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Alessandra Galizzi Kroegel

“Make space for the great Raphael!” On the Exhibition Policies for
Raphael’s Masterpieces

Fig. 1: View of the current installation of the Sistine Madonna in the Gemaldegalerie Alte Meister Dresden (Herbert Boswank,

Dresden, Staatliche Kunstsammlungen Dresden).

“Raphael, or Ingres, or Picasso are meant
to be meditated upon. [...] In order to med-
itate on a painting, it is essential to present
it in a favorable location and within a calm
atmosphere.”

Le Corbusier[1]

In this essay | will discuss the exhibition policies
that were developed for a few altarpieces by

Raphael in German and Italian museums during
the nineteenth century and up to the first half of
the twentieth century.[2] This study was inspired
by Claudia Brink and Andreas Henning’s careful
reconstruction of the various hangings of the
Sistine Madonna from 1754, when the altarpiece
arrived in Saxony after its removal from the
church of San Sisto in Piacenza, to the present
day in its current location in the Gemaldegalerie
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Fig. 2: Adolf von Menzel, Platz fiir den grofen Raffaell,
1855/59, Gouache and pastel on paper, 46 x 62 cm, Ger-
manisches Nationalmuseum Nurnberg, Loan of the city of
Nurnberg, (Monika Runge, Germanisches Nationalmuseum
Nurnberg).

Alte Meister in Dresden, where it is exhibited as
the climax of the western wing’s stunning enfi-
lade of Italian galleries (fig. 1).[3] Furthermore,
my investigation has been inspired by the cur-
rent discourse on transnational museum history:
extending beyond the theory, by now universally
accepted, that museums have been the perfect
place for the construction of national identity (at
least since the nineteenth century), the new
transnational perspective suggests that the his-
tory of museums, especially in Europe, is also a
history of “cross-fertilization”, that is, a history of
intense relationships among different institutions
from different nations. After all, “the museum is
open” by definition.[4]

Raphael in Dresden

“Make space for the great Raphael!”: a famous
gouache by Adolph Menzel bearing this title
(1855/1859) (fig. 2) illustrates an anecdote which
may have circulated at the court of Saxony from
the middle of the eighteenth century, and which
became well-known not only in Germany but to
an international audience as well, after it was in-
cluded in Johann David Passavant’'s 1839
monograph on Raphael.[5] The subject of Men-
zel’s painting, where the quick brushwork con-
tributes to the strong cinematographic quality of
the scene, is the enthusiastic welcoming of the
Sistine Madonna (1512/13) to the court of Au-
gust the Third, Elector of Saxony and King of
Poland, on March 1, 1754. The king, dressed in
an ermine mantel and a red turban, two obvious
indications of his enormous wealth, is portrayed
in the act of pushing away his own throne in or-
der to make space for Raphael’s altarpiece,
which has just been carried into the throne
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Fig. 3: Noél Lemire (after Charles Eisen), Allegory of the In-
stallation of the Royal Picture Gallery in Dresden, vign-
ette-frontispiece from Carl Heinrich von Heineken, Recueil
d’Estampes d’apres les plus célébres Tableaux de la Galerie
Royale de Dresde |[...], 2 vols, 1753-1757, Vol. Il, Dresden
1757, Etching 20,5 x 27,2 cm, Dresden, Staatliche Kunst-
sammlungen  Dresden, Kupferstich-Kabinett  (Herbert
Boswank, Dresden, Staatliche Kunstsammlungen Dresden).

room. The painting by Raphael, as is well
known, had been eagerly awaited in Dresden:
the negotiations for its purchase from the Bene-
dictine monks of San Sisto in Piacenza had
taken no less than two years, and the sum of
25,000 scudi romani that was finally agreed
upon was the highest price which had ever been
paid for a work of art.[6] As for the gouache by
Menzel, the fact that the Sistine Madonna is
hardly visible in the scene, and that it is not even
mentioned in the title, the latter referring only to
Raphael, expresses the actual significance of
this famous purchase very well. Indeed, August
the Third had not been interested in getting this
particular altarpiece by the artist, a painting
which he had never seen before its arrival in
Dresden. What he really had wanted, was to
own a work by Raphael — any work by Raphael!
-, a wish which was perfectly in keeping with the
opinion, widely held since the seventeenth cen-
tury, that the name of Raphael on its own could
sanction the excellence of any art collection.[7]
As a matter of fact, the court of Saxony
did not immediately appreciate the solid perfec-
tion of Raphael’s style. Initially, local taste, with

Fig. 4: Michael Keyl, Plan of Dresden picture gallery in the
former royal stable building known as “Stallhof”, from Carl
Heinrich von Heineken, Recueil d’Estampes d’apres les plus
célébres Tableaux de la Galerie Royale de Dresde [...], 2
vols, 1753-1757, Vol. |, Dresden 1753, Dresden, Staatliche

Kunstsammlungen Dresden, Kupferstich-Kabinett (from
Brink 2005, Der Name des Klinstlers, p. 69). The different
locations of Raphael’s Sistine Madonna are marked in blue:
the painting hung first on the longest wall, to the right of the
entrance, and later on the shorter wall, just opposite to the
entrance.

its passion for lavishly Rococo decoration,
leaned towards the softer and vibrant quality of
Correggio’s artistic style. Correggio’s Holy Night
was given the place of honor not only in the
second volume (1757) of the Gemaldegalerie’s
precious Galeriewerk, where it appeared both as
the vignette-frontispiece (fig. 3) and as the very
first of the fifty etchings representing the royal
collection (significantly enough, the Sistine
Madonna was not included among them).[8] Fur-
thermore, Holy Night also occupied the most
prominent position in the physical space of the
Gemaéldegalerie, which had been housed in a
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Fig. 5: Unknown artist, View of the inner gallery in the former
royal stable building known as “Stallhof”, 1830, Aquatint on
paper, 19,8 x 25 cm, Dresden, Staatliche Kunstsammlungen
Dresden, Kupferstich-Kabinett (Herbert Boswank, Dresden,
Staatliche Kunstsammlungen Dresden).

Renaissance building close to the Frauenkirche
since 1745: the painting was exhibited on the
first floor, at the center of the main wall of the
so-called “inner gallery”, namely the horseshoe-
shaped gallery dedicated to the Italian school.[9]
As for the Sistine Madonna, it hung on the same
long wall as Holy Night, but in a rather peripheral
position (fig. 4). This very first placement of the
altarpiece by Raphael corresponds, more or
less, to the area which is occupied by Holy
Night in a view of the “inner gallery” dated 1830,
where a couple and their child stand at the foot
of the painting by Correggio (fig. 5). This view is
quite interesting because it documents the gal-
lery’s drastic re-hanging of 1817: the Sistine
Madonna is now exhibited on the wall opposite
the entrance, that is, it is aligned with the direc-
tion of the visitor’'s promenade, of which it con-
stitutes the climax.[10] The altarpiece’s high
ranking is further suggested by the symmetrical
disposition of the paintings surrounding it. In a
way, Dosso Dossi, Titian, and Carracci consti-
tute a sort of meta-frame for the work by
Raphael (fig. 6).[11]

The new placement of the Sistine
Madonna visualizes how dramatically the per-

ception of this altarpiece had changed since the
last decades of the eighteenth century, when a
number of key figures of the Romantic move-
ment had started to celebrate this painting as
the most perfect expression of the new Mariolo-
gical component of their philosophy. According
to the Schlegel brothers, and to Fichte, Wacken-
roder, and Novalis, the Virgin Mary represented
the ultimate ideal of human reason, and the fig-
ure of the Virgin painted by Raphael embodied a
kind of universal humanity.[12] While the writings
of these philosophers and men of letters cer-
tainly did help draw attention to the Sistine
Madonna, it was probably the sheer power and
novelty of the image — a vision which is both in-
credibly celestial and real — that found its way
into the hearts of a much larger public.[13] In
fact, the increasing popularity enjoyed by the
Sistine Madonna at the turn of the eighteenth
century is indicated by the exceptional number
of prints and copies made thereafter; soon,
these prints would contribute to an even more
widely extended fortuna of the image thanks to
their reproducibility in almanacs and journals.[14]
By the time of the painting’s re-hanging in 1817,
the Sistine Madonna was on its way to become
one of the first fetish-images of pop-culture.[15]
On the one hand, this explains the museum’s
decision to present it as the high point of the
Italian gallery; on the other hand, such an exhibi-
tion strategy was destined to increase the pic-
ture’s popularity.

Another factor which may have contrib-
uted to the painting’s relocation in the Gemalde-
galerie in 1817 is the renewed attention which
Raphael’s entire production had been enjoying
internationally since 1803, when the display of
his works had been presented as the most pres-
tigious section of the Musée Napoléon in Paris.
Thanks to the systematic confiscation of art in
the countries conquered by Napoleon, the dir-
ector of the Louvre, Dominique Vivant Denon,
had been able to collect the largest number of
works by Raphael that a museum would ever
possess.[16] Furthermore, he had arranged them
along the walls of the Grand Gallery according
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Fig. 6: ,Reconstruction” of the Sistine Madonna’s hanging in
1816 (courtesy of Prof. Tristan Weddigen, University of Zu-
rich).

to the most modern criteria, concentrating on
this single artist in what we could call a “pro-
to-monographic way”, and presenting the paint-
ings in a broad chronological order. For in-
stance, Raphael’s last and most celebrated
work, the Transfiguration, was presented as the
climax of the installation, as Denon himself ex-
plained in a famous letter to Napoleon, dated
January 1, 1803. Above, hung two works by
Perugino, Raphael’s teacher; on the sides and
below, other works by Raphael had been distrib-
uted in order to reconstruct the later evolution of
his style (fig. 7).[17]

The importance of the presentation of
Raphael’s ceuvre at the Louvre cannot be over-
estimated. First of all, it is documented that this
presentation was quite influential in the work of

Fig. 7: The Transfiguration bay in the Grand Gallery at the
Louvre, from Julius Griffiths and Maria Cosway, Collection
de gravures a I'eau-fortis des principaux tableaux [...] dans
le Musée Napoleon, Paris 1806 (from McClellan 1994, Inven-
ting the Louvre, p. 142)

both Quatremére de Quincy and Passavant, the
authors of the two studies on Raphael that are
unanimously acknowledged as the first modern
monographs in art history.[18] As a matter of
fact, it could be argued that the strict chronolo-
gical arrangement of their catalogues hinted at
not only Winckelmann’s “revolutionary concep-
tion of art history as history”,[19] but also De-
non’s new exhibition criteria. Furthermore, in the
introduction to his book on Raphael, published
in 1824, Quatremere proudly stated that he had
had the advantage of actually, and repeatedly,
seeing almost all of the paintings for which he
was providing information.[20] In spite of the au-
thor’s well-known acquaintance with Italy and its
monuments, it is difficult to imagine that he
would have been able to make the observation
he did if he had not been quite familiar with the
exceptionally rich presentation of the works of
Raphael in the Grand Gallery.[21] As for Johann
David Passavant, whose monograph came out
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Fig. 8: Plan of the first floor of the Altes Museum in Berlin
(1830), from Gustav Friedrich Waagen, Verzeichnis der
Gemélde-Sammliung des Koéniglichen Museums zu Berlin,
Berlin 1830 (bpk Berlin, Staatliche Museen zu Berlin). The
two Raphael Rooms are marked in blue.

in 1839, his enthusiasm for the “immortal
Raphael” was definitely fueled by the frequent
visits he paid to the Louvre from 1809 to 1813, a
highly formative experience that he described
explicitly, as well as movingly, in a few letters to
his mother.[22]

Another factor indicating that Denon’s
installation at the Louvre was quite influential for
the modern understanding of art or Kunstsinn
(as Passavant liked to call it) can be detected in
the new way of organizing the collections that
characterized many European institutions after
Napoleon’s fall in 1815. When most of the works
exhibited at the Louvre were restituted to their
countries of origin, the new public museums
which soon opened in these countries ended up
adopting Denon’s modern exhibiting criteria.[23]
This meant that their collections were organized
according to schools and chronology, and, in
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the cases involving paintings attributed to
Raphael, that one or more rooms would be ded-
icated to these. This is true, for instance, of Ber-
lin’s Altes Museum, inaugurated in 1830: on the
first floor, the five works attributed to Raphael
(mostly small-format Madonna and Child paint-
ings) were divided up between two rooms,
where they hung together with works by artists
who were considered to have been influential for
Raphael, or to have been influenced by him (fig.
8). The first room carried the title Pinturicchio —
Raphael als Lehrling (Raphael as Pupil), and the
second room was called Fra Bartolomeo -
Raphael als Meister (Raphael as Teacher).[24]
Similar exhibition criteria were adopted for the
Alte Pinakothek in Munich, the founding stone of
which had been laid on April 7, 1826, namely on
the day which was believed to be Raphael’s
birthday.[25] Inaugurated in 1836, the museum’s
first floor contained three large rooms dedicated
to the Italian school (room VII to IX) (fig. 9).
Room IX, the last and most important of these
spaces, was called Raphael Saal: here a small
group of works by the artist (or attributed to
him), culminating in the famous Madonna
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Fig. 9: Plan of the first floor of the Alte Pinakothek in Munich,
lithography by A. Unger, from Leo von Klenze, Sammlung
architektonischer Entwlirfe fir die Ausfihrung bestimmt
oder wirklich ausgefihrt, 2 ed., Munich 1847, Nr. 2, Plate 2,
Munich, Technische Universitat, Architektursammlung (from
Bottger 1972, Die Alte Pinakothek, Abb. 130). The Raphael
Room is marked in blue.

Canigiani, were shown together with Verrocchio,
Perugino, Correggio, and a few other High
Renaissance and Baroque artists.[26]

The situation at the Gemaldegalerie in
Dresden, however, was unique. The royal collec-
tion had been spared Napoleon’s confiscation
because France needed Saxony’s political sup-
port.[27] Having thus missed the kind of rethink-
ing that resulted from a direct confrontation with
the Louvre of Dominique Vivant Denon, the
Dresden re-hanging of 1817 looked quite old-
fashioned. Certainly, it did follow the division
between ltalian and Northern schools, this being
a criterion which had by that time become ca-
nonical in museums all over Europe; yet the col-
lection was still organized mainly according to
symmetry, not chronology. This is quite visible in
the wall-section where the Sistine Madonna is
displayed, where the crowded accrochage, al-
beit decorative, has a strong Baroque flavor (fig.
6). Indeed, this museum’s installation was per-
ceived as obsolete and confusing by the public
itself, which increasingly criticized it.[28] After
undergoing a short-term re-hanging in 1833, the
Gemaldegalerie was finally reorganized in a
more modern style when it moved to the new
building by Gottfried Semper in 1855.[29] On the
first floor, the rooms of the western wing (namely
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those to the left of the octagonal tribuna for the
visitors coming from the main staircase) (fig. 10,
G), displayed the Italian school, those to the
right the other schools, i.e. German, Flemish,
and Spanish painting. All works were arranged
according to chronology and size: the large al-
tarpieces in the main galleries, the smaller ones
in the cabinets.

As for the Sistine Madonna, the time had
finally come in which the museum was seriously
willing to “make space for the great Raphael”: in
fact, one wonders whether it can be a mere co-
incidence that the gouache by Menzel carrying
this title was painted precisely in the same year,
1855, or shortly after (fig. 2). The altarpiece by
Raphael hung all by itself in Room A (fig. 10, A),
i.e. the last room visitors would reach whether
they had walked through the main galleries or
through the cabinets. Extrapolated from the
chronological disposition followed by the rest of
the collection, and finally isolated, the painting
had definitely become the climax of the mu-
seum’s experience, its sancta sanctorum.[30] In
the following year, the sacred aura of Raphael’s
masterpiece was further emphasized by framing
it within a beautiful Neo-Renaissance structure
in the shape of an altar (fig. 11). The painting’s
importance, as well as the myth surrounding the
name of its author, were further accentuated by
means of two inscriptions: the one in the upper
part of the frame read RAPHAEL SANZIO, while
the one in the area corresponding to the altar’s
paliotto recorded the description of the painting
as provided by Vasari in the 1568 edition of his
Lives.[31] Later on, in 1898-1899, Room A was
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Fig. 10: Plan of the first floor of the Royal Picture Gallery in
Dresden, from Julius Hlbner, Verzeichniss der Koéniglichen
Gemdélde-Galerie zu Dresden [...], Dresden 1856 (Dresden,
Staatliche Kunstsammlungen Dresden, Kunstbibliothek). The
Raphael Room (Room A) is marked in blue.

redecorated with the clear intent of suggesting
the lavish atmosphere of a Renaissance palace:
its ceiling and walls were heavily ornamented,
elegant wood-work and precious material (a
document speaks of “soft red silk damask”), a
large curtain — also red — was hung behind the
painting, a sofa was placed in front of it[32] (fig.
12). Interestingly enough, this installation seems
to have anticipated the famous historicizing
trend that characterized Wilhelm von Bode’s
evocative rooms at the Kaiser-Friedrich Museum
in Berlin, inaugurated in 1904.[33] As for the Sis-
tine Madonna, it was kept in its splendid isola-
tion until 1939, when the museum had to be
evacuated. In fact, it was only in 1956 that the
painting, after a ten-year stay in Moscow, was
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exhibited again in the west wing of the Dresden
Gemaldegalerie, where it was finally integrated
in the rest of the collection and exhibited as it
still is today.[34]

Raphael in Bologna and Milan

| am convinced that the nineteenth-century
presentation of the Sistine Madonna in Dresden,
where philological accuracy was sacrificed in fa-
vor of a spectacular hanging, was quite influen-
tial in the exhibition strategies adopted by at
least two Italian museums, each of which pos-
sessed a major altarpiece by Raphael. These al-
tarpieces were (and still are) perceived to be the
undisputed highlights of the respective collec-
tions. | am referring to the Pinacoteca Nazionale
in Bologna, which has owned the Ecstasy of
Santa Cecilia (ca. 1518) since 1816, and to the
Pinacoteca di Brera in Milan, which acquired the
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Fig. 11: Installation of the Sistine Madonna in Room A of the
building by Gottfried Semper (1855), photograph ca. 1920-
30 (Dresden, Staatliche Kunstsammlungen Dresden).

Marriage of the Virgin (1504) in 1806. In different
ways, both institutions were the result of the cul-
tural politics of Napoleon, and were shaped by
the restitution of the works that had been confis-
cated during the Napoleonic campaigns of
1796-1798. However, in a typically Italian way,
there was a noticeable delay in these museums’
adoption of the modern criteria of the Musée
Napoléon, at least in comparison to analogous
institutions in Germany. Their collections under-
went an initial, thorough reorganization at the
turn of the nineteenth century, and subsequent
reinstallations during the following decades. In
general, the directors in charge made a visible
effort to hang the works of art in a more strictly
chronological order, and to be more consistent
in dividing them up according to different
schools, whether Italian or of foreign origin.
However, when confronted with the art of
Raphael, they all seem to have shared the urge
to isolate his masterpieces within a specially

Fig. 12: Otto Gussmann, Sketch for Room A, 1898, pencil
and watercolor on paper, 30,5 x 45,8 cm, Dresden, Staat-
liche Kunstsammlungen Dresden, Kupferstich-Kabinett
(Dresden, Staatliche Kunstsammlungen Dresden).

decorated space, thus revealing the intention to
transform it into their museum’s sancta sancto-
rum.[35]

BOLOGNA. The Pinacoteca Nazionale di Bo-
logna originates to a large degree in the Napo-
leonic suppression of churches and convents in
ltaly, including the Papal States, from 1796 to
1810. The Accademia Clementina, the Bo-
lognese academy for artistic education, which
had been officially approved by Pope Clement XI
in 1711, and which had received a few important
donations of paintings in the course of the cen-
tury, was immediately put in charge of collecting
and securing the most significant works of art
from suppressed institutions in Bologna and sur-
roundings.[36] The importance of this mission
became evident after July 1796, when a large
group of major altarpieces was transferred to
Paris: this group included Raphael’s Ecstasy of
Santa Cecilia, which had been removed from the
suppressed church of San Giovanni in Monte on
July 2, 1796.[37]

In 1802, as a consequence of the new
Napoleonic laws on public education, the Acca-
demia Clementina ceased its existence, being
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Fig. 13: Plan of the Pinacoteca Nazionale di Bologna after its
last refurbishment of 1957-1973 (from Emiliani (ed.) 1967, La
Pinacoteca, p. 87). In this plan, rooms 2, 4, 15, 14, 13, 10
correspond to rooms | to VI of the project submitted by
Cesare Masini in 1887. The Raphael Room (Room 10, or
Room VI as indicated in the riordinamento by Masini) is
marked in blue.

transformed into Accademia di Belle Arti, a na-
tional institution which had its Milanese counter-
part in the Accademia di Belle Arti di Brera,
founded at the very same time. In 1803, the new
Bolognese Accademia, together with its collec-
tion of paintings, settled in the former Jesuit
convent of Sant’lgnazio, namely the building fa-
cing Via Belle Arti where both the Accademia
Clementina and the Pinacoteca Nazionale are
still located.[38] In 1816, the academy’s picture
gallery, which at that time did not occupy more
than three large rooms in the complex of
Sant’lgnazio, boasted no less than eighteen al-

SN
i

tarpieces from the group that had left Bologna
for the Louvre twenty years before, and which
had been restituted in 1815 thanks to the efforts
of Antonio Canova. Before being moved to the
Pinacoteca, the restituted altarpieces, including
Raphael’s Santa Cecilia, were shown in a public
exhibition held in the former church of Santo
Spirito, like Sant’lgnazio ecclesiastical property
seized by the French. Interestingly, here the
work by Raphael had been placed at the end of
the stunning sequence of paintings by the Car-
racci, Domenichino, Guercino, and Reni, a
choice which deliberately ignored chronology in
order to make clear the collection’s priorities.[39]
Since then, the painting by Raphael has always
been considered the Pinacoteca’s “principal or-
nament”, as the archbishop of Bologna Cardinal
Oppizzoni significantly called it (1831).[40] Just
like the Sistine Madonna, the Santa Cecilia en-
joyed an exceptional, and constantly increasing
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Fig. 14: Installation of the Raphael Room according to the ri-
ordinamento by Francesco Malaguzzi Valeri in the 1920s
(Bologna, Soprintendenza BAEP e Polo Museale Emilia-Ro-
magna, Archivio Fotografico).

popularity thanks to the large number of repro-
ductions published in Bologna throughout the
nineteenth century and relying — in the case of
the Santa Cecilia — on a quite prestigious tradi-
tion of etchings going back to Marcantonio Rai-
mondi.[41]

As for its location within the museum’s
spaces, the Santa Cecilia does not seem ever to
have been separated from the rest of the collec-
tion. An overview of the museum’s catalogues
from the nineteenth and twentieth century sug-
gests that the painting must almost always have
been exhibited together with the Madonna in
Glory and Saints by Perugino (1497-1499), an al-
tarpiece also coming from the church of San
Giovanni in Monte (and subsequently from the
Louvre). Besides Perugino, i.e. Raphael’s teach-
er, other artists — mostly not belonging to the

Bolognese school — were represented in the
same room with Raphael. It was precisely in or-
der to give Raphael and his companions a more
appropriate space that, at the end of the 1850s,
one of the first additions to the picture gallery
was constructed (fig. 13, nr. 10). In fact, this new
room continued to serve as the exhibition space
for the Santa Cecilia until the museum’s major
renovation in 1957-1973, when the entire
Renaissance section was moved to its present
location, i.e. the new north-west wing of the
complex of Sant’lgnazio, facing Via Irnerio (fig.
13, nr. 11). From the 1890s to 1957, this work by
Raphael was constantly presented together with
works by Parmigianino, Bugiardini, Cima da
Conegliano, and others, in the category “non-
Bolognese schools”, a designation to which the
current installation has remained faithful.[42]
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Fig. 15: Plan of the first floor of the Pinacoteca di Brera ac-
cording to the project submitted in 1899 in view of the riordi-
namento by Corrado Ricci, Milan, Sovrintendenza ai Monu-
menti della Lombardia, Archivio Storico (from Balestri 2006,
Il colore di Milano, p. 125). The sequence of four large rooms
to the right corresponds to the Saloni Napoleonici, while the
Raphael Room is marked in blue.

Most likely, two main factors contributed to the
fact that the Santa Cecilia was never separated
from the rest of the collection: first, the Bo-
lognese Pinacoteca has always suffered from a
lack of space; secondly, this museum has con-
centrated on its local school from the very
beginning, a perspective that implies that every
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other work was (and still is) mainly to be under-
stood from the point of view of its contribution
to, or relationship with, Bolognese painting.
However, the idea of isolating Raphael’s Santa
Cecilia in a special space was under discussion
on the occasion of the important refurbishment
undertaken between 1882 and 1890, right after
the Pinacoteca had become independent from
the Accademia di Belle Arti.[43] Cesare Masini,
the director of the new Pinacoteca, was deeply
aware of the fact that the museum needed, be-
sides more space, a general riordinamento of
the collection. According to the project he sub-
mitted to the Ministry of Public Education in
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1887, the reorganized picture gallery was to
have exhibited Bolognese painting backwards,
starting with Guido Reni in Room | and ending
with Francesco Francia in Room V. Room VI, the
last one, was supposed to present all the works
belonging to the other Italian schools including
the Santa Cecilia, but only temporarily: in fact,
the latter was meant to be moved into a tem-
ple-like aedicule which had been especially de-
signed for this purpose.[44] This part of the pro-
ject, most likely to be understood as a niche-like
structure to be built in Room VI, appears to have
been particularly close to Masini’s heart. In a let-
ter to Minister Carlo Fiorilli of 1884, the Pina-
coteca director had already explained that this
special presentation, which he described “as a
royal palace for the prince of painters”, was ne-
cessary because the art of Raphael fell outside
of, and was above, any category of “school”.[45]
Nevertheless, Masini did not exclude the possi-
bility that the planned aedicule might be sur-
rounded by the works by Perugino, Timoteo Viti,
and Francia, all of whom were Raphael’s teach-
ers and friends, at least according to a well-
known, albeit highly disputed tradition that goes
back to Vasari’s Lives.[46]

It is no wonder that the riordinamento
proposed by Masini did not receive the approval
of the Ministry of Public Education: its inconsist-
ency, together with a number of disputable attri-
butions, was harshly criticized by Adolfo Venturi,
and in the end it was the latter’s recommenda-
tions that were approved by the Roma