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On the occasion of the openlng of the Baphael exhibit ion at the Natlonal Gallery, Lonoon,
-i: :t:,t: i;':,*'t':: i. one of ts curators examines the evidence for a neg ected aspect of the artist
career, his connections with Siena, and in particular Monteoliveto Maggiore

Enea Silvio Crowned Poet

Laureate by Frederick til by

Pintor icchio (c.  1454-1 513),

c.  1 503- 1 504. Fresco,

Piccolomini  Library Duomo,

Siena. Photo: Br idgeman An

Library

Four standing soldiers by

Raphael (1 483-1 520),  c.  I  503.

Metalpoint on prepared paper,

21 -3 x 22.3 cm. Ashmolean

Museum, Oxford

Th s article has benefitted lrom the
generosity of John Shearman, to

whose memory t is ded cated, and

Ph ppa Jackson. am gratefu to

tfrem both

For the exh btions of 1 983-84 see

J. Shearfran, Raphae Year:

Exh btions of Pa nt ngs and

DGvt rgs , The Bulingtou Magzne.

vo. cx/,  no. 976 (Ju y 1984),  pp.

398-403 The same authors magnum

apus lRaplnel in Eaty Madern

Sourcs 1183-1ff,2,

New Haven and London. 2003) has a

mon!mental b b ography for Raphael

stud es

H. Chapmaf, T. Henry and

C. Pl%atia Raphael. fram Urbino to

Fome, exh. cat Natona Gallery

Londof, 2004 2005

G Vasarl, Le Y/te depi Eccellenti

Plttori. Scultari et Architettati nelle

redaziani de 1 55A e 1568 R. Betlarini

and P Barocch (eds.) Florence.

1966 87. vo. iv,  p 159: avendoeg

lRaphae] acquistato fama

grandssima ne s guto di  que a

man era lPerug no], era stato a ogato

da P o Secondo ponteice la librera

de duofro di  Sena a Pnturcchio

quale. essendo amlco d Raffae o e

conoscendoo ottmo dsegnatore o

condusse a Sena. dove Raifaello g

lece acuni disegn e cadonl d
que opera. I  when he had acq!red

very great fame by fo owng his

masters manner, Pope Pus [r] had
g ven the comm sson for pa nt ng the

brary ofthe Dlomo at Siena to

Pntor iccho; and he being a frend ol

Raphae and knowng him to bean

excellent draughtsman. brought h n

to Siena where Raphael made lor h rt

some of the drawngs and cartoons

for that workl.

See K. Oberhuber Raphae and

Pintoricchio , ,qaphael before Rome,

StLtdies in the Histary olAd vo [,

1986, pp. 1s5 72

n the Lile ol P ntorcch o Vasar states:

lr'lat ben vero che gli schizi e i

artant dt tutte ]e statie che egli vi fqe,

turono di mano di Raffael/o lvasari,
op. ct . ,  vo. ,  pp.571 72).  L l  s t rue

lndeed, that the sketches and

cadoons lor al the scenes that he

panted were by the hand of Raphael I.
Vasafl ends authority to hS account

by add ng that he had seef a survlvng

cartoon lor the frescoes n S ena, and

It is twenty year:s since the

quincentennary of Raphaclt birth was

celebrated with a series of exhibitions

and conferences. A great deal of new

research was published then, and more

has been edded irr recent yeers - in

particular the posthr-rmous publicatiotr of

John SI'rearman's magisrerial collection

of docun-rents relating to Raphael's life

and work.' There has not, however, been

any very significant attempt to synthesise

this n-raterial into a new account of the
Raphael's career, and the forthcoming

exhibition at the Nati<xral Gallery,

London ('Raphael: flom Urbino to

Rome') offers a timely opportunity to
reassess a,rt least the first ten years of the

artist'.s activity.'

Pi,rrt of this reassessrnent involves

renouncing convenient labels for periods

of activity. Exarnination of Raphaelt

career from 1.504 to 150[J demonstrates

how unsatisfactory it is to label these

years as his 'Florentine Periocl'. Similarly,

although Umbria and tl-re Marche were

the focus of his activity from 1.500 to
1505, he was also to be found in

Tuscrny  in  th i '  per iod ,  nor  j r r ' r  in

Florence, but also in Siena. This article

discusses some uncler-utilised evidence

for Raphacl's activity in the territorio

senese, and argues that his activity in (or

for) Sier-ra has been underestimated.

l i .rr i : i r ; l t l  rrrrr l  Pir iol i i ' ihir ;

The eviderrce for Raplrael 's pre\ence in

Siena exists in some of the most obvious
places, but has been overshadowed by

the desire Io \ce rhe art isr as progrcssing

neatly from the Marche, to Umbria, anci

then to Flolence and Rome. Vasari

discr-rsses Raphael's work with

Pintoricchio in Siena,'and most scholars

now accept that the younger artlst
played a role in designing the fresco

decorar ion  o f  the  P ieco lomin i  L ih rary
(which opens off the nave of the

r'athedral in Sicna r. Thc'e frer.oes lone
scene from which - Enea Siluict crowned

Poet Lduredte by Frederick ttt - is

illustrated as Fig. 1) were cornmissioned

in June 1502 by Cardinal Francesco

Piccolomini, archbishop of Siena ancl
(briefly) Pope Pius ur.+ According to
Vasari, Pintoricchio brougl-rt the young

Santi to Siena 'where Raphael made for
him some drawings and some cartoor-rs'
for the Piccolomini Librrry.

At least five drawings by him can be

related to this project: a sketch ancl a
worked-up modello for The jcturney of
Enea Siluio Piccoktmini to Basle (boi't

Uffizi, Florenc e); a modello lor rhe

Betrothal of Frederick trr and Eleanora

of Toledo (Pierpont Morgan Library,

New York); various studies for stancling
putti (Mvs6.e du Louvre, Pans;

Ashmolean Museum, Oxford); and a

sketch for Enea Silub crowned Poet

Lattreate by lrederick ur (Fig.2,

di 'cussed bclowl. '  The dcc, 'rat iorr scerns

to have been well advanced by February

1504, and Raphael's involvernenr

probably occul:red during the winter

of 1502-1503 (or at least by the end

of  1503) .

Raphael also provided drawings

another work of Pir-rtoricchio's in the

sarne period (the Coronation ctf the

Virgin, now in the Pinacoteca Vaticar

and originally painted for Frarta

Perug i r ra ,  n r , r . le rn  day  Umher t idc .

1502-1-503), and he may have been
involved in a tl'rird collaboration: a lc

altzrrpiece for Filippo Sergardi's chapr

in thc church of S Francesco, Siena. Ir
the very early nineteenth cerrrurp

various sources refer to Raphael havi
pairrted the preclella of an altarpiece t
was commissioned fronr Pintoricchio

by Sergardi for his chapel (dedicated

to the Birth of tl.re Virgin Mary) in

S Francesco, Siena.' Both Rapl'rael's

aurog,rapJr receipt for r l lonir ' \  receivc(

for this picture (which could, of cor,rr
have been:r later forgery), and the
picture itself, :rre lost. Nevertheless, tl
picture certainly existed (it was refer:r

to in 1.513 by Sigismondo Tizio), and
is perfectly plausible that Rapl.rael an,
Pr r r to r ieehr , r  e , ' l l abora te . l  in  i t :

cxccurion - cs|ecir l ly i f  rhe pierure r,r
'  i  # , ,: 1  4
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contemporary rvith thc ea-rrly stages of

the decoration of thc Piccolon'rini

Librar,v. "

. \  I  l , r  r t l r  ; i  i l i : i 1  : . .  i : r  g l l { } i ' l '

ln rvhat follows I do not ir-rtend to

discuss the evidencc for Raphael's

(fascinating) collaborations witl-r

Pintoricchio. Instead I w:rnt to consider

other: cvidence for l-ris activity in, for and

nearby Sicna in the first decade of thc

sixteenth centlrry. The filst piece of

evidcnce is a terribly danaged drawing

(Fig. -3), now in a private col lect ion in

i
li
i r .
l , ' I
i ,*s+

l i .
; : t

New York (having previously been on

loan to the Fogg Art Museums ztt

Harvard). Although weak, and

darnaged, the drawing has been

convincingly attributed to Raphael by

Oberhuber,. foannides and others; and,

having str-rdiecl it in New Y<rrk, I i'rgree

u i th  th i r  i l ssc \snrcn t .  e \pee id l l )  fo r  the

principal figures (althougl.r the condition

of the sheet precludes a firn'r view). The

clrawing measures 36.8 x 41.3 cm and is

executed irr pen and ir-rk ovcr black

chalk, with some additions in brush and

r'v:rsh, and rvith one pentimento

executecl onto a separatc piece of papel,

which has been glued to the principal

folio. The drawing has been squarcd in

black chalk; eaclr square measures 2.2

cm and the grid that they establish is 1.5

squares tall and 1 8 squares wide.

\ilhen the drawing was sold at

Christ ie's in l .oncft>n in 1988 i ts subject

was identifiecl as the encolrnter: of Pir-rs

tt  with the Antipopc Fel ix, ancl relatcd

to Pintoricchio's frcscoes ir-r the

Piccolomir-r i  Library in Siena." ln fact

the drawing certainly rcpresents S/

Benedict welcoming Maunrs and

Placidtts ittto the Benedictirrc cn'der,"

and i t  is str ikir .rgly similar to Sodoma's

version of this relat ively rare scene (Fig.

4) in the great cloister of t l -re mother

house of the Olivetans at Monteol iveto

Maggiore, near Siena. ' '

This cloister is paintecl with thirt,v

six scenes from thc life of St Beneclict.

Luca Signorel l i  started the decorative

schcme with nine lunettes on the west

s iJc  o f  rhe  s lo i : te r .  H i '  : rc t i v i t y  c . tn

probab ly  be  da tec l  c .1498-99,

although Kanter d:rtes his last frescoes

there to a second can'rpaign in c. 1-502-

1503.' '  tJ7hether Signorel l i  returned to

Monteoliveto or not, he did not fir-rish

the cycle (which was completed by

Sodoma between August 150-5 :rnd

August 1.508). ' j  The f irst fresco to bc

pr i r r ted  in  Sod.n l : l ' 5  c rn tpa ign  rve '

Hotu Florentius introduced young

Lt)omen into the Monastery,

immediately precedin g Signorel l i 's

fresco of The death of Florentitts, and

Sodorna then cor-rtinued with the rest of

the south rvall (all of rvhich was paid

for by October 1-506). This date is a

terminus ctnte quem for Sodoma's

fre'co oI St Bcttcdict wclcomitrt ,

Maurus and Placidus it'tto the

Benedictine order. The artist

subsequently painted eleven scenes on

the east wall  ( the earl iest episodes frorn

St Benedict's life), before paintir-rg tl.rc

north wall ar-rd the outstanding scenc in

the north-west corner of the west

wall .  "  The respective roles of Signorel l i

and Sodoma were known to Vasari, ' -

and a chronicle history of

Monteoliveto (written c. 1-507) refelled

to the hiatus in the middle of the

decorative project. ' '

Comparison between the clrawing

and the fresco (Figs. 3 and 4) is not

conclusive, but the points of

c ( )nnear ion  r le  r ro r te the less  s t l i k i r tg .

St Benedict welcoming

Maurus and Placidus into the

Bened icti ne ord er attributed

to Raphael 0 483-1 520),

c. 1 502-1 503. Pen and ink

and wash over black chalk on

paper, 36.8 x 41.3 cm.

Private collection, New York

St Benedict welcoming

Maurus and Placidus into the

Benedictine ordet by ll

Sodoma (1 477-1 549),

c .1505-1506.  Fresco.

Monteoliveto Maggiore.

Photo: O 2004, Scala,

Florence, by courtesy of the

Ministero Beni e Att. Culturali

thal he himsel owned severa reated

sketches by Raphael.

P Joann des. The Dt€twilgs af

Raphael vltth a Catnplete Catalague,

Los Angeles and Oxford, 1983 ros.

56 6T. These drawings have

sonret mes been attrbuted to

P ntorlcch o, but Rapliaels althorsh p

is attested to by tfre presence ol hs

handwrt fg on two ol  lhem (see J

Shearman, Faphaei in Ealy Ma.Jen

Saurces 1483 7602 Neu/ Haven anc

London, 2003, pp. 75 77)aswel as

by styl st c afays s

PLntorcch o was pa d for thrs

alarpiece. v/h ch s nou/ in the Muse

Vatcan loberhuber.op cl t .  l rg 121 |

June 1 503 (wth tna payments n

1 505 seeAfch/vio storica dell atle,

1890. pp.465 66) Seenowtheiew

d scoveres of P Scarpel n and t\,4 B.

Silvestre P/rlotccilp, Mlan, 2004

pp. 227 30. Drawings n the Louvre

demoistrate that Raphae desgned

the two foreground sants lJoann des,

op ct ,  nos.60 61).

]  See Shearman. op. ct .  n n.6 above,

pp 77 79.

) See L Plngileon. Elaglo Stanca di

Raffaella Satnttcla Ubtlo urbio

1829 p. 55 and Boltar is pubicaton

of a etter lronr Glg ielmo de a Vale tc

CardnalTomnasoGh n (G Bot laf

and S. Tcozzi, Faccolta di lettere sullt

p i t t u r a  , M  a n .  1 8 2 2 - 2 5  v o .  !

p 393). Both refer back to a

seventeenth cenlury manlscrpl

which they had co|su ted at San

Francesco.

0 am very gratefu to John Shearman

for sending ne hs draft entry on this

lost document. Th s has now ben

posthumousy pub shed (Shearman,

op ct.  ln n. 6 above. pp 77-79).

Slrearnran paces the document

c T 502 I 503 (?) afd rnarshas the

evidence for the pictures existence

and the documents authentcty.

l l  C h r s t i e s  L o n d o n  l 9 A p r  l 9 8 B

(lot 27),  pp. 24 25.

l2 The l terary source ol the scene

depcted at Monteoiveto and n the

draw ng s St Gregory Dialagues,2 4

St Gregory descr bes how the nobes

of Rome demonstrated the r devotor

to Bened ct by entering the r sons nt(

his order so that they shou d be

nudured n the setuice oi God.

\,4aurus. and the younger Pacidus,

were two such who entered the Orde

and went on live sainty lives. The

Dialogues does not offer any incidenti

deta . nor s tliere a strong visua

traditon of representlng th s sublect,

especal ly not n isoato.

1 3 The subject and signif cance of this

drawing was noticed by Laurence

Kanter ( | G. Testa led .1, La Cappella

A/ova, M an, 1 9S6, p. 95 note 2) Tht

draw ng s connection with the
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How St Benedict recognised

and received the true Totila by

Luca Signorelli (c. 1 450-1 523),

c. 1498-99. Fresco,

Monteoliveto Maggiore,

Photo: O 2004, Scala,

Florence, by courtesy of the

Ministero Beni e Att. Culturali

Standing man after Raphael

(1 483-1 520), before 1 509 (?).

Pen and ink on paper,22-8 x

16.7 cm. Accademia, Venice

Heads after Raphael 0 483-
'1 520), before | 509 (?). Pen

and ink on papet 22.8 x 16.7

cm. Accademia, Venice

How St Benedict discovered

the fiction of Totila by Luca

Signorell i (c. 1450-1523),

c.1498-99. Fresco,

Monteoliveto Maggiore,

O 2004. Photo: Scala,

Florence, by courtesy of the

Ministero Beni e Att. Culturali

frescoes at l\,4onteoliveto has also
ben discussed by G. Shepherd,
A Monument to Pope Pius t:
Pintorichio and Raphael in the
PbcolaminiLibrary in Siffia 1494-
7508, doctoral thesis, Haryard
Unlversity, Cambndge MA, 1993, and
also by W Andersen, A Wondedul
Early Drawlng by Raphrel , Drawing,
vo. ru, no. 3, 1994, pp. 49-52. The
current owners ofthe drawing have
also produced a booklet and cD-Rom,
wirich reproduce correspondence
from various scholars.
See T Henry and L.B. Kanler, Luca
Sjgnoreli: The Complete Paintings ,
London, 2002, pp. 39-45,124 32.
For Sodomas first appearance in the
accounts at lvlonteoliveto on 5 August
1 505 see Siena, Archivo dl Stato,
Fondo di lvlonteoliveto, Conventi, n.
321 , Libro d amministruione, fatnely
lP fol. 46v, published by S. Borghesi
and L. Banchi, Nuovi documffiti ptr
jla staria dell arte sqffi, Siena,
1898, p.368.
L.B. Kante[ The Late Works of Luca
Signoreliffid his Falbwere 7498-
7559, unpublished doctoral thesis,
New York University, 1989, pp. 99,
1 04. From the Uscfe of the Abbey we
learn that Sodoma was paid 1 0 iorins
(70 rie) for his first scene, and 7 florins
(49 ,;e) for each of the rest. /b/iJ. , fols.
92[ 1 06Fv (Borghesi md Banch], op.
cit., pp. 374, 380).
Vasari, op. cit., vol. r, pp. 636-37, vo.
v, pp. 382-83.

IFr Domin ci de Leccol Secunda
namque abbatialum su electione
claustri magni intercoumnia in dextera
ingressus monmteril parte posita,
quae occidentalem respic unt plagam,
eo auctore, mira et arte et impensa a
celeberimls pictoribus depincta fuere,
et reliqua claustr lntercolumnia simili
opere exornasset; nisi pictorum
ntressitatus obstitisset discessus.
aliquanta de temporis inter€pedine

et pecuniarum comoditate extiterunt.
lncoeptum (ut sapientis est) tandem
opus complere decrevit. Et orientalem
meridionalemque claustf pariem et si
divereo pictore, haud tamen inferiore
pictura dtroravit.

[(Fra Domenico da Lecce) Following
the second elmtion of his abbacy
(1 497- 1 50 1 ) the spaces behven the

The similarities between the principal

figures (St Benedict, Maurus and

Placidus) establish the subject of the

drawing, but it is in the populous

entourage of horsemen and nobles that

the images are most similar. It is also

notable that the area occupied by

figures at Monteoliveto is similarly

proportioned to the equivalent area on

the drawing (with its grid 15 by 18

squares), and that the drawing also

suggests some centralising element in

the background.'t There is, however,

no indication on the drawing of a

curved field.

Since one can exclude the

possibility that Raphael actually

painted anything that survives at

Monteoliveto, two possibilities remain:

that he provided drawings to Sodoma

(thereby collaborating with the Sienese

artist before they both arrived in the

Vatican),to or that Raphael was also

considered as a replacement for

Signorelli when it became clear that the

Cortonese art ist was not going to

complete his work at Monteoliveto.

Collaboration (or direct competit ion in

1505) can probably be ruled out on the

grounds that the drawing's style cannot

be reconciled with the dating of the

fresco to late 1505/1505. Instead the

style of the drawing suggests a date c.

1502-1503, and we must consider

whether there is any evidence that

Raphael might have submitted a trial

drawing to the Olivetans at this date,

in the hope of obtaining the

commission to complete the cycle.

Unfortunately, although Sodoma's

frescoes are reasonably well

documented, the preceding period is

not; and there is no evidence that

Raphael was asked to supply a

drawing for the Olivetans. Nor is there

any allusion to such an event in the

chronicle of the abbey's history

(although it is probably unreasonable

to expect that there should be such a

reference and the drawing alone is

evidence of designing an Olivetan or

Benedictine subject).

There is, however, some visual

evidence that Raphael visited

Monteoliveto c. 1.502-L504, and this

could have been in connection with the

Olivetans' desire to complete the

decoration of their cloister.tl

Derivations from Signorelli's frescoes at

Monteoliveto can be found in the

1 7
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t t l  I  r l

Yenice Libretto, which is widely held

to derive from copy drawings made by

Raphael before 1509." A f igure seen

from behind (fol. 9v; Fig. 6) is related

to Signorelli's How St Benedict

recognised and receiued the true Totila

(Fig. 5); and on another folio a group

of heads (fol.  4v; Fig. 7) also appears to

be based on Signorelli's figures in the

two Totila scenes at Monteoliveto

(Figs. 5 and 8). A metalpoint study by

Raphael in the Ashmolean Museum in

Oxford (Fig. 2), generally dated

c. 1503 and preparatory to a group of

soldiers in Pintoricchio's fresco in the

Piccolomini Library of Enea Siluio

crowned Poet Laureate by Frederick ttt

is also highly reminiscent of Signorelli's

frescoes at Monteoliveto (again to the

Toti ia scenes, Figs.5 and 8)." And,

taken together, the cumulative evidence

suggests Raphael's knowledge of

Signorelli's frescoes. Given their

location - at the heart of a closed order

in an isolated position in the crete of

southern Tuscany - it seems reasonable

to suggest that Raphael would have

visited the abbey only for a reason, and

rh is  may we l l  have been in  connect ion

with completing Signorelli's frescoes.

Against this, one could argue that

don Domenico Airoldi - who was

apparently the driving force behind

Signorelli's frescoes during his second

54 Raphael and Siena

term as abbot-general of the order

(Apr1| 1.497-May 1501) - was elected

to serve a third term in only April

1 .505,  and rhar  Sodoma's  commiss ion

could not have been conceived before

this date. By that point Sodoma could

point to an Olivetan track-record at the

nearby community of Sant'Anna in

Camprena ( 1503-1504), and Raphael 's

involvement would have been harder

to explain.to But there is no reason why

Airoldi's predecessor should not have

wanted to see the cloister completed,

and we should perhaps consider

whether the plans for Sant'Anna in

Camprena might somehow have cut

across an earlier recommencement of

the cloister frescoes at Monteoliveto. In

that case the competition/collaboration

arguments which are discussed above -

on the basis of a discrepancy between

the documented dates of Sodoma's

ac t iv i t y  and the  s ty l i s t i c  da t ing  o f

Raphael's drawing - could be revisited

to  reach a  d i f fe ren t  conc lus ion .

The Madotun dr:l Silarnio

The second Sienese commission I want

to discuss is the tondo thar was

mentioned amongst the possessions of

Si lvia Piccolomini in 1542. Si lvia

Piccolomini was the only child of

Pierfrancesco di Andrea Piccolomini

and Francesca Savelli. Following her

father's death, she appears to have

inherited a major portion of Andrea

Piccolomini's inheritance, and was

entrusted to the care of her mother. In

1538 she was mar r ied  ro  In igo

d'Alfonso Piccolomini d'Aragona, and

it was as a result of this marriage that

she packed her trunks for Arnalfi -

which was ruled by the Piccolomini

d'Aragona family between 1461 and

1583 -  in  1542.

The picture that then belonged to

Silvia Piccolomini and was shipped to

Amalf i  on 15 February 1542 was

described as: ' I l  tondo bel lo di casa,

con la Madonna, il Signore piccolo che

dorme e Santo Giovanni, opera di

Raffaello di Urbino che E aprezato pii

di dugento scudi' [The beautiful

domestic tondo with the Virgin (Mary),

the baby Jesus who sleeps and St John,
the work of Raphael of Urbino, valued

at  more  rhan rwo-hundred ducats l .

The descr ip t ion  o I  Lhe compos i t io r r  car r

he  re la red  to  on ly  one surv iv ing  p ic tu re

by Raphael - the Madonna of the

diadem in the Louvre - but this

painting is rectangular, and no circular

versions of it are known. There is

evidence, however, that the Piccolomir-ri

picture can be identified with a

compos i t ion  now known rhrough

copies - the so-called Madonna del

Si lenzio (Fig. 9)."

This con-rposition was very famous

in previous centuries but has not been

illustrated in the Raphael monographs

of the twentieth century. Although

some scholars have resisted the idea

that an original by Raphael ever

eristed, the sophistication of the pose is

entirely characteristic of a work by

Raphael ofc. l506-l508. The styl ist ic

traits reflected in the known copies also

support this dating, and the original

was arguably the first tondo in which

Raphael came to terms with a circular

format. As such, it represents (with tl"re

Holy Family of the Palm in Edinburgh

of roughly the same date) a crucial

stage between the Terranuoua tondo of

c. 1504-1505 and the Alba Madonna

ol c. 1,509-1,1,.

The most interesting version of the

composition seems to be the panel that

was sold at Sotheby's in London on 5

July 7967 (1ot 14, bought by 'Phi l ipe'

for f,850, Fig. 9) with an attribution to

Andrea del Brescianino.t' This picture,

which had been acquired in Spain in

'  ^ l  n n .  ^ f  t h 6  ^ ' ^ i t . l ^ c f o r

post oned on the rlght-hand s de of

the entrance to the monastery wh ch

ook West, were painted at h s

lnstigaton with remarkable skll and

expense by very famous adsts. and

the rema n ng spaaes between the

co umns would have been decorated

with sim ar work, fthe unavoidabe

departure ofthe artsts had not

prevented it. after an nteryal of time

and wth the beneft of funds which

had appeared flna y h-^ decreed that

the work which had been stafted

shoud be compeled (as is

characteristc of a wse man). And he

decoraled the East and South sdes ol

the cloister, and il this was wth a

differ-ant palnter, yet it was wth no

nferor pa ntng. I  Archivo de Abbaa

di N,4onteoliveto N,4agglorc, Chranican

Cancellarlae, A, lol. 45v (pubished by

G.M]. Thomas, LAbbaye de Mort-

O/ivet-Maleur, Slena, I BBI ,
p.  201, new transcr ipton).

Sodomas fresco is 2BO am w de.

There s no evidence that it was

translerred from a squared drawng,

although this cannot be ru ed out.

Forthe adsts collaboraton in the

Vatican, see R. Baftaini, Sodoma the

Ch g and the Vatcan Slarze The

Bulingtan Magaine,vol. cxL r. no.

1 182 (September200l)  pp 544-53.

For the possiblity that Baphael and

Sgnorelli met n these years, and for

evdence that they both worked on a

single piece of papel now in the

Ashmoean (no. P | 523), see T. Henry

Sgnore .  Raphae and a mysterous

prckeddrawng n Oxjord lhe

Bufingtan Maguine,vol. cw, 10Bo

(September T 993).  pp. 612'1 9

For the Venice Libretlo see S. Ferno

Pagden, Gallile dellAccademia di

Venezia: Disegni Umbri, N,4ian 1984. lt

conta ns other evidence of Raphaels

nterest n Sgnorel l .  ncudng copes

after a Massacre otfhe lnnocffits,

further discussed n T. Henry S/grore/f

in British Callqtians, exh. cat

Natona Ga ery London,1998-99,

no. 21, p.  25. Ferino Pagden has

suggested that Domenico Afan was

the author of the Venice Librefto.

K.T. Parke\ Catalague of the

Collection af Drawings in Lae

Ashmalean Musum, Axford 1 956,

vol.  ,  pp. 259 61, no. P 510

For Sodomas contract of 10 July

I 503 (Forence. Archivo di Stato, Patr

Eccl. ,  Pienza, A. cccx..  .  461, lo 18

bis) see P Lugano, ll Sodomae i suo

atfreschi a Sant Anna ln Camprena

presso P enza , Bul/ettno Senese dl

Staria Patria,vo. tx. , 1 902, pp. 241

42. Fina payment was received on 25

June 1504 Seeaso E. Car,  / /

Sodoma a Sant Anna in Camprena,

Florence, 1974, pp. I  T 1.

Excerpts from tfr s nvento0/ (whch s

apparenty in the Napes, Archvo d

Stato, # 1 121, 0 were pub shed by

G.VI. Mont n a seres of aircles, for

exampe, I Piccoomini D Aragona

Duch di Amafi, un quadro dl Raffae o

e a biblioteca di papa Po | , Siud

sulla Reppubblica Marinara di Amalfi,

1 9 3 5 , p p  9 7  l 4 1 , e s p e c a l y p  1 1 5

See aso ihe dscusson n V Gozo,

Raphae and Slena n C Peclretti.

Raphael His Life and Wark in the

Splildors af the ltalian Reraissarce,

Forence, I989, pp. 66 68 {but with a
quite unsustalnab e conclusion), and

Shearman, op cit. n n. 6 above,

pp.926-27.
Tha da..ri^t^h ^f r nl.r ' .a in rn

inventory s not, oJ course, a
completely reliabe piece of evidence.
The attrbution might be fa se, the
descripton miseading, and the picture
coud have entered the colecton
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Madonna del Silenzio atte(

Raphael (1 483-1 520),

after c. 1 506-1 508.

Oil on panel, diam c. 120 cm.

Present whereabouts

unKnown.

Pholo: O courtesy of the

author, London

Dream of a Knight by Raphael

(1 483-1 520), c. 1 504.

Oi l  on  pane l ,  17  x17.3cm.

National Gallery London

Three Graces by Baphael

{1 483-1 520), c. 1 504.

Oi l  on  pane l ,  17  x  17-6  cm.

Mus6e Cond6, Chantil ly

indirectly. In this case, however, the
very eary date ol the nventory makes
it ess kely that the attrbution is fase
or that the picture was not a
P cco omini commlss on. Philippa
Jackson has nevedheless po nted out
to me that some pantngs in the
Pccolomini collectons were in fact
part of the estate of Pando fo Petrucci
in 151 7 (and were returned to the
Petrucci in 1539).
G. Grcnau, Fafael, StuttgarYBerin/
Lepzig, 1909, p. 77 and A. Venturi,
Raffaello, Aome, 1 920, p. 1 63,
llustrated a rectangula vers on of the
composition (now at Princeton), but the
composition sawkward n arectangle,
where it s wel balanced in a tondo.
Numerous copies after Raphael have
been assigned to Brescianino, and his
knowledge of the Madorna del
S/enzlo is suggested by some other
versons of the compositon
(dlscussed beow), but the ex-
Bonapaire collection plcture seems to
be more interesting.
E. Hinterding and F. Norsch, A sma
but cholce col ection: the ad gallery of
Kng W em I ofthe Netherlands ,
Sm/b/us, vol. xx, no. l/2, T 989,
pp. 5-l 22, especlally p. 1 10. For the
posslb ty that this pcture can be
traced to the marqu s de Carpio
inventory of 1 688 (and perhaps
subsequenty in the collection ol
Conde Duque de O vares, see J.lvl.
Ruiz Manera, Pintura ltaliana del Siglo
rutil Espa a: ll Rafael y su 6cuela,
N.4adrd, 1996, p. 94).
I know ofthe fo owing circular
veEions ofthis composiUon, the
majoriry of which are c. 120 cm n
d ameter: Ate Pnakothek, Mun ch;
Museo de Bellas Ades, Sev le; Alba
collectlon, l\,4adrd; Sta l\,4aria de las
Duenas, Salamanca; N,4us e des
Beaux Arts, Agen; Sz pm v szeti
lvluseum, Budapest; and formerly
Chrsties, London, sold on 1 B
February 1927. See L. Baldass, De
Stel ung der lvladonna d Gaeta im
Werke Raffaeis, Zeltschrift f r bild.
Kunst, vo . u, 1926/27 , pp. 32-43,
especaly pp. 39-42; K. Garas,
Sammlungsgeschicht iche Beitr ge

zu Rafiae Raffael Werke in Budapest ,
Bulletin du Mus e Hongrois des
Beaux-4fts. val. a-a,,1 983, pp. 41
81, especially pp. 56-70 and Ruiz
[,4anero, op. cit., pp.9'1 96.
The copes after this composltion were
discussed by David Ekserdjian in a
paper presented at the Raphae
Symposum at the National Gallery
London, in November 2002.
The cartoon, wh ch was lost during
Word War l, is illustrated and
discussed in A.l\.4. Petro i Tofan (ed.),
lnventaria 2. , Disegnl Fsposr,
Forence, 1986-87, pp.728-29 (no.
1774E).

1802, was subsequently in the

collections of Lucien Bonaparte, Prince

Frederik of Holland and Marie, Fiirstin

zu Wied.'n On the basis of a black and

white photograph, it is difficult to
judge who painted this tondo, but it

appears to be the best of the surviving

versions, and an attribution to Raphael

cannot be ruled out.

Apart from the obvious

connections between this composit ion

and the inventory description of 1542,

various pieces of evidence bolster the

argument that the Madonna del

Silenzio was identical with the picture

in the Piccolomini col lect ion.

Numerous  cop ies  o f  th is  p ic tu re  a re

either in Spanish collections or

originated ihere, suggesting rhat a

version of the picture was known in

Spain from at least the mid-eighteenth

century.ro This can probably be

explained by the historic links between

Naples (to which the Piccolomini

d'Aragona ceded Amalfi in 1583) and

Spain. The composition was also

highly influential in sixteenth-century

Siena. As we have seen, the version

under discussion has been attributed to

Brescianino (who worked in Siena

between 1506 and L524), and another

copy of the composition that was sold

at Philips in London (1 Jily 19971

looks even more like paintings by

Brescianino.r '

Other derivations (for example,

that in the Museo de Bellas Artes in

Seville) appear to be Florentine, and

may have been based on the cartoon,

of dubious authorship, which was in

the Uffizi u,nt1l 1,939-45." Crowe and

Cavalcaselle considered that the

earliest of these copies was the

rectangular version then in the Brocca

collection in Milan, for which they

proposed an attribution to Ridolfo

Ghirlandaio." If any of the Florentine

copies did originate with Ridolfo, then

one can reasonably relate the original

Raphael to the Madonza described by

Vasari as destined for some gentlemen

of Siena and completed by Ridolfo - it

lacked blue draperies, probably the

Virgin's dress - when Raphael left

Florence for Rome.to For no very good

reason (probabiy related to i ts date)

this passage is frequently related to

the Belle lardiniire in the Louvre, and

to a putative provenance from the

Sergardi of Siena.

If it is accepted that the Madonna

del Silenzio was painted for the

Piccolomini, then it seems most likely

to have been painted for Pierfrancesco,

Silvia Piccolomini's father." Although

it is tempting to try to connect the

picture with Pierfrancesco's father,

Andrea - patron of Pintoricchio's

library (1502) and Michelangelo's

altar (1501 and 1504) in the cathedral

in Siena, as well as of an altarpiece by

Pintoricchio for his chapel in the

church of S Francesco in Siena
(del ivered 1504)* - his death in 1505

probably rules him out as a possible

patron. Instead the most obvious

explanation is that Silvia Piccolomini

inherited the picture from her father.

Pierfrancesco's activity as a patron

has yet to be investigated, but it is clea

that in the immediate aftermath of his

father's death, he made a number of
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documents jointly with his brother

Giovanni (who seems to have taken up

the responsibility of seeing to

completion the commissions of

Pintoricchio and Michelangelo). If these

brothers frequently acted as a team,

Vasarit reference to Raphael painting a

Madonna for'alcuni gentiluomini

sanesi' (which is otherwise rather odd:

why would a domestic picture have

more than one male patron?), may find

an explanation, which could further tie

this picture to the consorteria

Piccolomini. If the original could be

traced and appeared to be a

collaboration between Raphael and

Ridolfo Ghirlandaio, then the

connection would be proved beyond

reasonable doubt.tt

Another Sienese patron

Raphael's connection with Siena may

aiso be suggested by the Tbree Graces in

the Mus6e Cond6 at Chantilly and its

relation to the Dream of the Knight in

the National GallerS London (Figs. 10

and 11). These two pictures have a

provenance from the Borghese

collections in Rome (where they were

first recorded in 1650), and Panofsky

famously connected them to Sienese

intellectual currents, suggesting Scipione

Borghese (b.14931 as a possible patron

in Siena." (The Borghese were a Sienese

familS subsequently famous in Ron.re.)

Although an alternative case can be

made that this exquisite pair of

paintings was made for a patron at the

court of Urbino,t' the Borghese

provenance is highly suggestive,

especially when the long-recognised

connection of the Chantilly picture (Fig.

1 1) with the antique group of the Three

Graces in the Piccolomini Library (Fig.

13) is considered.

Raphael would, of course, have

known this group as a result of his

involvement in the decoration of the

Piccolomini Library, and his direct study

after the group is also suggested by a

drawing in the Venice Libretto (Fig. 12).

One can also point to Raphael's early

Roman connections with Sienese art ists

(Sodoma in 1508-1509 and Peruzzi in

1511), and patrons (including Agostino

Chigi).oo It is less well-known that the
'computista 

fabricarum' of the Vatican,

Girolamo di Francesco (who appears to

have been Bramante's right-hand man,

and made all the most important

documents regarding the decoration of

the Stanze, including the first document

for Raphaei's activity in Rome), was

also Sienese.o

(l>nclLrsiciri

The Reception of Maurws and Placidus

and the Madonna del Silenzio have not

been taken into account when trying to

evaluate Raphael's activiry in Siena. This

is relatively new ground for Raphael

studies, which has not hitherto allowed

the artisr's work in the territorio senese

to have any significance. If the

cumulative evidence is weighed, it seems

to me that we should rewrite the history

of Raphael's early years to credit his

connections with Siena with a real

significance in the way his career

developed. Raphael may have developed

significant artistic and patronal nerworks

in Siena at an early date. And, given the

strong connections between Siena and

Rome in this period, it could even be

argued that his contact with Sienese

artists such as Sodoma and his work for

Sienese patrons such as the Piccolomini

may have been at least as important in

securing a call to Rome as any of his

work in Florence, Perugia or Urbino.

The exhibition'Raphael: from Urbino to

Rome'is at the National Gallery London

from 20 October 2004 to 16 January
2005.

Tom Henry is senior lecturer in the

history of art at Oxford Brookes

University, and co-curator of 'Raphael:

from Urbino to Rome'.

Three Graces atler Raphael

0 483-1 520), before 1 509 (?).

Pen and ink over traces of

black chalk and stylus,

22.8x16.7 cm.

Accademia, Venice.

Three Graces. Antique

marble. Piccolomini Library

Duomo, Siena.

Photo: Bridgeman Art Library

J.A. Crowe and G.B. Cavalcasele,
Raphael: His Life ffid Works, London,
1882-85, vol. r, pp. 354 56.
Vasari, op. cit., vol. v, p. 165 (1568,
a ^ d  c o o  1  6 6 n  a d  t  ^ n \  \ / . c . r i

recorded: Et intanto fece un quadro

che si  mand in Siena, l lquae nel la

partita di Raffaelo rimase a Ridofo

de Ghirlandaio, perch eg finisse un

panno aklutro che vi mancava IAt
the same time he painted a picture

that was afteruards sent to Siena,

although, on the departure of

Raphae , it was 1eft with R dolfo

Gh rlandaio, to the end that he mighl

finlsh a piece of blue drapery that

was want ingl ;  Vasari ,  op. ct . ,  vol .  v,

p.438 (1568)i  lRaphael]  gl j  lasc a

finire r panno aurro et altr-^ poche

cose che mancavano al quadro

d una l\,4adonna che egl avea fatta

per alcun gentiluomini sanesit il qual

quadro fln to che ebbe Ridofo con

mota dl l lgenza, lo mand a Siena.

lRaphael lef t  hlm to f in ish the b ue

drapery and other little th ngs that

were wanting n the picture of a

[,4adonna that he had painted for

some gentlemen of Slena; wh ch

picture Rido fo, after he had fin shed

it wth much diig-.nce, sent to Sienal

Shearman, op. c i t .  in n. 6 above, pp.

926-27 argues that the wording of

the nventory suggests that the

picture came from Si vias mother

(Francesca Savel i), but the phrasing

seems to fo low from the fact that

Sllvla was entrusted to her mothers

care after the death of Plerfrancesco

Piccolomin , and I cannot see a

reason why the p cture should not

be traced to his patronage.

For these commiss ons see

Oberhuber,  op. c i1. ;  H.R. Mlancusi-

Urga.o, Michelangelo: The Bruges

Madonna and the Piccalomini Altar,

New Haven and London, 1 97 1 and

A. Toti, La chiesa di San Francesco

n S ena ed i Piccolomini , Bullettino

Senese dl Stor€ Patria, vo . r, 1 894,

pp. 77 97 (with reference to

Sigismondo Tizio,  September 1 504).

t  wi l  be impossible to test this

thesis unless the orlgina s re

discovered, but it is c ear that some

of ihe cop es had dlfficu ties

interpret ng the Virgin s draperies.

See E. Panofsky, Hercules am

Scheidewege und andere antike

Bildstoffe in der neueren Kunst,

Lelpzig/Berl in,  1930, pp. 37-52, 76

83, 1 42-50; E. Wind, Pagan

Mysteries in the Renalssance, New

York, 1967, pp. 81-85 and C.

Gould, Catalogue of the Sxfeenth

Century ltalian Schools, London,

1 9 7 5 ,  p p .  2 1 2 - 1 5 .

See C. Plazotta in Chapman, Henry

and Pluzotta, op. c i t . ,  pp. 1 38-41 .

For these see Shearman, op. c t. in

n. 6 above, pp. 143-46, 154-55.

For comments on the crucial role

payed by Glrolamo di Francesco da

Siena in the decoratlon ofthe Stanze,

see the Appendix to my article on

Cesare da Sesto and Bald no Baldini

in the Vatican apartments of Julius r ,

The Burlingtan A,4aguine, vol. cxLr,

no.1 1 62 (January 2000), pp. 29-35,

especially pp. 34-35.
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