliodorus Room. The name is taken from the first of the paintings which cover the walls of the room.

The story which Raphael told in this picture is taken from an incident in the history of Jerusalem, which is related in one of the books of the Apocrypha and in Josephus’s History.

It was at a time when Jerusalem was a prosperous city, owing its good government to the upright and honorable character of the high priest Onias. Through his efforts a large fund of money and treasure had been laid up for the relief of widows and orphans. This treasure was stored in the sacred precincts of the temple and carefully guarded for the uses for which it was intended.

Now it came about that a distant king heard of this valuable treasure and set his heart upon it. He called his treasurer Heliodorus, and straightway sent him to Jerusalem to bring back the treasure by fair means or foul. Heliodorus was a bold man ready for his evil task. Arriving at Jerusalem, he sought out Onias and made his demand, which, as a matter of course, was promptly refused. Heliodorus then prepared to take the treasure by force, and, accompanied by his men, pushed into the temple amid the lamentations of the people and the prayers of the priests. But just as the robbers had laid hands upon the coveted treasure, a strange thing happened; and this is what the old narrative relates: — 

“There appeared unto them a horse with a terrible rider upon him, and adorned with a very fair covering, and he ran fiercely and smote at Heliodorus with his forefeet, and it seemed that he that sat upon the horse had complete harness of gold.

“Moreover, two other young men appeared before him, notable in strength, excellent in beauty, and comely in apparel, who stood by him on either side, and scourged him continually and gave him many sore stripes.

“And Heliodorus fell suddenly unto the ground, and was compassed with great darkness.”

Maccabees, book ii., chapter iii., verses 25-27.

In the picture the priests still kneel at the distant altar while the temple treasures are being borne away in heavy chests and jars. Meanwhile swift retribution overtakes the despoiler. In gallops the mysterious gold-armored horseman, his prancing steed crushing the prostrate Heliodorus under his forefeet. On rush the two celestial avengers, springing through the air in great flying leaps. Their feet do not touch the ground as, with outspread arms and wind-blown hair, they bound lightly forward, raising their scourges to drive out the enemy. Heliodorus vainly lifts his spear to save himself; his men are panic-stricken; his plot is undone. And yet in all this the angelic avengers do not touch one of the prostrate or falling figures. Even the horse’s hoofs are not planted on Heliodorus. The victory is not won by force, but by the mysterious power of celestial spirits.

Here is the way this picture affected a lover of art who stood before it: “The Scourging of Heliodorus is full of energy, power, and movement. The horse and his rider are irresistible, and the scourging youths, terrible as embodied lightning; mortal weapons and mortal muscles are powerless as infancy before such supernatural energies. Like flax before the flame — like leaves before the storm — the strong man and his attendants are consumed and borne away.”

There is an interesting contrast in this great picture, for while all this terrible action is going on at one side, one sees in an opposite part a group of women and children, looking on with astonishment and alarm. Near by is a figure carried in a chair on the shoulders of strong men. This figure is Pope Julius II, and the reason why Raphael introduced him into the painting is as follows: — 

Julius was a warlike Pope who had expelled the enemies of the church from the Papal territories and enlarged the boundaries of these territories. He was also a great patron of the arts. He called on Raphael to make designs for this chamber which should represent the miraculous deliverance of the church from her secular foes; and as he was regarded as the chief instrument in the victory, Raphael made him present at this Expulsion of Heliodorus.

Not only the walls of the Heliodorus Room are adorned with pictures, but the ceiling also is covered with designs, illustrating four Old Testament stories of divine promises to the patriarchs: The Promise of God to Abraham of a numerous posterity, The Sacrifice of Isaac, Jacob’s Dream, Moses and the Burning Bush.

Sometimes interpreted as God appearing to Noah.

Probably Raphael, who had friends among the cardinals and other learned men of Rome, consulted them as to the selection of subjects for this room. One can trace the thought which binds them all together. On the ceiling we have God’s promises made to his people of old, while the pictures on the walls show how the same watchful Providence delivered the church in later years.


VI. THE LIBERATION OF PETER

On the wall below the design of Jacob’s Dream, in the ceiling of this same Heliodorus Room, is the Liberation of Peter, painted above and on each side of a window. The story is taken from the Acts of the Apostles, Herod the king, as the narrative says, “stretched forth his hands to vex certain of the church. And he killed James the brother of John with the sword. And because he saw it pleased the Jews, he proceeded further to take Peter also.” The story of the imprisonment and liberation of Peter now follows: — 

“And when he had apprehended him, he put him in prison, and delivered him to four quarternions of soldiers to keep him; intending after Easter to bring him forth to the people. Peter therefore was kept in prison; but prayer was made without ceasing of the church unto God for him.

“And when Herod would have brought him forth, the same night Peter was sleeping between two soldiers, bound with two chains; and the keepers before the door kept the prison. And behold, the angel of the Lord came upon him, and a light shined in the prison; and he smote Peter on the side, and raised him up, saying, ‘Arise up quickly.’ And his chains fell off from his hands. And the angel said unto him, ‘Gird thyself, and bind on thy sandals.’ And so he did. And he saith unto him, ‘Cast thy garment about thee, and follow me.’ And he went out, and followed him, and wist not that it was true which was done by the angel; but thought he saw a vision.”

Acts of the Apostles, chapter xii., verses 4-9.

There is a succession of scenes in this story, and as the window runs up into the wall, it gave Raphael an opportunity to distribute the successive incidents in the three divisions thus formed. Over the window, accordingly, is the scene of the awakening of Peter. The angel, surrounded by a blaze of light, comes and smites the sleeping apostle on the side, but his action also indicates that he raises him and points to the door. Peter is shown bound by two chains, each fastening him to one of the soldiers, who are both asleep at their posts. The bars through which we see the scene are the prison bars.

At the right of the window, the angel is shown leading Peter past the guards, who are asleep on the steps. The prison is indicated by the thick wall and solid masonry, by the side of which the two figures are passing. The soldiers by their attitude show how sound asleep they are, — one stretched out at half length, trying to look as if he were awake, the other with his head fallen forward, and his hands clasped over his shield.

In both of these scenes, the apostle is marked by the sign of the nimbus, which we saw in the first picture, the Madonna of the Chair. But if you look narrowly, you will see that Raphael has added that other sign by which Peter is distinguished. He carries a great key. The reason is to be found in the words of our Lord to him as recorded in the Gospel of Matthew, the sixteenth chapter and nineteenth verse. The key is a most fitting symbol here, for it seems to imply that the apostle is himself opening the gates of his prison house. The angel holds his hand, as an older person might lead a child in the dark. Peter is too dazed to know what has really happened.

On the left is depicted the moment when the guards are awakened and discover that their prisoner has escaped. It is an animated scene illustrating the simple words of the gospel narrative: “Now as soon as it was day, there was no small stir among the soldiers, what was become of Peter.” A man with a torch tells by his gesture that something extraordinary has happened, and the one whom he arouses shows by his face and his uplifted hand how startled he is; the light from the torch is too dazzling for another just awakened, and the last of all appears to be the one whom we saw asleep over his shield.

Even in this very inadequate copy of a great painting, we can see what is the noblest and most pervading beauty. It is the treatment of light. The angel appears in the compartment over the window in a blaze of light, and this light illuminates all the other figures. So it is in the right-hand division, and Peter especially shows it, for the side away from the angel is scarcely to be made out in the gloom. In the left-hand division, the torch, the moon struggling through the clouds, and the breaking of the dawn diffuse a light over the whole scene.

It is as if Raphael meant to make it clear that the supernatural light from the angel was brighter and more intense than the light which falls from natural means. Thus the Liberation of Peter, like the Expulsion of Heliodorus, keeps in mind the power of the divine over the human. Some have thought, besides, that Raphael had in his thought the recent delivery from captivity of Leo X., the Pope who succeeded Pope Julius II., for the decoration of the Heliodorus Room was done successively under these two popes.


VII. THE HOLY FAMILY OF FRANCIS I

There are a great many pictures by the old masters representing what is known as the Holy Family. This is a group consisting of the mother and child, with one or more additional figures. The third figure is sometimes the infant John the Baptist, or it may be Joseph the husband of Mary; a fourth figure is likely to be St. Elizabeth, the mother of John the Baptist, and sometimes all five of these are shown in a group.

That is the case with the painting of The Holy Family by Raphael, which is now in the Louvre gallery in Paris, and is called The Holy Family of Francis the First, because Raphael painted the picture for that king of France. It is not difficult to make out the several figures, for the painter has followed the natural order.

The light falls chiefly on the child Jesus, who is springing up, as Mary lifts him from his cradle. His happy, joyous face is raised with a glad smile to the down-glancing mother. She has eyes only for him, and into her face there has come a look of sweet gravity which helps one to see that this is more than the play of a mother and child.

Eagerly reaching forward to the golden-haired Jesus is the swarthy John the Baptist, his hands folded in the gesture of prayer, the cross which he carries as the herald of Jesus leaning against his breast, and a look of bright wonder in his face.

Leaning over and holding him is his mother, Elizabeth, whom the great painters were wont to figure as an old woman, after the description of her in the gospel as “well stricken in years.” She also gazes down at her child with a like expression of deep feeling, as if she always carried about in her mind the wonderful scenes which attended his birth.

Behind the group is Joseph, the husband of Mary, in an attitude which is very common in the old pictures. He rarely seems to be a part of the group. He stands a little way off looking on, with a thoughtful air, as if he were the guardian of this pair. Sometimes he is shown with a staff or crutch, and it may be that here he rests his elbow on it, while his head leans upon his half-closed hand.

All these are distinguished by the nimbus which encircles the head of a sacred person, but the two other figures in the picture have no nimbus, for they are angels, as may be seen by the outstretched wing of one of them, and by the pure unearthly expression on their faces. One of these angels strews flowers over the child; the other, with hands crossed on the breast, is rapt in adoration.

There is an opening which shows the sky, and it almost seems as if the angels with crossed hands were listening to some divine melody that came in with the angelic visitors. The whole scene is bathed in light, and the longer we look the more we see the beauty of the lines which flow in the picture as if to some heavenly music. All is action save in the grave, contemplative figure of Joseph; and his serious, resting attitude by its contrast makes more evident the leaping child, the mother half stooping to lift him, John the Baptist pressing forward and Elizabeth gently restraining him, with the two flying, radiant angels.

The power which a great painting has over us often makes us ask, How did the painter do this? did he think of everything beforehand? did he paint the picture bit by bit, or did he rapidly sketch it all as he meant to have it, and then at leisure fill in the parts, and add this or that?

We know something of how painters work, and of the labor which they sometimes put into their pictures, rubbing out and painting over. A great master like Raphael always gives a sense of ease to his work, as though it cost him nothing. But we know also that he took the greatest pains as he took the greatest delight in his work.

It happens that there exist drawings made by Raphael when he was preparing to paint this very picture, and it is interesting to see how he went to work. He has a young woman in his studio take just the attitude which a mother would take who was about to lift her child. That he may be sure to draw the form correctly, he has her dress not fall below her knee, and she has bare arms. In this way he will know just how the arm and the knee will bend, and how the muscles will show. Then he makes another drawing with the dress falling to the ground, but with the arm bare. Finally he draws the arm with the sleeve over it.

It was by such studies that he made sure of drawing correctly. They are like exercises in grammar. But when he came to paint his picture, he had not to think much about the correctness of his drawing; his whole mind was intent upon making his peasant girl look as he imagined the Virgin Mary to look.


VIII. ST. CATHERINE OF ALEXANDRIA

This is the legend of St. Catherine.

She was the daughter of King Costis and his wife Sabinella, who was herself the daughter of the king of Egypt. When she came into the world, a glory of light was seen to play around her head, and when she was yet a little child, she gave such signs of wisdom that she was a wonder to all about the court of Egypt. When she was no more than fourteen years old, she was a marvel of learning. She could have answered all the hard questions the Queen of Sheba asked Solomon, and she knew her Plato by heart.

At this time her father died, and so Catherine became queen; but this did not change her way of living. She read her books and shut herself up in the palace to study. Now this did not please her nobles, and they besought her to take a husband who should help her rule the people, and who should lead them in war. At this the girl asked them: — 

“What manner of man is this that I must marry?” And one of the nobles made answer: — 

“Madam, you are our sovereign lady and queen, and all the world knows that you have four notable gifts. First, you are come of the most noble blood in the whole world; second, you have a great inheritance in your kingdom; third, you surpass all persons living in knowledge; and fourth, you are most beautiful. So, then, you must needs take a husband that you may have an heir who shall be the comfort and joy of your people.”

“Is it indeed so?” said the young queen. “Then, if God has given me such gifts, I am the more bound to love him and please him, and set small store by my wisdom and beauty and riches and birth. He that shall be my husband must also possess four notable gifts. He must be of so noble blood, that all men shall worship him, and so great that I shall never think I have made him king; so rich, that he will surpass all others in riches; so full of beauty, that the angels of God will desire to behold him; and so benign, that he will gladly forgive all wrong done unto him. Find me such an one, and I will make him lord of my heart.”

Now there was a certain hermit who dwelt in the desert about two days’ journey from Alexandria, and the Virgin Mary appeared to him and bade him go and tell Catherine to fear not, for she should have a heavenly bridegroom, even her Son, who was greater than any monarch of the world, being himself the King of Glory, and the Lord of all power.

Until now the young queen had been a heathen, but when the hermit showed her a picture of the Lord Christ, she was so filled with wonder and devotion that she forgot her books and her learning and could think only of him. And thus it came about that she had a strange dream, in which she dreamt that she was brought to the Lord, and he said, “She is not fair or beautiful enough for me.”

She woke in tears and sent for the hermit, who came and taught her the Christian faith. She was baptized and her mother Sabinella with her. Again she had a dream, and this time the Lord smiled on her, and put a ring on her finger.

So now Catherine despised still more earthly pomp and riches, and being thus plighted to a heavenly bridegroom, she refused more steadfastly all the attempts of her nobles to persuade her to be married. The good Sabinella sustained her in this, but at last died, and Catherine was now left alone.

Then came the great emperor Maximin, who persecuted the Christians. And he came to Alexandria and called the Christians together, and commanded them, on pain of torment, to worship the heathen gods. When Queen Catherine heard the uproar, she came forth of the palace and stood before Maximin. She so used her learning, that she silenced the emperor, and he could make no reply.

Thereupon he ordered fifty of his most famous wise men to dispute with her. But she answered them so convincingly that they themselves became Christians, and Maximin was in such a rage that he burned them to death, yet they did not flinch.

Then did the emperor drag Catherine from her palace and cast her into a dungeon. But the faithful queen prayed, and angels came and ministered to her. At the end of twelve days the empress came to visit her, and found the dungeon filled with light and fragrant with sweet odors. So she and two hundred of her attendants fell down at the feet of Catherine and declared themselves Christians.

When Maximin found what had taken place he was filled with fury, and put to death the empress and all the converts. But he was so overcome with the beauty of Catherine that he offered to make her empress if she would forsake Christ.

When Catherine exclaimed: “Shall I forsake my glorious heavenly bridegroom to unite myself with thee, who art base-born, wicked, and deformed?” Then Maximin bade his men make four wheels, armed with sharp points and blades, two turning in one direction, two in another, so that the tender body of the beautiful queen should be torn asunder.

So they bound her between the wheels, and at the same moment fire came down from heaven, and the destroying angel broke the wheels in pieces, which flew off and killed the executioner.

Then Maximin, with his heart of stone, commanded that Catherine be carried outside the city, and scourged and then beheaded. So it was done; but when she was dead, angels bore her body over the desert and over the Red Sea, and laid it away on the top of Mt. Sinai. As for the tyrant, he was slain in battle, and the vultures devoured him.

In our picture of St. Catherine, and in others like it, she is shown standing by a wheel. She leans upon it as if ready for martyrdom, and looks upward as if she saw the fire coming down from heaven.


IX. ST. CECILIA

The legend of St. Cecilia is not so tragic as that of St. Catherine. According to the story, Cecilia was a beautiful young girl who belonged to a noble Roman family of the third century.

Her parents were Christians in secret, and they brought her up in the faith. She was a most devout scholar. Night and day she carried about with her a roll containing the Gospel, hidden within her robe. She excelled in music, and turned her good gift to the glory of God; for she composed hymns which she sang with such sweetness, that it was said the very angels descended from heaven to join their voices with hers.

Not only did she sing, but she played also on all instruments; but she could find none which satisfied her desire to breathe forth the harmony which dwelt within her, and so she invented a new one, the forerunner of the organ, and she consecrated it to the service of God.

St. Cecilia like St. Catherine was a martyr, but the executioner who was to put her to death was so affected by her innocence that his hand trembled, and the wounds he made did not immediately cause her death. She lived for three days, and as the story says: — 

“She spent (these days) in prayers and exhortations to the converts, distributing to the poor all she possessed; and she called to her St. Urban, and desired that her house, in which she then lay dying, should be converted into a place of worship for the Christians. Thus, full of faith and charity, and singing with her sweet voice praises and hymns to the last moment, she died at the end of three days.”

Very naturally, St. Cecilia was taken as the patron saint of musicians, and is sometimes represented as seated at a modern organ. In this picture she is shown holding in her hands an instrument of reeds, which may be taken as the beginning of the organ of later days.

Her eyes are raised, and her head is upturned as she listens to the choir of angels shown above in the clouds, their lips parted as they sing from open books. She holds the instrument, but she is so intent on the music she hears that it seems almost slipping from her hands.

Indeed, some of the tubes are already dropping out of their place; and as the eye follows them, it rests upon a number of other musical instruments lying on the ground, — the pipe, the violin, the tambourine, castanets, and others. It is as if we were shown the various instruments which she had set aside as not satisfying to her, and at last were shown her organ itself falling to pieces and dropping from her hands. So faint and imperfect, the painter seems to say, are all these forms of earthly music when compared with the heavenly.

 

St. Cecilia is here in a company of other saints, not indeed of her day and generation, but chosen by Raphael to give expression to various ideas and sentiments. St. Paul, the great apostle to the Gentiles, stands in a thoughtful attitude, one hand carrying a scroll and resting on the hilt of a sword; for in one of his epistles, he speaks of “the sword of the Spirit, which is the word of God.” He is listening, and at the same time looks down upon the instruments as if he were thinking how his earthly words, too, were dull beside the voice of the Spirit.

On the opposite side of the picture is Mary Magdalene. She holds the pot of ointment with which she anointed the feet of Christ, and by the movement of her feet she seems just to have come into the scene, and looks out of the picture as if she were bidding us and all other spectators look on the saint and listen to the angels. Perhaps the artist, in choosing her for one of his figures, was mindful of the words of the Lord, who praised her for bringing a precious gift, without thinking of its worth, simply because she loved him, and wished to show her devotion. So St. Cecilia poured out her music, the richest gift she had, not thinking how she could turn it into money and give it to the poor.

Next to St. Paul, behind him and St. Cecilia, stands the evangelist St. John. Painters and scholars alike have always seen in this figure the beloved disciple, the one who leaned on the Lord’s breast at the last supper, and they delight to show him as a young man of refined and beautiful countenance. His hand, with the parted fingers, seems to make a gesture bidding one listen, and his face has a look of rapture. It was natural indeed that Raphael should thus have placed in the company one whose gospel is full of feeling, the life of Christ set to music as it were.

Finally, we have St. Augustine, one of the Fathers of the church, standing in his priestly robe and holding a bishop’s crook. He is apparently exchanging glances with St. John. Perhaps he is designed to show that the church makes much of music in its service.

If we could see the painting itself with its beautiful color, we should see even more distinctly not only how Raphael thought out his design, making his figures all have a harmonious relation to one another, but how perfectly the composition, in its lines, its light and color, expresses this musical harmony of heaven and earth.


X. THE TRANSFIGURATION

The Transfiguration is a picture divided into two parts. The lower part is filled with more figures than the upper and contains more action. On one side are nine of the disciples of Jesus; on the other is a crowd of people in company with a father who brings his son to be healed. He gives an account of his boy’s sickness in these words: — 

“He is mine only child. And lo! a spirit taketh him, and he suddenly crieth out; and it teareth him that he foameth again; and, bruising him, hardly departeth from him.”

Luke, chapter ix., verses 38, 39.

The father calls upon the disciples, in the absence of Jesus, to heal his son. In the company with him, we can make out two women kneeling by the boy. We think it is the mother who supports him, and looks at the disciples as she points to her son. How quiet and self-possessed she is, in contrast to the poor fellow’s violence as shown in his position, and his distorted hands.

She is wholly devoted to him, and the mother shows in her face and bearing. But the other kneeling woman, who may be his sister, carries a different expression as she points to the boy. She looks toward the disciples with a severe and scornful air, as if saying: “What! you profess to heal the sick, and you can do nothing for this poor sufferer!”

The figures in the background are crying aloud and stretching out their arms for aid. One can count the persons, but it looks as if there were a crowd behind that we do not see, all pressing forward.

On the other side of the picture are the disciples, all eager, with heads bent forward, and each gesturing to express his meaning. One, younger than the others, with his hand against his breast, looks at the father with a pitying but helpless expression, as if he would gladly help him if he only could. Another has an open book as though he were trying to find some word of comfort. One is pointing out the boy to his neighbor, and two in the background seem to be lost in perplexity.

But, after all, though most of the disciples are thus intent, the eye quickly notes the action of a figure near the centre, full of fire and energy, who is pointing upward, away from the group, and calling upon the father and the women to look that way. And the line of his arm thrust out is continued by that of another disciple behind him, who also points upward.

For these two have seen the Lord, and they are bidding the troubled parents look the same way for help. There, above all this turmoil and confusion, is a scene of dazzling light, of which they alone seem to be aware.

 

The upper part of the picture discloses the transfiguration of the Saviour. As the evangelist tells us, he had taken Peter and James and John with him, and had gone up into a mountain to pray.

“And as he prayed, the fashion of his countenance was altered, and his raiment was white and glistering. And, behold, there talked with him two men, which were Moses and Elias, who appeared in glory, and spake of his decease which he should accomplish at Jerusalem. But Peter and they that were with him were heavy with sleep; and when they were awake, they saw his glory, and the two men that stood with him.”

Luke, chapter ix., verses 29-32.

The scene shown is at the moment of the awaking of the three disciples, one not daring to look up again, but bowing his head and folding his hands in prayer. They are dazzled with the glory. This glory is a cloud of brightness which envelops the three figures of Christ, Moses, and Elijah, or as the Greeks called him, Elias. The Saviour looks heavenward with rapture in his gaze.

On one side are seen two kneeling figures. They are said to stand for the father and uncle of the Cardinal who ordered the picture from Raphael. It was the fashion of the day thus to introduce a patron into a painting, and Raphael has made them as obscure as he well could.

We must not look at this great picture as if it were a panorama, where a succession of scenes is witnessed, or find fault with it because the Bible says that the transfiguration took place on one day and the scene below took place the next day, when Jesus and his disciples had come down from the mountain. Nor is anything said in the Bible which would lead us to suppose that Jesus and the prophets were raised above the ground.

No; what Raphael intended was to draw a contrast between an earthly scene of suffering and a heavenly scene of peace and serenity; and he took two scenes which lie next each other in the scripture narrative. That was his thought, and see how wonderfully he has expressed this contrast throughout!

There is the dark confusion and helplessness and grief below; above is a scene of light which is like a vision, and this vision two of the disciples see; and as we have pointed out, a contrast is made evident in various parts of the picture. Indeed, the painting is made up of contrasts; and not the least noticeable is that of the solid mass below, square shaped, and the light, pyramid-shaped composition above.

The Transfiguration was the last painting to which Raphael set his brush, and it was still unfinished when he was suddenly stricken with fever and died. As his body lay in state, in the hall where he had been working, this great picture was hung at the head, and the people who came in fell to weeping when they saw it.


XI. PARNASSUS

Raphael was but twenty-five years old when he was bidden adorn a room in the Vatican palace, and he made the four walls answer to four divisions in the ceiling, just as afterward in the Heliodorus room. The four divisions in the ceiling were filled with four figures, representing Theology, Poetry, Philosophy, and Justice. Beneath Poetry was this large, full design of Parnassus.

Parnassus, in the old Greek myth, was the mountain on which the muses were wont to meet, and here Apollo had his chief seat. Here, in the fancy of the ancients, the poets and historians and dramatists came to draw inspiration. So Raphael has made a great company of gods and goddesses, and ancient and modern poets.

By means of the accompanying diagram, all the figures in the composition can be made out.

As it is an imaginary scene, Raphael was free to bring together poets of different ages and countries, grouping them by the natural association of one with another. In this mythic realm time and space are as nothing, and the poets are united in the higher fellowship of the inspired imagination.

 

It is interesting to note how the painter has brought them together. Apollo, of course, as the god of poetry and music, occupies the central position, seated beneath some laurel trees, near the sacred fountain of Hippocrene, with the nine Muses circling about him. Apollo is always spoken of as playing the lyre, but Raphael gives him a violin, because the action in playing that instrument is so graceful. Some think also he meant to pay a compliment to a famous violinist of that day.

Calliope, the muse of epic poetry, rests for a moment the long trumpet whose epic strains are wont to stir the courage of men. Polymnia, the muse of sacred poetry, leans upon the lyre whose vibrant strings thrill the gentler emotions of faith and love.

Blind old Homer advances chanting the adventures of the Greek heroes, and an eager youth writes down the verses. Behind him are Virgil and Dante, and Virgil seems to be calling on Dante to listen to Apollo.

Another group shows Pindar, a very aged figure, reciting his impassioned odes to Horace and another poet, who listen with admiration. Plautus and Terence, two writers of Latin comedy, walk together in pleasant companionship.

It was not an easy matter to dispose of the many figures and groups in a space cut into, as this wall is, by a window, but how free and how natural is the arrangement! It was among the first great paintings which Raphael executed in the Vatican, and the grace and harmony which mark his later works are here shown.

The picture is interesting also as another illustration of the great revival of learning which took place in Raphael’s day. The old literature of Greece and Rome had been rediscovered. For centuries it had lain like a buried city, forgotten under the ignorance and the fighting of the Middle Ages. Now it was brought to light, and the recovered treasure was the common possession of Italy, not indeed so much of the plain people as of the learned men and the artists.

Raphael, as an artist, took delight in the statues which had been found, and the other signs of Greek and Roman art; but it is not to be supposed that he would know Homer and Virgil and Horace and Pindar and Sappho at first hand. He had, however, friends among the learned men, who could tell him of the treasures of classic literature, and his imagination was quick to seize this material and adapt it to artistic purposes.

Note. — The key to Parnassus on page 61 is based on the description of the painting in Cav. E. G. Massi’s “Descrizione delle Gallerie di Pittura nel Pontificio Palazzo Vaticano,” the authoritative guide-book to the Vatican. Miss Eliza Allen Starr, in her monograph on the frescoes of the Camera della Segnatura, called “The Three Keys,” identifies some of the figures differently, following the authority of Dandolo’s lectures. The “unknown” figure she calls Sordello.


XII. SOCRATES AND ALCIBIADES

In the same room which holds Parnassus, with Poetry above on the ceiling, there is another wall painting by Raphael, which commonly bears the name of The School of Athens, though that name was not originally applied to it. In the ceiling above is a figure representing Philosophy, and the picture below carries out the idea in its presentation of an assembly of scholars.

Just as in Parnassus Raphael brought together as in a beautiful dream the god of poetry, the nine muses, and famous poets of the ancient and what was to him the modern world, so, in the School of Athens, he has assembled a great company of philosophers, chiefly out of the famous line of Greek scholars. In a general way he has divided the assembly into two groups, one of men who devote themselves to pure thought, the other of those who apply their thought to science, like geometry, arithmetic, astronomy, and music.

There are more than fifty figures in this great painting. Raphael has made it clear whom he meant to represent, in many cases. They were the philosophers, whom his friends among the cardinals and learned men were so enthusiastic about. But he has also gathered about these teachers those who might be their pupils; they are in many cases young Italians of his own day; indeed, he has even pictured himself coming in with a fellow artist.

What interested him was to paint a great number of persons who should show by their faces and their attitudes that they were busy, in an animated way, over what was worth thinking about. He placed them in a noble hall, with a domed recess at the end, such as a great architect of his day might have built. He showed a noble colonnade of pillars, and he placed in niches statues of the old Greek gods like Apollo and Minerva, who would be supposed to take an interest in what was going on.

The picture is so large and has so many figures that it would not be easy to reproduce it here, and give a good idea of its various parts; so a portion only is shown, depicting what is commonly known as the group of Socrates and Alcibiades. Socrates can surely be distinguished, for he had a singular face and head. Some have thought the companion was not Alcibiades, but Xenophon.

It does not greatly matter. Each was his companion and pupil, when he was living. Xenophon wrote a narrative of his master’s life and death. Alcibiades is often mentioned in the dialogues of Plato, who also has preserved for us the great sayings of Socrates. Two or three men stand about, listening to a discussion which Socrates is having with his companion.

The chief interest centres in Socrates, who seems to be explaining his principles, telling them off, one by one, on his fingers. In the old accounts which we have of this philosopher, he is shown to have been a man who had thought deeply about the most important things, but used the plainest, most homely speech when he was trying to make his meaning clear. His plain face and eccentric figure were a familiar sight in the market places, where he used to linger, drawing young men into conversation, by which he tried to show them the better things of life.

Alcibiades was, as Socrates acknowledged, “the fairest and tallest of the citizens;” he was also “among the noblest of them,” and the nephew of the powerful Athenian, Pericles. Moreover, he was rich, though this was a smaller matter. All these things, however, had lifted Alcibiades up; and with the vanity of youth, he was ambitious for a great oratorical career, without having in reality any sufficient preparation. It is at this juncture that he falls in with Socrates, who begins to question him kindly about his plans. The young man confesses his ambitions, and the philosopher innocently asks him where and how he has made his preparatory studies. Alcibiades seems to think that the ordinary subjects of oratory, such as questions of war and peace, justice and injustice, need no special knowledge but that learned of the people.

“I cannot say that I have a high opinion of your teachers,” says the shrewd old philosopher; “you know that knowledge is the first qualification of any teacher?”

Alcibiades. Certainly.

Socrates. And if they know, they must agree together and not differ?

Alcibiades. Yes.

Socrates. And would you say that they knew the things about which they differ?

Alcibiades. No.

Socrates. Then how can they teach them?

Alcibiades. They cannot.

So little by little, as one question follows another, Alcibiades comes to see that the popular knowledge upon which he depends is a very weak and variable thing. He confesses at last his own folly, and declares his resolution to devote himself to thoughtful study.

From Plato’s dialogue, Alcibiades, Jowett’s translation.


XIII. THE FLIGHT OF ÆNEAS

In the series of rooms in the Vatican palace, of which one contains Parnassus, and another the Expulsion of Heliodorus and the Liberation of Peter, there is a room, the first of the series, which is called the Room of the Great Fire, because it contains a large picture of the Conflagration in the Borgo.

The Borgo is that quarter of Rome where the Vatican stands, and in the ninth century there was, one day, a great fire there. It was said that the fire was put out by the Pope of that time, Leo IV., who stood in a portico connected with the church of St. Peter, and made the sign of the cross.

Raphael was bidden make a painting upon one wall of the room, which should represent the scene, and in his characteristic fashion he made it to be not merely a copy of what he might suppose the scene to have been; he introduced a poetic element, which at once made the piece a work of great imagination.

A poet, who was describing such an event, might use an illustration from some other great historic fire. He might have said in effect: “In this burning of the Borgo, men could have been seen carrying the aged away on their shoulders, as when in ancient times Troy was burned, and Æneas bore his father Anchises away from the falling timbers.”

This is exactly what Raphael did in painting. In the background of the picture is seen Pope Leo IV. with his clergy, in the portico of the old church of St. Peter’s. The Pope’s hand is raised, making the sign of the cross; on the steps of the church are the people who have fled to it for refuge. On each side of the foreground are burning houses. Men are busy putting out the fire, and women are bringing them water. Other men and women and children are escaping from the flames, and some are heroically saving the weak and helpless.

It is amongst these last that Raphael has placed the group called the Flight of Æneas. The Trojan bears on his shoulders his father, the old, blind Anchises. Behind is Creusa, the wife of Æneas, looking back with terror upon the burning city, and by the side of Æneas is his young son Iulus, looking up into his face with a trusting gaze.

Some one of Raphael’s friends had no doubt told him the story, or read it to him out of Virgil’s Æneid, which was one of the favorite books in that day, when men were delighting in the recovery of the great poetry of Greece and Rome. Here is a part of the story as told by Virgil in the translation by C. P. Cranch: — 

“But when I reached my old paternal home, My father, whom I wished to bear away To the high mountains, and who first of all I sought, refused to lengthen out his life, And suffer exile, now that Troy was lost.  ‘O ye,’ he said, ‘whose blood is full of life, Whose solid strength in youthful vigor stands, — Plan ye your flight! But if the heavenly powers Had destined me to live, they would have kept For me these seats. Enough, more than enough, That one destruction I have seen, and I Survive the captured city. Go ye then, Bidding this frame farewell — thus, lying thus Extended on the earth! I shall find death From some hand.’

 

‘O father, dost thou think That I can go and leave thee here alone? Comes such bad counsel from my father’s lips? If’t is the pleasure of the gods that naught From the whole city should be left, and this Is thy determined thought and wish, to add To perishing Troy thyself and all thy kin, — The gate lies open for that death desired.’”

So saying, Æneas calls for his arms, resolved to remain with Father Anchises fighting the Greeks to the death. Thereupon Creusa his wife begins to weep, begging him not to leave her and her little boy Iulus to perish in the flames. In the midst of her lamentations a sacred omen is given, in the appearance of lambent flames playing about the head of Iulus. Anchises is convinced of the will of the gods.

“‘Now, now,’ he cries, ‘for us no more delay! I follow; and wherever ye may lead, Gods of my country, I will go! Guard ye My family, my little grandson guard. This augury is yours; and yours the power That watches Troy. And now, my son, I yield, Nor will refuse to go along with thee.’ And now through all the city we can hear The roaring flames, which nearer roll their heat. ‘Come then, dear father! On my shoulders I Will bear thee, nor will think the task severe. Whatever lot awaits us, there shall be One danger and one safety for us both. Little Iulus my companion be; And at a distance let my wife observe Our footsteps.’

 

This said, a tawny lion’s skin On my broad shoulders and my stooping neck I throw, and take my burden. At my side Little Iulus links his hand in mine, Following his father with unequal steps. Behind us steps my wife. Through paths obscure We wend; and I, who but a moment since Dreaded no flying weapons of the Greeks, Nor dense battalions of the adverse hosts, Now start in terror at each rustling breeze, And every common sound, held in suspense With equal fears for those attending me, And for the burden that I bore along.”


XIV. ST. MICHAEL SLAYING THE DRAGON

There are many legends about St. Michael, who is also represented as the Archangel, or head of the whole company of angels, and most of these legends spring from a few passages in the Bible, chiefly two. One of these is in the Epistle of Jude, the ninth verse, where the archangel Michael is alluded to as “contending with the Devil.” The other is in the Book of Revelation, beginning at the seventh verse of the ninth chapter: — 

“And there was war in heaven: Michael and his angels fought against the dragon; and the dragon fought and his angels, and prevailed not; neither was their place found any more in heaven. And the great dragon was cast out, that old serpent called the Devil, and Satan which deceiveth the whole world; he was cast out into the earth, and his angels were cast out with him.”

The Book of Revelation is full of strange imagery; and ever since it was written, men learned and unlearned have tried to turn its impassioned verses into real historical scenes, past or to come. Above all, this figure of a dragon, a monster part man, part brute, puzzled people, and they have all sorts of explanations to make of it.

In our fairy tales we often hear of hobgoblins and dragons and like fearful beings, and we think of them as make-believe creatures, and sometimes are afraid of them, even though if we are questioned we say we know they do not really exist. But in Raphael’s day, dragons were by no means unreal things to people. Some thought they had seen them, and there were a great many persons who if they had not seen them themselves were sure others had seen them.

In Raphael’s day there were large tracts of the world, dark woods, inaccessible mountains, which had hardly been explored at all, and people fancied them haunted by strange men and stranger animals. As more and more light is let into the world, these dark places disappear, and we have come to know just what kinds of animals and men there are everywhere. Yet still, we are not quite sure there may not be singular beasts lurking out of sight, like the sea serpent for example.

Now, the dragon in early days stood for what was ugly and terrible and a hater of good. The Greeks believed there were dragons, and they had many tales of how Hercules or this or that hero slew a dragon. To the Christian of the Middle Ages the dragon stood at one end of the scale, an archangel at the other; for as the dragon was all darkness and hideousness, the archangel was all light and beauty and gloriousness. It thrilled every one to think of the angel of light fighting with and overcoming the beast of darkness; for every one knew that sort of struggle was going on in the world, even in himself.

 

Raphael’s picture gives a fine contrast between the beautiful, strong, young archangel and his ugly foe. St. Michael hovers in mid air as light and graceful as a bird, while Satan squirms beneath his feet, a loathsome creature scorched by the flames and sulphurous fumes, which pour from the clefts of the rock.

In the artist’s imagination both are spirits, and so both are winged; for wings, which carry one through the air, naturally are symbols of spiritual existence. But the wings of the archangel are the wings of some great, glorious bird like the eagle, which soars upward toward the sun; the wings of the dragon are more like the wings of a bat, which flies only in darkness and clings to the roofs of caves.

After all, the first and last impression which we get from the picture is the lightning-like movement of the archangel. He darts at the dragon as if he had come from heaven with the swiftness of light, his robe flying like the wind away from him, his wings not spread in flight, but lifted in his poise, and his face bearing the serenity of an assured victory as he lifts his spear for its final thrust.

The great English poet Milton has made use of this same subject in “Paradise Lost.” Here is a portion of the story in the sixth book, lines 316-330: — 

“Together both, with next to almighty arm Uplifted imminent, one stroke they aimed That might determine, and not need repeat As not of power, at once; nor odds appeared In might or swift prevention. But the sword of Michael from the armory of God Was given him, tempered so that neither keen Nor solid might resist that edge: it met The sword of Satan, with steep force to smite Descending, and in half cut sheer; nor stayed But with swift wheel reverse, deep entering, shared All his right side. Then Satan first knew pain, And writhed him to and fro convolved; so sore The griding sword with discontinuous wound Passed through him.”


XV. THE SISTINE MADONNA

As we turn to the picture, famous the world over as the Sistine Madonna, we seem to be looking through a window opening into heaven. Faint in the background, yet filling the whole space, is a cloud of innumerable cherubs; out of this cloud, and enveloped by it, appear the Mother and Child.

They are taking their way seemingly from heaven to earth. A curtain has been drawn aside that we may see them, and two figures are on either side, as if to await their passing, one gazing into their faces while he points outward, the other also kneeling in devotion yet looking intently down. The mother’s robes are blown back by the wind as she moves steadily forward.

Underneath is a parapet, as if this were indeed a window, and two beautiful boy-angels lean upon it, adoration on their faces and rest in their position, as if they were everlastingly praising, and were the very embodiments of cheerful innocence.

It is worth while to look at this picture for a moment, without thinking of its meaning, and indeed without paying much attention to the beauty of the figures, just to see how this great painter has managed the lines and masses of the work. In art, lines and masses and color are not unlike what words and sentences and what we call style are in literature. Even if a writer has good and beautiful ideas, much of the pleasure we might derive is lost when the words are ill chosen, the sentences are bungling, perhaps even ungrammatical, and the whole expression is commonplace or confusing.

We cannot get any notion of Raphael’s color from our little print, but it is not difficult to trace the lines and to see something of the effect of the masses, and of light and shade. The shape of the whole is a combination of pyramids. When you see the great base of a pyramid and observe how the sides taper upward, you are aware that nothing could stand more securely and at the same time suggest lightness, by the rising and receding of the sides.

Now here you see that lines drawn from the shoulders of the two attendant figures would meet at the Virgin’s head, as at the apex of a pyramid. The curtains even help this effect, by being drawn aside in such a way as to make these lines more evident.

In the lower half of the picture the lines in the draperies of the kneeling saints taper to an imaginary point between the heads of the cherubs, forming a second inverted pyramid or triangle. Thus the composition is inclosed in a harmonious figure whose outlines suggest what we call a diamond.

Perhaps one reason why a triangular arrangement satisfies the eye, lies in the simple fact that the most important and yet familiar object in nature is thus arranged. Thus in this picture, the three principal persons form the upper triangle, and the body of each person repeats the figure, — that is, the head rises from the shoulders in such a way that the lines inclosing them produce a triangle. Further, in each face, the line formed by the eyes is connected by two imaginary lines meeting at the mouth.

In the picture the central figure illustrates this very noticeably. The arm of the Virgin forms by its position, along with the body of the child, a base, from which two other lines rise, tapering to the top of the head; the child’s head lies right in the course of one of these lines. Thus mother and child together form a single figure, the two united in one.

But when we have studied this simple principle of composition, we go back with delight to the picture itself for what it tells us: the deep mystery of the mother’s face, as if she were lifted above the ordinary plane of human life; the blended loveliness of childhood with the consciousness of a holy calling; the lowly devotion yet dignity of St. Barbara; the grandeur and forgetfulness of self of the Pope, whose triple crown rests on the parapet; the perpetual childhood of the angelic figures.

The picture takes its name from the Pope, who had been canonized as St. Sixtus. It was painted for the convent of St. Sixtus at Piacenza, but early in the eighteenth century it was bought by the Elector of Saxony, and now hangs in the gallery at Dresden. It is a pleasant thing to know that when Frederick the Great bombarded Dresden, he ordered his cannon to keep clear of the Picture Gallery. Napoleon, too, though he took many pictures to Paris, did not take any from the Dresden gallery.

When we compare the Sistine Madonna with the Madonna of the Chair, we see what a wide variety of pictures there may be on the single subject of the Mother and Child. The Madonna of the Chair is, as we have said, a home scene, like a picture from real life. The Sistine Madonna is a vision; the figures are lifted above the actual surroundings of earth into a purely ideal and heavenly atmosphere. In the Madonna of the Chair, the Mother and Child are all in all to each other, and what attracts us most in the picture is the mother’s love. In the other picture both mother and boy seem to forget themselves in the thought of some glorious service to others.


XVI. PORTRAIT OF RAPHAEL

We have been looking at fifteen pictures designed by Raphael. They are but a few of the great number painted either wholly or in part by the master, or painted by his pupils from designs and sketches made by him. He was thirty-seven years old when he died, and it was said that he died on his birthday. His life was brimful of activity as a painter.

The portrait which stands at the beginning of this little book was painted by himself at the age of twenty-three, for his mother’s brother, whom he was wont to call his “second father.” An English poet, Samuel Rogers, in his poem “Italy,” has these lines which describe it prettily: — 

“His heavenly face a mirror of his mind, His mind a temple for all lovely things To flock to and inhabit.”

One of his contemporaries, Vasari, wrote a book of “Lives of the Painters,” and thus he speaks of Raphael: “All confessed the influence of his sweet and gracious nature, which was so replete with excellence, and so perfect in all the charities, that not only was he honored by men, but even by the very animals, who would constantly follow his steps, and always loved him.”

If we think of what was happening to Raphael in the year 1506, when he painted this portrait, perhaps we shall read more truthfully the expression in his face. Seven years before he had entered the studio of Perugino, and had begun to learn from that master and to show something of his own power. Two years before he had made his first visit to Florence, and there he saw some of the great pictures by Leonardo da Vinci and Michael Angelo, and had a new conception of what art could do.

He had already shown the effect upon him in some of his greatest Madonnas, and he stood now on the threshold of a great career. New ambitions awoke within him; new ideals flashed upon his inner vision. Modest and gentle though he was, he felt a growing consciousness of his own power.

So he holds his head high; not haughtily, but with a dignified self-confidence. His eyes seem to see the visions of which he dreams; his mouth is half parted as if in expectancy. Happy and lovable, there is a sweet thoughtfulness in his air which gives promise of his wonderful performance.
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The Pantheon, Rome — Raphael’s final resting place
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The tomb of Raphael
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Raphael’s sarcophagus
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