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View of the Sistine Chapel 

(Rome) 

Left: Present-day view 

Below: Reconstruction drawing of 

the interior of the time of Sixtus 

IV 



Perugino. Christ Delivering the Keys to the Kingdom  

(Sistine Chapel, Rome) 1481-83, fresco  



Pietro Vanucci (c. 1445-1523), known as Perugino, was the leading painter in Umbria. 

From about 1480 to its dedication in 1483, the Sistine Chapel was frescoed by a group 

of central Italian artists, mostly under the direction of Perugino.   

 

The perspective of the piazza is constructed according to Alberti’s system. The figures 

and drapery masses are deeply indebted to Florentine practice, with echoes of painters 

and sculptors from Masaccio to Verrocchio, and the ideal church blends elements 

drawn from Brunelleschi’s dome and the Florentine Baptistery.  



The Roman triumphal arches express the union of church and empire under Constantine 

and the universality of the pope’s power.  In this fresco, Peter is dressed in blue and gold, 

the colors of the della Rovere, the family of Sixtus IV, and the arches are inscribed, “You, 

Sixtus IV, unequal in riches, but superior in wisdom to Solomon, have consecrated this 

vast temple [the Sistine Chapel].” Together these details depict the Sistine Chapel as a 

new Temple of Jerusalem and Sixtus IV as a new Solomon and a new Peter. 



The Sistine Chapel was itself built according to the 

proportions of Solomon’s Temple in Jerusalem as it 

is described in the Book of Kings. Typologically, 

Solomon and Sixtus IV are paralleled with Christ, 

who builds his Church on the “rock” of Saint Peter. 

Sixtus IV thus participates in the continuity of the 

papacy begun by Peter, while Christ’s New Law 

typologically fulfills the Mosaic Law of Solomon.  In 

contrast to Christ and Peter, Sixtus and Solomon 

are present in the fresco “in name only”- another 

textual basis for Perugino’s iconography. 

 

But the actual builders of the Sistine Chapel, 

reflecting Perugino’s prominence as a portrait 

painter, are shown.  They appear among the 

foreground onlookers at the far right; the architect 

(in a dark robe and hat) holding a compass and the 

supervisor (wearing a red robe) a square.  In this 

iconography, Perugino creates a symbolic 

architectural genealogy: beginning with Solomon, 

continuing through Christ and Sixtus IV, and 

concluding with the two builders in contemporary 

dress. 



Botticelli’s Punishment of Korah 



Andrea Mantegna. St. Sebastian, 1480, panel 

 

Andrea Mantegna (c. 1430/31- 1506) was the 

leading painter in northern Italy in the second 

half of the fifteenth century. Mantegna was 

adopted by the Paduan painter Francesco 

Squarcione (c. 1397-1468), who believed that 

the status of painting should be elevated to that 

of a liberal art.  He thus referred to his school 

as a studium, or university, rather than as a 

bottega, or workshop, as had been the tradition 

of the Middle Ages. 

 

Trained as he had been in the study of marbles 

and the severity of the antique, Mantegna 

openly avowed that he considered ancient art 

superior to nature as being more eclectic in 

form. As a student of Roman archeology, 

Mantegna strove to recreate classical forms 

with a passion for authenticity.  



 

Top Left: Andrea Mantegna. Dead Christ 

Bottom Left: Andrea Mantegna. 

Bacchannal with a Wine Vat, engraving 

 

Like other artists of the time, Mantegna 

experimented with perspective, e.g., by 

lowering the horizon in order to create a 

sense of greater monumentality. His flinty, 

metallic landscapes and somewhat stony 

figures give evidence of a fundamentally 

sculptural approach to painting. He also led 

a workshop that was the leading producer 

of prints in Venice before 1500.   



Andrea Mantegna. St. James Led to 

Martyrdom, from the Ovetari Chapel 

(Padua), c. 1455 (now destroyed) 

 

When the artist was eighteen, so 

young that his contract had to be 

signed for him by his older brother, 

he was already engaged in a series of 

frescoes in the Ovetari Chapel in the 

Eremitani Church in Padua. 

 

In St. James Led to Execution, we 

look up at heads popping out of 

windows in the buildings above us, 

while the realistic effect is further 

enhanced by the random placing of 

medieval structures in a curving 

street- their arches and battlements 

rendered with same scrupulous 

attention to detail as the classical 

elements.  The coffering of the 

arched gateway is also seen from 

below. 



Mantegna records and analyzes 

many facets of human 

experience, setting each into its 

correct relationship in space.  A 

penitent breaks from the crowd 

to receive the blessing of the 

saint, for example, while a 

soldier uses a staff to hold back 

a woman who wishes to follow.   

 

Mantegna’s sense of form 

invests humble faces with an 

unexpected majesty.  The sad 

countenance of the saint is 

carved and compartmentalized 

with the same lapidary clarity 

as the masonry blocks in the 

buildings. 



Andrea Mantegna. Camera degli Sposi (or Camera Picta), 1474, frescoes  



The northern town of Mantua was a humanist center in which Classical and 

chivalric themes reflected the tastes of its rulers and were used to project their 

political image. To a large degree, the ruling marquis depicted in this room in the 

ducal palace, Lodovico Gonzaga (1412-1478), benefited from the international 

influence and royal status of his German wife, Barbara of Brandenburg, also 

depicted in this room along with Gonzaga’s family. 



Situated on the first floor of the oldest part 

of the Castello, the room was used both as 

the marquis’s bedchamber and as an 

audience room, where Ludovico received 

important visitors- lords, ambassadors, 

and diplomats- as well as his closest 

advisers and administrators.   

 

A small cabinet positioned on the west wall 

behind Mantegna’s painted gold-

embroidered cloth was probably used to 

store important letters and documents, as 

well as the marquis’s keys (including those 

to the chapel of the Most Precious Blood).   

 

This may explain why letters feature so 

strongly in the room’s decoration.  The 

Gonzaga devices around the tops of the 

walls, and the coat of arms emblazoned 

above the south door, reinforce the room’s 

ceremonial and dynastic character. 



Over the fireplace, in a fictive loggia, Lodovico and his wife, Barbara of Brandenburg, are 

grouped with their immediate family, advisers, and a female dwarf.  Courtiers are coming 

down and going up a flight of stairs, and one, at the far left, gives Lodovico a message, 

indicating the marquis’s involvement in affairs of state.   



Lodovico’s 

combined role as 

paterfamilias, 

ruler, and 

condottiere is 

reflected in the 

very nature of the 

Camera. It served 

as a kind of state 

bedroom, both a 

private family 

setting and a place 

where official 

visitors were 

received and 

documents were 

signed.  



The simulated stucco and gilded ceiling 

vaults are decorated with antique 

motifs.  Filling the spandrels are 

mythological heroes, including Orpheus 

and Hercules, with whom the Gonzaga 

wished to be identified.  Depicted in 

grisaille on a gilded background are the 

first eight Roman emperors, whose 

purpose was to reinforce the antiquity 

and legitimacy of Gonzaga rule.  

 

Lodovico would probably have used the 

surrounding mythological vaulting 

compartments and bust medallions of 

the emperors as topics for casual 

conversation.  While they would have 

triggered responses about the virtues 

they embody or allegorize, the oculus 

presents a light-hearted defense of the 

charge of Gonzaga pomposity. 



The scheme seems to 

embrace Alberti's comment 

that what counts in the 

decoration of a building is 

not the expense but the 

"wealth of ingenuity" 

displayed. Not only do the 

individual compartments pay 

compliments to the Gonzaga 

by including eight Roman 

emperors as well as 

mythological scenes of 

Hercules, Orpheus, and 

Arion, but they make a 

display of the ability of 

painting to simulate 

sculpture, and, in so doing, 

to surpass it. 



This is one of the 

earliest di sotto in su 

(“from below upwards”) 

ceilings of the 

Renaissance in that it 

uses foreshortening to 

place the viewer in a 

position far below the 

painting - a perspective 

that was emulated by 

later artists, especially 

during the Baroque 

era. 



Some of the putti have suffered the consequences of their curiosity and gotten 

their heads stuck in the balustrade. One is about to drop an apple, a witty 

counterpoint to one of the children over the fireplace who also holds an apple.  

In this detail, Mantegna plays with the apple’s role in the Fall of Man, here in 

relation to the role of the Camera as a bedroom.  By emphasizing the potential 

fall of the apple itself, Mantegna’s visual pun conflates notions of moral and 

psychological “falling” with the pull of gravity. 



The white-haired man standing 

between two of Marquis Gonzaga’s 

sons had been dead for some time 

when Mantegna came to paint his 

frescos.  Vittorino da Feltre owed his 

place in this fresco to the gratitude 

of his former pupil.  Without him, 

Ludovico Gonzaga would probably 

never have become quite a 

remarkable ruler. 

 

Vittorino’s educational ideas, derived 

from Classical models, were 

revolutionary for their time.  He 

paid great attention to physical 

education, for example, and 

attempted to awaken in his pupils 

both a Christian sense of duty and a 

healthy respect for Classical virtues.  

His ideal was the “uomo universale”, 

combining vigor and spirit to form a 

harmonious whole. 



Dwarfs and other human freaks were much 

sought after as court fools; at some Renaissance 

courts they were systematically ‘bred’, a practice 

otherwise restricted to dogs and horses.  

Marchioness Barbara, too, is said to have kept a 

Beatricina and midget Maddalena to amuse her.  

However, more malicious tongues have it that the 

dwarf in Mantegna’s fresco was a daughter of the 

reigning couple.  The proud ruling family of 

Mantua- according to retrospective medical 

diagnosis- not only suffered from gout and 

malaria, but also from arthritis and rickets, which 

often led to curvature of the spine. 

 

The boy and girl at the marchioness’s knee look 

pale and thin; only two of ten children enjoyed 

perfect health.  Two, including Cardinal 

Francesco, suffered from obesity; one had rickets, 

and four, among them Ludovico’s heir Federico, 

had an unmistakably hunched back, although the 

fresco hides this.  Since little is known of the 

remaining Gonzaga children, it cannot be 

excluded that they were dwarfs. 



On the adjacent wall, the whole family 

surrounds Ludovico Gonzaga as he greets his 

son, Cardinal Francesco, who is evidently paying 

a visit from Rome. The figures have been 

meticulously arranged to illustrate a hierarchy 

of importance as well as the line of dynastic 

succession. At the same time the grouping seems 

completely casual and natural. The marchese 

raises his hand in greeting. The cardinal fingers 

a letter, and with gentle firmness he holds the 

hand of his younger brother Ludovico, whose 

own left hand is held by his little cousin 

Sigismondo. The gestures convey a quality of 

trust and protection. 

 

Behind the figures unfolds a landscape of 

extraordinary complexity and beauty that 

recasts flat, placid, swampy Mantua as a 

dazzling hilltop city adorned with Roman ruins, 

villas, and quarries. (To dispel any doubt about 

the site, the Gonzaga arms are displayed above 

the entrance gate.) Reality and an imagination 

reared on the humanist culture of antiquity 

intersect here in an unprecedented fashion.  



Raphael. School of Athens, from the Stanza della Segnatura 

(Vatican City, Rome), 1509-11, fresco 



Top Left: Raphael. Self-Portrait 

Below Left: Raphael. Portrait of Julius II, c. 1512, oil 

on panel 

 

Raphael Sanzio (1483-1520) was born in Urbino a year 

after the death of Federico da Montefeltro.  Raphael’s 

father, Giovanni Santi, was court poet and painter as 

well as the author of an epic biography – the Cronaca, 

or rhymed Chronicle – of Federico. 

 

As Michelangelo was beginning work on the Sistine 

ceiling, Raphael arrived in Rome and received the 

commission to decorate the Stanza della Segnatura, 

the private papal library in the Vatican.  The 

iconographic program of Raphael’s decoration of the 

ceiling consisted of four Allegories (Theology, Poetry, 

Philosophy, and Jurisprudence), two mythological 

scenes, and two Old Testament scenes. This 

arrangement reflects the humanist views of the pope, 

Julius II, who must have recognized that Raphael’s 

genius for assimilation and synthesis was well suited 

to such a program.   



The two main frescoes facing each other across the room are the 

Disputation over the Sacrament, or Disputa, and the School of Athens, the 

former a Christian scene and the latter Classical. 



In contrast to the flesh-and-blood 

figures populating the Christian 

Heaven of the Disputa, the gods of the 

School of Athens are statues.  They 

represent the past and endure because 

they are stone, whereas Heaven lives 

in the present and, by implication, in 

the future.  Assembled in the vast 

architectural setting of the School of 

Athens are the leading philosophers of 

Greek antiquity. 

 

The program is derived in part from 

the Franciscan St. Bonaventure, who 

sought to reconcile reason and faith. It 

has roots as well in St. Thomas 

Aquinas, the Dominican chiefly 

responsible for reviving Aristotelian 

philosophy, who was influenced by 

Franciscan thought. (Pope Julius II 

himself was a Franciscan, but there 

was also a major Dominican presence 

at the Vatican.)  



More generally, the Stanza represents a summation of High Renaissance humanism, 

for it attempts to unify all understanding into one grand scheme.  Raphael probably 

had a team of scholars and theologians as advisers; yet the design is his alone.  

 

 In the center “at the left, Plato holds his book Timaeus – in which creation is seen in 

terms of geometry, and humanity encompasses and explains the universe- and 

gestures upward to the heavens as the ultimate source of his philosophy.  Aristotle, 

with his outstretched palm down, seems to emphasize the importance of gathering 

empirical knowledge from observing the material world. Aristotle holds his 

Nichomachean Ethics, a text that stresses the rational nature of humanity and the 

need for moral behavior.  





The building is in the shape of a simplified Greek cross to suggest the 

harmony of pagan philosophy and Christian theology. There are two huge 

niche sculptures. To the left is Apollo with a lyre, who reappears as the 

central figure in the mural Parnassus. To the right is Athena is her 

Roman guise as Minerva, goddess of wisdom and patron deity of the arts, 

who, in the words of the poet Dante, hastens the arrival of Apollo. 



To Plato’s right (his ‘good’ side) is his 

mentor Socrates, who was already viewed 

as a precursor of Jesus because he died for 

his beliefs.  He is addressing a group of 

disciples that includes the warrior 

Alcibiades.   

 

On the other side is the bearded 

Pythagoras, for whom all things were 

numbers. He has his sets of numbers and 

harmonic ratios arranged on a pair of 

inverted tables that each achieve a total of 

the divine number ten. They refer in turn to 

the two tablets with the Ten 

Commandments held by Moses, who is 

found directly opposite in La Disputa. 

However, the format is also that of an 

inverted canonical table, thus giving a 

Christian meaning to a pagan concept. In 

addition to positing the One (a counterpart 

to god in Neo-Platonic thought), Pythagoras 

believed in a rational universe based on 

harmonious proportions, the foundation of 

much of Greek philosophy. 



Standing before the steps 

are figures representing 

mathematics and physics 

(the lower branches of 

philosophy that are the 

gateway to higher 

knowledge). Raphael 

borrowed the features of 

Bramante for the head of 

Euclid, seen drawing or 

measuring two overlapping 

triangles with a pair of 

compasses in the foreground 

to the lower right. The 

diagram must be a reference 

to the star of David, who 

occupies an analogous 

position on a second level of 

La Disputa. These triangles, 

in turn, form the plan for 

the arrangement of the 

figures in the fresco. 

 



Ptolemy, shown with a terrestrial 

globe, is linked to the scientist 

Aristotle and paired in turn with a 

man holding a celestial globe. 

Modern scholars often identify the 

latter as Zoroaster, but more likely 

he is the Greek astronomer 

Hipparchus, whose catalog of the 

stars was the foundation of 

Ptolemy’s astronomy. (He may also 

be the Roman geographer Strabo, 

who rejected Hipparchus’ work).  

 

Next to them are two artists, 

perhaps Apelles and Protagoras. 

Vasari states that the man 

wearing a black hat is a self-

portrait of Raphael.  The other has 

generally assumed to be Il 

Sodoma, the painter displaced by 

Raphael in the Stanza della 

Segnatura, but more likely he is 

Raphael’s teacher, Perugino. 



Despite their rivalry, Raphael 

added Michelangelo at the last 

minute as Heraclitus writing on 

the steps. Heraclitus, the first to 

posit Logos (later equated with 

Christ), was often paired with 

Diogenes the Cynic, shown lying at 

the feet of Plato and Aristotle, 

according to Vasari.  

 

The total conception of The School 

of Athens suggest the spirit of 

Leonardo’s The Last Supper rather 

than the Sistine ceiling. Raphael 

makes each philosopher reveal 

“the intention of his soul.” He 

further distinguishes the relations 

among individuals and groups and 

links them in formal rhythm.  



Pope Julius’s presence is constantly 

evident in this room, whether in the 

symbolic oaks of the Parnassus which 

transform the ancient Mount Parnassus 

into the Vatican Hill or in the far more 

obvious double inscription of Julius’s 

name in the interlace pattern on the 

altar frontal in the Disputa.   

 

Equations between Julius and ancient 

imperial patrons appear in the grisaille 

paintings under the Parnassus, where 

Alexander is shown placing the poems of 

Homer in the tomb of Achilles and 

Augustus is depicted saving the Aeneid of 

Virgil from the flames, just as Julius 

preserved the work of other writers in 

this library.  In the wall of the Law fresco 

Julius appears beneath the Cardinal 

Virtues in a life-size portrait as Gregory 

IX receiving the code of canon law.  No 

one could have entered this room without 

being struck by Julius’s presence as a 

patron and as a ruler. 



The School of Athens and the 

Disputa, facing one another 

across the room, have become the 

paradigms for the classical style 

in painting under Julius.  In each 

case, Raphael painted an 

architectural frame much like a 

proscenium (the wall itself is 

actually flat and unadorned 

architecturally), which effects a 

transition between the real space 

of the room and the fictive space 

of the fresco.  

 

The Disputa depicts two planes 

of existence – earthly and 

heavenly.  On the earthly plane, 

theologians discuss the doctrine 

of Transubstantiation, according 

to which the wafer and wine of 

the Eucharist are literally the 

body and blood of Christ. 



Left: Adam and Eve on the ceiling of the Stanza della Segnatura 

Right: The Flaying of Marsyas by Apollo on the ceiling of the Stanza 

della Segnatura 



Raphael. Galatea, (Villa Farnesina, 

Rome), c. 1512, fresco 

 

The Stanza della Segnatura was 

completed in 1511.  Shortly 

thereafter, Raphael received a 

commission from the wealthy 

Sienese banker Agostino Chigi 1465-

1520) for a fresco of Galatea in the 

grand salon of what later came to be 

called the Villa Farensina.  Chigi 

was financier to the pope and an 

important patron of the arts in 

Rome who was partial to Classical 

iconography.  



According to Greek mythology, the 

Cyclops Polyphemos killed Galatea’s 

lover Acis out of lust for Galatea- he 

is shown in the adjacent fresco; 

Raphael’s Galatea is a scene of 

erotic pursuit.  Looking 

apprehensively over her shoulder at 

her unwelcome suitor, Galatea rides 

a seashell chariot pulled by a pair of 

dolphins.  One of them bites an 

octopus that turns pale, a detail 

borrowed from Classical texts on the 

nature of animals. Surrounding the 

fleeing Galatea are amorous sea 

gods and Centaurs sounding 

trumpets and grasping at nymphs.  

Three Cupids aim their arrows of 

love at Galatea, while a fourth gazes 

at the scene from a cloud. 
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ACTIVITIES and REVIEW 







What are some reasons 

why Mantegna places 

St. Sebastian among 

Roman ruins? How does 

the detailed view at the 

left provide clues for 

answering this question? 



Which of these images is by Perugino? Which of the following 

by the Baroque artist Guido Reni? How and why do they differ 

from the Mantegna version? 



Which of these images 

is by Titian? Which of 

the following by the 

Baroque artist Peter 

Paul Rubens? Which 

one was created by 

Raphael? How and why 

do they differ from the 

Mantegna version? 



The work above was created by 

Raphael’s teacher, Perugino. 

How does the work to the 

right, created by Raphael, 

reflect Perugino’s influence? 



Here are views of other 

frescoes by Raphael in the 

Stanza della Segnatura.  

 

What role do they appear to 

play within the iconographic 

scheme of Julius II’s 

library? 







How does Raphael and his 

pupil Giulio Romano, in these 

frescoes at the Villa Farnesina 

demonstrate an adherence to 

the classical tradition?  





How does Raphael’s pupil 

Giulio Romano, in these 

frescoes in Mantua at the 

Palazzo del Té demonstrate a 

break from the classical 

tradition?  


