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3axoxy, OCTaBnsilo HacTosiwee, i step in, i leave my present,

BXOXY B TBOe npotunoe. i come into your past.

CBeT ngeT BMecTe CO MHOW, OH cniegyeT 3a MHo. the light goes along with me, she follows me.

MOsi TeHb MAeT Bnepeau, oHa BedeT MeHs K TBoemy TBopeHuto. my shadow precedes me, she guides me towards your work.
OHa pacTsirmBaeTcs ¢ 6ecnokoiicTBoM U ysaxeHuem, she stretches herself worried and respectful,

Koraa conHue ckrnoHsieTcs Ha 3anaga. while the sun goes down to west.

s nopaXxoxXy 6nuke, cnylwato rnasamu, NofHbLIMKU NnpepgaHHocTu. | come closer, i listen to the place with my eyes full of devotion.
Thbl, CKYNbNTOP, XYAOKHUK, apXUTEKTOP, NO3T, BCTPEBOXEHHbLIN reHuit, you, sculptor, painter, architect, poet, troubled genius,
BeNMKMIA uccnepoBaTens KpacoTsl, great beauty researcher,

Thl, XXMBLLKIA ANs pa6oTbl n paboTaBlwni ans yaosonbcTeus. you, that were living to work and were working for your own pleasure.
Tbl, OTAENSBLNI MPaMOp OT MpamMopa, 4Tobbl ocBo6oanTk ceeT. you that were taking marble away from marble to let its light free.
Tbl, CO3AaTeNb MMraHTOB C MSAFKUMU M coBnasHUTENbLHbLIMK YepTamu, you, creator of giants made of soft and seductive lines,
4bsl cuna cnpsitaHa B matepum. strength held in the matter.

s aymato o Tebe, kak npu ceete ceeun i think of you, while with tallow’s enlightenment

Thbl paboTan BClo HOYb, OXuMAast, Koraa ceeT aBpopbl you were working all night long waiting for the light of the dawn
npocovnTCs B BOCTO4HOE OKHO. seeping in the east window.

rpPOMKO M MeAneHHo 3By4anu yaapbl monotka, the beats of the mallet were resounding loud and lengthy,

noka Tbl paccMaTpMBarn, kak TeHb oT 6opoasl while you were studying the shadows of the beard

3aKpyuMBanacb Ha TopxecTBeHHOM nuue twisting around the solemn face

TOro, KTO MOBCTpeyancs ¢ BevHbiM cBeTom. of who met the eternal light.

Thl, KOTOPbIi CO3AaN NPONMBLLEro CBET Ha niofel, you that brought into existence who shed the light on men,

MoXellb Ny Tbl 66ITh ocBeweH? an you be lighted up?

nycTb MoW cBeT cobepeTcsi Ha TBOMX OTTOYEHHbIX durypax, let my light be the gathering of your chiseled shapes,

KaK Bo3HarpaxaeHue 3a Bce 6eccoHHble Houn. the summons of all wakefulness rewarded.

€CTEeCTBEHHbIN U UCKYCCTBEHHbIN CBET HauuHaloT pasroeop, natural light and artificial light create a dialogue,

pacTBopsisick B 60xxecTBeHHOM cBeTe, melting themselves in a spiritual principle of divine light

nexawem Ha markux usrméax laid down on soft turns

U cobnasHUTENbHBIX OYEePTaHuUsIX, pacnucaHHbIX ¢ Myapoctsio. and seductive recesses, wisely painted.

cnepsl, koTopsle Tl octasun pawnunewm, the details you left to the rasp’s scar

npsiuyTcs ot nerkoctu ceeta, conceal themselves to the lightness of the light

BOCMEeBaloLero popmbl, OTNONMPOBaHHbIe NoA TsikecTbio cBuHua. which glorifies polished shapes under the weight of the lead.
MbI uaem K Gyaylemy, B To Bpems Kak KpacoTta octaetcsi, we move towards the future while beauty remains,

BeuHoe HacTosiwee. eternal present.  ZZo..'» o . *
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ocBewwas ceet illuminating the light

progetto project: restauro e progetto della luce,

tomba di giulio I, mosé di michelangelo

luogo location: basilica di san pietro in vincoli, roma

committente client: soprintendenza speciale per i beni archeologici di roma
soprintendente superintendent: francesco prosperetti

ufficio stampa soprintendenza roma superintendence press office: luca del fra
restauro restoration: architetto antonio forcellino

progetto luce light project: mario nanni

progetto video project: architetto enrico ferrari ardicini

fotografia photography: mario nanni
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BOCXBanum gpeBHUe BpeMeHa, 4TO6bI Hay4YnTbCA XUTb B Hawem

5 nocesAlal Becb Bbinyck Viabizzuno report Moeit pa6oTe No BOCCTaHOBMEHMWIO
ocBelleHus ycbinanbHuubl onus Il, 3ToT HeoBbIYHbLIN NPOEKT 3acnyxXuBaeT ocoboro
BHMMaHuA, TaK Kak B HeM yaanocb BOCCOeAMHUTbL U MaTtepuanu3oBaTb MOM MOUCKK
AVWHAMUYHOro cBeTa W onpefenuTb HEKOTOpble MnoTeHUuWanbHble HanpasneHus
pasBuTHSA.

UcTopusi MemopuanbHoW rpoGHuubl tonusa Il - 3To ucTopuA BCTpeuu U Auanora.
cam Mowucel BonnowaeT AWanor: OH SIBMAETCS CUMBONUYEcKoW curypor B Tpex
MOHOTEMCTUYECKUX penuruax - XpUCTUAHCTBe, uWyaaMsMe WU MyCynbMaHCTBe,
= MO3TOMYy OH MOXeT YCTaHOBUTb CBA3b MeXay pa3nuyHbIMU KOH(*)eCCVIﬂMM.
B CBOI oOuepeAb, MOWCe/ MMUKeNnaHmXeno - 3TO pe3ynkTaT Avanora Mexay
BGOXECTBEHHbIM U 3eMHbIM, MexXxAay Benuku HOHTM(*)MKOM 3MNOXU BO3POXKAEHUA U ero
camMbIM 6nec'mu.w|M XYAOXHUKOM, MeXay TBOPYECKUM TaraHTOM U CBALLEHHbIM MECTOM.
CKynbnTypa 6yoHappoTH - 3TO Auanor Mexay MaTtepuen u CBeToM, Mexay ucropuen n
NamMATbI. CKBO3b BeKa. BOCCTaHOBMEHWEe CKYNbNTYPHOro KOMnsiekca - 3TO NPOeKT, B
KOoTOpOM HeOﬁXO,qVIMO cnywartb ¥ uccnenoBathb.

CKOMbKO CBeTa Ucnyckaet Mpamop?

A UCKan OTBET Ha 3ToT OHeBMAHbIﬁ OKCIHOMOPOH B Auanore mexay npocTpaHCTBOM U
HaxoAsALWMUMCS B HEM NPoU3BejleHNeM, CKPLITOM BApanupoBkKe, pa3BeBatoLuelics Gopoae
U KOXe, HO, npexae BCero, B CKNnagkax BpeMeHu. crnywas uctopuro pMMCKOV'I 6a3unuku
CaH-NbeTPO-UH-BUHKOMNMU, A1 Hawesn CBeT, UHTEHCUBHOCTb U 3MOLIMK, CO3aHHbIe pyKaMu
reHnanbHoOro 4YenoBeKka, HUKOraa He npekpawarowero CBom NoucKu Kpaconl.nqueﬁ
WHCTPYMEHT pecTaBpatopa - 3TO co4yeTaHue namsaTu u TEXHOMOrniA. NpPoOeKT mouces
MuUKenaHgxeno 6bin NPOCTbIM, HO He NerknuMm, TakK Kak pa60'~ml7| MeTo4 OOMKeH 6bin
COOTBETCTBOBaTb MeToAy, UCNOSIb30BAHHOMY XYAOXHMKOM 3MOXU BO3POXAEHUA BO
BpemMsi CBOero My4mMTesibHOro TBOpeHus.3a CoOpok ner, ﬂOTpeGOBaBLI.IMXCﬂ Ha co3faHue
MeMOpVIaHI:HDﬁ rpOGHVILIbI, OHa Xwuna envmoﬁ JXXMU3HbKO CO CBOMM co3gaTenem,
MEHSAINNCb MecTa, pa3mepbl, MKOHOrpaduyeckue nnaHbI U o4epTaHus, 3anosgansle ugeun
npuxoaunu HenpepbIiBHO, Aaxe Koraa paGo‘ra 6bina NPaKTU4eCKU OKOHYeHa, 06 aToM
cBMaeTenbLCTBYET UTO, YTO ML 0 MOUcesn 6bino o6pau.|euo Kny4yam 3akaTa, aHe Kanrapto.
MuUKenaHakeno suaen ceou paﬁoﬂ:l, Korgaa oHu BbInn eue OorpOMHbLIMU MPaMOpPHbIMU
rm=|6aMV|, KOTOpble XYyAOXHUK NUYHO BbIGMpaﬂ Ha Kapbepax: UCnonb3ys MOSIOTOK U
AONOTO, OH OCBOGOXAAN UX OT MaTepuu, OXUBNASA U NPUONMKasA K GOXeCTBEHHOMY
CBeTy. NpoLecC MO BOCCTaHOBINIEHWIO OCBeWeHWsi Mouces TpeGoBan yaaneHus
nuuwHero matepuana, 4To oKa3anocb coecem Henpoc‘roﬁ JaAa‘-IeVI, HO ucnonb3oBaHue
nepefoBbIX TEXHONOTM BEPHYNO CKynbhnType ee TMpexHee Benukonenwue.
B paGo‘re Haa MouceeM MUKenaHaXeno MHOro BHUMaHUA yaensasn CosfiHeYHbIM
nyyam: B cBoeit Macrepcxoﬁ B CBeTe MacnsiHol namnbl OH npeacrasnan Tennoty
WX NPUKOCHOBEHWUSI W co3jaBan TeHW, ero noAxop HacTONbKO XWBOMWUCEH, YTO,
roBops O CKynbnType Ba3apu Ha3Ban ee "pa6oToii Gonblue KMCTU, Yem 3y6una"
UMUTUPYAABUXKEHUECOMNHLUA, pecTaBpalusocBelleHusileaeBpapeHeccaHcanpeanaraet
HawumcosepuaTenbHbIMB3rMAAamMyBUAETbL CKYNbLNTYpPYy BeenepBoHa4YanbHOMBeNnn4um,
BOCCTaHaBnMBasiguanormMexayvecrommnpoussegeHmem,npocTpaHCTBOMUBpeMeHeM.
A He ocBeLlan Mmouces,

5l BEPHYI eMy TeHu.

let’s praise the ancient times to learn living in ours

I dedicate this entire issue of Viabizzuno report to my work of restoration
of the ligh fixture of the masuoleum of julius I, an extraordinary
work which worth a specific focus because of its capacity to reunite and
ize my search of a dynamic light, because it sketches out some
potential lines of future developmen
the story of the memorial tomb of julius Il is one of encounter and dialogue.
moses himself embodies the dialogue: he is a symbolic figure in the three
monotheistic religions - christianity, hebraism and muslim religion - who
is therefore able to establish a relationship between the different faiths.
michelangelo's moses, then, is the result of a dialogue between the divine
and the earthly, between the supreme pontiff of the renaissance and
its most brilliant artist, between its creative talent and a sacred place.
buonarroti’s sculpture is generated by the dialogue between matter and
light, between history and memory. across the ages. in the same way, the
restoration of the sculptural complex is a project of listening and discovery.
how much light does marble emit?
I’'ve searched an answer to this apparent oxymoron into the conversation
between the space and the work contained within it, hidden as it was in
the drapery, the flowing beard and the skin but, above all, in the folds of
time. listening to the ory of the roman basilica of san pietro in vincoli
I discovered its light, tensity and those emotions created by the work
of a man, troubled and never satisfied in his research of beauty, that it is
still capable of arousing.when approaching a restoration project, the best
tool is memory, combined with technology. the project for michelangelo’s
moses was simple but not easy, which has required the same approach
and the same methodology adopted by the renaissance artist during its
tormented creation.during its forty-years development, the mausoleum
went ulong with its creator’s life, seeing places and dimensions changing,
iconographics plans and appearances, with continuous afterthoughts
also within the imminent completion, as testified by turning moses’ face
towards the sunset light, instead of the altar. michelangelo was able to
see his artworks when they were still into the huge marble blocks which
the artist personally selected at the mine: using mallet and chisel he was
iving them freedom from the matter to bring them to life, closer to divine
ight a far from easy "removal" process, our restoring the moses’ light
required stripping away the excess material and, with the use of advanced
nologies, has return the sculptural masterpiece to its former glory.
moses, michelangelo worked with the sun's rays: under the light
workshop oil lamps, he imagines their embracing warmth and he
creates their shadows with an approach so pictorial to the IfOin' that, in
speaking about the artwork, vasari called it more 'brush work than chisel'.
redesigning the sun's movement in space, the restoration of the
lighting for the renaissance masterpiece restores the sculpture to
our contemplative eyes with its original pathos, recovering the
dialogue between the location and the work, space and time.
in my work, I did not illuminated the moses,
I gave him his shadows.
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nctopusa rpobHuubI tonus Il

B mMapTte 1505 roga TpuauaTMreTHero MMKeNnaHaXeno Bbi3Ban B pUM HOBbIW nana tonuii Il genna posepe (M36paH B 1503 roay), YTo6bl NOCTPOUTL GOMbLUYIO YCbINanbHULY B
6a3unuke CBATOTO NeTpa B BaTUKaHe. apXMTEKTYPHAA PEKOHCTPYKUMA 6a3nnuku Gbina He3aponro Nnopy4eHa AOHaTO GpaMaHTe. NOMyYUB BHYLUNTY Vi aBaHc,
HanpaBuncs B kappapy, 4To6bl NMMYHO BbIGPaTh MpaMop ANsA CTaTyi. PyKOBOACTBYSICH YePTEXOM HeonpeaeneHHoW AaThbl, KOTOPLIA HaXOAUTCA cevac B HbIO-MOPKE, MOXHO

o e

story of the tomb of julius Il
in march 1505, the then thirty year old michelangelo was d to rome by the new pope julius Il della rovere (elected in 1503) to build a grand tomb in
st peter’s basilica in the vati the archi al r ion of the basilica had just been entrusted to donato bramante. having received a reasonable advance,
michelangelo moved to carrara in order personally to choose the marble for the statues. michelangelo’s initial idea seems to have been as seen in a drawing

KUTb, YTO U o Pancs CAENaTk O4eHi BHYWIMTENILHYIO CTEHHYIO FPOGHHLLY BLICOTOM yTb Gorlee ACATH METPOB C LIGHTPAMLHLIM aHTUYHEIM  of yncertain date now in new york, in which he sketched out a very high wall tomb, a little over ten metres high, with a central antique sarcophagus on
CapKo(haroM, Ha KOTOPLIA ACMKeH Gbin GbiTh nana, 1t aHrenamu. Gonklume CTaTyu HeonpeneneHHLIX Uryp Gbinu pacnonokeHk! B HULIAX NEPBOTO  \hich was the pope supported by angels. large statues of uncertain subjects were located in the niches of the first level and on the corners of the second level.
YPOBHS 1 Ha yrnax BTOpPOro yp . B AytolleM roay My p Hauan npuo Tb B PUM, HO 3a 3TO BpeMmsi nana nepeayman, noq coobp - tonui the marble began to arrive in rome the following year, but in the meantime the pope had changed his mind, perhaps for financial
Il neicTBUTENbLHO CTONMKHYNCA C CEPLEe3HO BOEHHON KaMnaHuei B LIEHTParnbHOW UTanuu, kotopas 6bina Ha par 3emMenb - UnK, BO: , Kak r - indeed, julius Il was facing a serious military campaign in central ltaly to retrieve the states of the church - or perhaps,

1 Bparu y NOHTU(MKA He CTPOUTL CBOI COBCTBEHHYIO FPOGHULIY NPY XKU3HW. 3TO NPUBENIO K CEPLE3HOMY KOHMIMKTY, U XYAOKHUK as ichel | d b he had been convinced by the artist's enemies not to build his own tomb in his lifetime.
"°K""Y” PyM Ge3 Mo3BOIeHUs Nanbl, KOTOPLIN, B CBOIO O4epeab, roHd epy ¢ HUMM, NbePO COAPUHM, BEPHYTL CKYNILNTOPA B FOPOA. yOeXACHHLIN A0BOAAMU g fierce exchcnge took placecnd the artist left Rome without the permission of the pope, who ded the gonfalonier of florence, pier soderini, to make the artist
nLepo ¥ MUKenaHmKeno yctynun Tp nank! 1 BCTPETUNCA C HAM B GONOHbLeE, r4e M3roToBUN ANs Hero Gf yio CTaTyio, BOAPY Yo Haj ABepbio CaH-  returnto the city. convinced by pier soderinito yield to the demands of the pope, michelangelo met the pontiffin bologna where he cast for him the bronze statue placed on
neTpoHwo. no B pum A; y nony4nTh 3aKas Ha p MOTOSIKA CUKCT Z Haj Yem OH n pabotan Ao 1512 ropa. Yepes HeCKonbKo the door of san petronio. on his return to rome, michel | dedin obtaining the to paintthe ceiling of the sistine chapel, where he worked until 1512.

nocne paboThbl HaA CBOAAMM Kanensibl U CMepTy nanbl B ¢ noanucan HoBbIN KOHTPAKT C ero HacNeAHUKaM1 Ha U3roToBreHne
6ONbLLIOro M O4eHb JOPOroro NamMsATHMKA, 16 500 AykaToB, YacTb KOTOPbIX Gbina XYAOXKHMUKY, ycsi paboTaTb UCKIIOUUTENLHO Ha STUM NPOEKT
B TeYeHWe CrieAyoLLMX CeMU NET. B MOHYMEHT BXOAUIa ABYXYPOBHeBas nnatdgopma, npuneraroLas K OaHOM U3 CTeH 6a3unuKu CBATOro NeTpa, Ha KOTOPOM pacnonaranuck AecATKN
CTaTyi. U CHOBa B LIEHTPe BTOPOro yp I [ TUTb CTaTY!O Nanbl, KOTOPOro B CrlaBe HECMW aHrerbl. MO Yriam 6binu PacnonoXeHbl HECKONLKO (uryp, B TOM
uucne 7 v Apyrve npop Ha YPOBHe pacnonaranochk ABeHaAuaTb paGoB, a B HULIAX - anneropuu noGea. cpasy xe Nocne NOANUCaHNA HOBOTO KOHTPaKTa
BecHoi 1513 roga A pa6oTaTtk ¢ MpaMoOpoM, MOpy4uB paboTy Haa Y CKyNbNTOpPY aHTOHMO fAa NOHTaccLeBe, B TO BpeMsi
KaK caM Ha4an pa6oTy Hafi OCHOBHbIMM CTaTysIMUA. OAHAKO HOBBIIA Mana fieB X MeA| HeB3n6un 0, NPaKTU4eCKN NPUYUCIIASA €ro K NpeaaTensam 3a To, YTO OH He

1513 ropa

Hayan uH

noa, cemMblo Mea B nonutuyeckom nepesopote 1494 ropa. ¢ 1500 ropa
MuKenaHaxkeno pa6Goran ansa p y nbepo HW, OANS KOTOpoW M co3pan
cBoero C 0 7 M caMbiM fIOGUMbLIM  CMMBOSIOM
pecny 7 I. B 3TOro ney 3

paGoTan Hag Mouceem, CUBWIINON U ABYMSI pa6aMV|, KOTOpble Ceiyac BbICTaBlEHbI B
nyBpe. CTaTyM H; B A Tef [ oW eMy
tonus Il B Mayenno-aeit-kopeu, OT KO TpasiHa, [Ae OH NOCTPOUN Ky3HULY
NS U3roToBreHNs pPaboumnx UHCTPYMeHTOB. B 1516 roay MukenaHmkeno nonyuun 3akas
OT NbBa X Ha NOCTPOIiKY (hacafa LiepKBU CaH-TTOPEHLIO BO (hriopeHLmMm 1 ocTaBun paboty
Hag, rpo6HULIeN, YeM pa3bAPUN Hac! nanel, Kap, K rpocco genna
poBepe U repLiora yp61Ho, (hpaHYeCcko Mapuio Aenna posepe. He 06p Ha
3aKOHHbIE NPOTECThI repLiora 1 kKapAavHana, MUKeNaHaKeno NPUHASCA 3a CTPOUTENbLCTBO
0] F caH-noy u B uone 1516 roaa 3akmniouun HOBbIW KOHTPaKT C
Aenna-poBepe, B KOTOPOM MNaMATHUK Obin YMeHblIEH A0 MeHee
BHYLUMTENbHbLIX Pa3MEPOB. YUCHO CTaTyi Gbino COKpaleHo ¢ TpMAuaTh BOCbMU A0
™, a NOMYYMI LWECTUNETHIO OTCPOYKY Ha W3roToBneHue
NamATHUKA. NPOEKT MO CTPoMTenbCTBY hacaja CaH-TIOpPeHLo noTepnen Heyaavy,
BO3MOXHO, MPUYMHOW TOMY CTana upe3MepHas aMGULMO3HOCTL MMUKenaHmXKeno,
NbITaBLIEroCcA Bblpe3aTh M3 TOCKAHCKMX FOp rUraHTCkue GroKM Ansi KOMOHH, KOTopble
pasbunucb BO BpPEeMsi TPAaHCMOPTUPOBKW. HECMOTPSl Ha MOCTOSIHHbIE MPOCLGLI
HacnegHukoB tonus |l, B 1520 rogy MukenaHzmxerno B3fNcs 3a HOBbIW 3aKa3 OT Meauyu:
CTPOUTENLCTBO Norpe6anbHON YaCOBHU B CaH-IOPEHLIO, Hafl KOTOPLIM OH AOMKeH Gbin
paGoratb Ao 1532 roga. 4To6Gbl YCMOKOMTb NPOTECTYKOWMUX HacnegHukos tonus I,
XYAOXKHUK 06s13arncs BbINOMHUTL paGoTy Haa rpobHULIe B CBoeM AoMe BO (hriopeHLmH,
HO Ha camMoM fJene, B TeYeHWe NATHaAUATy NeT CBOero NpubbiBaHUA BO (hriopeHumnm, oH
paGoTan TONbKO Haj 3CKW3aMM YeTbipex paboB - cerofHsi B ranepee akagemuu BO
bropeHLy - U Hap cky Typoil "reHuii noGedbl" - cerogHs B nanauuo BeKKboO.
HECMOTPSi Ha NpoTecTbl repuora yp6GWHO, chpaHuyecko Mapuio fAenna posepe,
MUKenaHaXKeno He N K ycunuii Ans 3aBeplueHns rpo6HULbLI onus I,
060ApeHHBbIN 3alMUTON HOBOro nanbl pumckoro, knumenta VIl (1523-1534), koTopbii
XoTen nioGoi LeHON 3aBeplInTL CBOM COBCTBEHHbIe MorpedanbHble YacoOBHU B CaH-
nopeHuo. B 1527 roay, B pe3ynkTare rnyGoKoro nofMTMHeckoro KpMsuca, pasbirpaBLunMMcs
Mexay nanov knumentom VIl v uMnepaTopom Kap. V, Bo chnopeHuuu 6b1no
pecny6nuKaHckoe NpaBMTENbLCTBO, B KOTOPOM MUKeNaHKENo 3aHsAN NocT ry6epHaTopa
FOPOACKUX KpenocTel. nocne AnutenbHou ocaabl B 1530 rogy Hap pecnyGnukaHCKUM
NpaBUTENbLCTBOM NPOM30LLNA KPOBaBas | K a Keno MHOro
AHel NpATaTbCA 3a NOTalHOW ABEpbio B MONY LEpKBU CaH-NIOPeHLo, YTo6bl n3dexarb
sipocTU N, nanbli, K oro APO Ae Meauun. n "
Tom VII, cor! BEPHYTbLCSA B PUM, YTOObl M306pasuTb AeHb
CTPAaLLUHOro CyAa Ha CTeHe CUKCTMHCKOM Kamnennbl, KpOMe TOro, OH pelunn 3aBeplunTb
paGoty Hapg rpo6GHuueit tonuaA I, NockonbKy repuor ypouHo yrpoxan eMy CTpaluHbIM
Y IM UCKOM, €ro B TOM, YTO OH MPUCBOUN OFPOMHYIO CYMMY AEHer, HO
HUYEro He CO3Aarn. PelMB 3aKpbITh 3TY NeyarnbHylo rNaBy, KOTOPYIO OH caM Ha3blBan
"Tpareaven rpo6Huubl”, 26 anpens 1532 roga MUKenaHZKerno 3akM4YUN HOBbIW
KOHTPaKT ¢ ¢hpaH4yecko Mapueil Aenna posepe, JINYHO MU3rOTOBUTH LIECTb
CTaTyW ANsi NaMATHUKA U 3aKIHOYNTB KOHTPAKT C APYTMMM CKYNbNTOPamu Ha U3rotoeneHne
apXWUTEKTYPHOrO AeKopa. Tenepb 3HAYUTENbHO YMEHbIUEHHbIM B pa3Mepe MaMATHUK
CTan HacTeHHOW rpoGHULIei, ANsi KOTOPOK 0 cam 6 HOBOE MecCTO B

CaH-NbeTp! onu; ata KaK u apyras 6onee BaxHas u Gonee
HO MeHee ya; 6a3unuka CaHTa-mapua-
Aenb-r 6bina c W Aenna-p pe. MUKenaHaXeno Ayman, 4to

CMOXeT 6bICTPO 3aBepPLUMTbL rPOGHULLYY, YCTAHOBMB B HEW MOYTU 3aKOHYEHHbIE CTaTyu,
KOTOpbIe OH OCTaBUN B AOME B Mayensio-Aeii-kopeu nepes oTbe3fom Bo (hiopeHumio B
1516 roay. OH HaMepeBarcsi PacnonoXuTb ABYX paboB, HaXOASALMXCS cernvac B nyBpe,
Ha YPOBHe, y v npop Ha YpOBeHb BbIlie, OHN TOXe GbINN NoYTH
3aBeplleHbl, U BbiCEYb MO HOBOMY MPOEKTY CTaTyu nanbl W MafoHHbI, KOTOpble
cneaoBano aaanTUpPoBaTh K 3HAYMTENLHO YMEHbLIEHHOMY pasMmepy rpoGHULbI. yXe B
1533 ropgy ctpouTenu Hayanu pa6oTaTb Haj NOArOTOBKOW TpaHcenTa Ga3unuku caH-
NbETPO-MUH-BUHKOMNM, B KOTOPOM AOMKHa Gbina GbITk pa3melleHa rpoGHULA. ¢ NpaBow
CTOPOHLI TPAHCENTa, HaZi MOHALIECKUM XOPOM, OH OTKPbIBaeT Gonbluyio apKy, Yepe3
KOTOPYIO NafaeT CBET U3 HAXOASLIErocs C3aAM OKHa, NPeBpallasi CTEHHYH rpoGHULY B
TPEXMEPHY0 CTPYKTYPY C NPOCTPaHCTBEHHOM FNyGUHOIA. c3aaM CBET NafaeT Ha rpoGHULY
13 ABYX BEPXHUX OKOH, OHO CrieBa, a Apyroe Crf 6bino
no3xe BO BPeMsl PEKOHCTPYKUMM LEPKBM M CMEXHbIX 3AaHUA. UEHTpanbHas Huwa
NepBOro ypoBHA AoMkHa Gbina ocTaBaThCA NYCTO Kak UAaeanbHbIN BXoA B norpe6anbHy o
4acOBHI0, YKpaLUeHHbI N0 GokaM YeTbipbMs Gapenbedamm, KOTOpble MUKENaHXKenNo
pasmMecTunu 34ecb B KOHUE TpMALATbIX FoAoB, U OGpoH30BbiM GapenbedoM Ha
LeHTpanbHon C U300f MaHHbl C Hebec, roe MaHHa
npeacTaBneHa B choopme Xenyaei, repanbauyeckoro cumeona tonus Il. ogHako pa6orte
CHOBa CYX/1€HO GbINo 0CTaThCS He: W, TaK KaK 6bin BbIHYX/AEH
paGoTaTb UCKMIOYUTENLHO HaA CTPALLHLIM CYAOM MO MpukKasy HoBoro nanei nasna il
¢apHese (1534- 1549), KoTopbii B 1536 rogy BbiNycTUn OCOGbLIN ManCKUii PecKpunT,
Xyn OT BCeX ApYruX o6s3aTenbCTB. TOMLKO MO OKOHYaHUM
cBoero 0 0 B HosbGpe 1541 roga MukenaHmxeno cmor
BEepPHYTLCSA K paboTe Hag rpoGHULIEN, HO 23 HosA6pA 1541 roaa nasen lIl 06LsiBUN HOBOMY
repuory yp! ry Aenna poBepe, YTO OH He TONbKO HaMepeH cAenaTh MUKenaHZKesno 3akas Ha y

yp

HOBOW
pa3MecTuUTb TaM CTaTyu, yXe co3aHHble MUKenaHaxeno ans rpOGHMubI onus. Tenepb CUTyauusi okasanacb Kpav“me TSDKENOMN Kak Ans HacnegHWKOB KONUA, Tak U AnNA camoro

B BaTUKaHe, Kanennbl naynuHe, HO U

MMKenaHaXeno, KOTOpbI CO3HABan, YTO ero KPUTUKYIOT MPY UTaNbAHCKUX ABOPaX 3a MPUCBOEHME GOMbLUOi Cy Ha n3ro rpaH, ‘0 MaMATHUKA W OTCYTCTBUM
pesynkrara. TBO ycyry! ele M OTCYTCTBMEM GNarofapHOCTU C €ro CTOPOHLI B OT cBoero Berl 0 3alMTHUKA. Bnarogaps NOnUTUYECKOMY
COrNaLeHNIo, KOTOPOe, HECOMHEHHO, CTarlo BO3MOXHBLIM U3-3a CITOXHOM CUTYaLUu B UTanuUM TOro BPEeMeHH, KOrZa onacanmch elle OfHOro BTOPXeHUs uMnepartopa kapna V Ha
MONyoCTPOB U HOBOM BOWHbI MeXAY rocyaapcTeamu, rynaobango aenna posepe CMOr ycTosiTk nepea Bbicokomepuem naena lll u npuHsn apyroe pelueHue, kotopoe B Mapte 1542
rofia nony4uno ¢opmy HOBOFO COT! c cor peaycmatp uTO otaacT Ha T y Konnere g [Aa MOHTeNyno
TPU CTaTyu, KOTOpbIe GbINK yXe Ha NocneaHen CTaaun CO3AaHUA - CUBUMIILI, MPOPOKA U MaZiOHHBI, - B TO BPEMS Kak OH CaM BbIMOSIHUT elle TPU: NoYTHU 3aBepLIeHHbIX PaGoB u
Mouces. YeTBepTas CTaTys, BbICEYEHHasi MUKeNaHKenNo, CTaTys nanbl, 6bina yxe r ny 1eHa. y KONMMYECTBa CTaTyM OT LWECTU 0 CEMMU OB BSICHAETCS

TbiO paboTbl MOHTEnNyno, a, cnefoBaTenbHO, YTPaThl LIGHHOCTU CTaTyi, KOTopble Gonblue He MOrMM HOCUTb UMSI MUKenaHAXeno. Mmoucein Gyaet
pacnonoxeH B AWHCTBEHHOM MOAXOASLIEM MO pasMepy MecTe: B LEHTPanbHOW HUle, rae 0 yXe [ TUNa yeTbipe Gapenbeda, KOTOpble 3aKpbina cTaTys.
Tenepsb, koraa pa6ora Morna 6bITk 3aBepLIeHa BCero 3a KO AAHeM, pewwmn Thb MKOHOrpad namATHUKa, y6paB paGoB, koTopkle, Mo ero
CO6CTBEHHBIM , "He BMUCh B " 1 NOMeCTMB C 06enX CTOPOH OT MOMCesl AiBE CTaTyM aKTUBHOI 1 CO3epLIaTeNIbHOM XU3HW. 3TO M3MEHeHNe O3HaMeHOBano
y4acTue XyZIO)HMKA B COBPEMEHHbIX PESIUTMO3HbIX Ae6aTax, B KOTOPbIX OH B TeHEHNE MHOTUX NIET NPUHUMAT y4acTue Yepe3 CBOIO My 6OKY0 MHTENNEKTYanbHY U SMOLIMOHANBHYIO
CBfi3b C BUTTOpMEN KornoHHou. 20 utons 1542 roga MUKenaHaKeno Npeanoxurn HOBOe COornalleHne, B COOTBETCTBUM C KOTOPbIM OH AOKeH Obin 3aHUMaTLCS TONbKO cTaTyein

nopyuvB T ABYX CTaTyi akKTUBHOW M CO3epLaTenbHOMN XU3HM pachasnio ja MOHTENYNOo. HOBOE NPEANIOKeHNE XyAO0XKHWUKa GbINo OTBEPrHYTO, U MUKENaHAKeNo

p c 6. TbiO ABYX HOBLIX CKyNbNATyp, oGewan nepeaenare IMLO CTaTyyn Nankl, 4ero Tak He NPoM3oLWwso 1 Gopoaa ocTanack He3aBepLEeHHON. B
sHBape 1545 rona Bce Typbl 6bInK Ha CBOM MecCTa B KOMMO3WULMM U ANMHHAA "Tpareausi rpo6HULbLI" Gbina oKOHYaTeNnbHO e pyke

NpUHaAnexar cTaTyu nanbl, MOUCEs, aKTUBHOW U CO3epuaTenbHOM XU3HN, B TO BpeMs Kak padasnb Aa MOHTenyno HauaTble [KeNno cratyu I C

MnageHuem, CUBUNMbI U MPOPOKa. YTO Kacaetcs dmryp nepBoro ypoBHsl, A0 CUX MNOP HEeT AO0CT ] KPUTUKY runorte3bl 06 ux aBTopCTBe.

a few hs after the pl of the sistine cellmg and the pope's deufh in february 1513, michelangelo signed a new contract with his heirs
for a grand and very expensive monument, 16,500 ducats, part of which was paid immediately to the artist who undertook to work exclusively
on this project for the next seven years. this project involved a platform with two levels, backing onto one of the walls of saint peter’s basilica and
populated by dozens of statues. once again the pope was at the centre of the second level, carried in glory by two angels. at the corners were some
seated figures including moses, the sibyl and other prophets. on the lower level were twelve slaves, and in the niches, some allegories of victories.
immediately after the signing of fhe new contract in the spring of 1513, michelangelo began to work intensively on the marble, entrusting the tableau
work to the tuscan Ip da , while he himself began work on the major statues. however the new pope leone x medici did not like
ichel 1 idering him al a traitor b he had abandoned

the medl:l in the political upheaval of 1494. from 1500 onwards michelangelo
had served the pier soderini republic, for which he had carved his david, which
became the most important und bel 1 symbol of republi liberty. during
that period michel | btedly worked on his moses, the sibyl and
the two slaves now on dlspluy at the louvre. the statues were in the house-
cum-workshop put at his disposal by the heirs of julius Il at macello dei corvi,
close to trajan's column, where he had built a forge to temper the work tools.
in 1516, michelangelo received a commission from leone x to build the facade
of the church of san lorenzo in florence and he abandoned work on the tomb,
infuriating the heirs of the pope, cardinal leonardo grosso della rovere and the
duke of urbino, francesco maria della rovere. heedless of the legitimate protests
of the duke and the cardinal, michelangelo undertook the construction of the
facade of the church of san lorenzo and, in July 1516, entered into a new
contract with the heirs of della rovere to reduce the monument to a less imposing
scale. the ber of was reduced from thirty eight to twenty and
michelangelo obtained a six year to the ’s delivery date.
the project to build the facade of san lorenzo failed, maybe also because
michelangelo was too ambitious in trying to carve out from the tuscan mountains
gigantic blocks for the columns that broke during transportation. despite the
persistent requests of the heirs of julius Il, in 1520 michelangelo accepted a new
ission from the dici: construction of the funeral chapel in san lorenzo,

on which he was to work until 1532. to placate the protests of the heirs of julius
Il, the artist undertook to carry out work on the tomb at his home in florence,
but in redlity, during the fifteen years he was in florence, he only worked
on the drafts of the four slaves - today in the accademia gallery in florence
- and on the sculpture ‘the genius of victory’ - today in the palazzo vecchio.
despite the protestations of the duke of urbino, francesco maria della rovere,
michelangelo made no effort to complete the tomb of julius Il, emboldened by
the protection of the new medici pope, clement VIl (1523-1534), who wanted
at all costs to complete his own funeral chapels in san lorenzo. in 1527, as a
result of the deep political crisis that developed between pope clement VIl and
emperor charles V, a republican government was established in florence in which
michelangelo took on the position of governor of the city's fortresses. after a
protracted siege in 1530, the republican government was overthrown with loss
of life and michelangelo was forced into hiding for many days behind a trap door
under the floor of the church of san lorenzo, to escape the fury of the restoration
led by the nephew of the pope, the bloodthirsty alessandro de medici. pardoned
by clement VII, the artist agreed to return to rome to paint the last judgement
on the wall of the sistine chapel but he was also persuaded to complete the
tomb of julius II, since the duke of urbino threatened him with a strong legal
action, accusing him of having pocketed a huge sum of money without having
yet produced anything. deciding to close this painful chapter, which he himself
called ‘the tragedy of the tomb’, on 26 April 1532 michelangelo entered into
a new contract with francesco maria della rovere, undertaking to provide six
for the by his own hand and to contract out to others the

pr of the arch al decoration. the monument, now much reduced in
size, became a wall tomb and it was michelangelo himself who chose its new
location in the basilica of san pietro in vincoli, a church linked to the della rovere
name like the other more important and frequented santa maria del popolo
where, however, according to michelangelo, the light conditions were not good.
michelangelo thought he could complete the tomb quickly, by installing some
almost finished statues there that he had left in the macello dei corvi house before
he left for florence in 1516. he intended using the two slaves that are now in the
louvre on the lower level, the sibyl and the prophet on the level above, these also
almost completed, and to sculpt a new design of a statue of the pope and one of
the madonna, both of which would have had to be adapted to the now greatly
reduced space. already in 1533 michelangelo had started the masons working
to prepare the transept of san pietro in vincoli to accommodate the tomb. at the
end of the right transept, by the choir of the friars, he opened a large arch that
receives light from the window behind it fransforming the wall tomb into a three-
dimensional structure with spatial depth. the light struck the tomb from the rear
from two high windows, one to the left and one to the right, the latter later being
removed when the church and the adjacent buildings underwent restructuring.
the central niche of the first level was to remain empty as an ideal entrance
to the funeral chapel, decorated on its sides by four bas-reliefs that
michelangelo placed there at the end of the thirties and a bronze bas-relief
in the central panel with a representation of the fall of the manna from heaven,
where the manna is in the shape of acorns, the heraldic symbol of julius Il
once again, however, the works were unfortunately destined to remain
lete b ichel lo had to work exclusively on the last judgement

at Ihe command of the new pope paul Ill farnese (1534-1549) who in 1536
issued a motu proprio to free the artist from all other tasks. only at the end of
the grand pictorial enterprise in november of 1541 was michelangelo able to
go back to working on the tomb, but on 23 november 1541, paul Il told the
new duke of urbino guidobaldo della rovere that, not only did he intend to use

d

michelangelo to decorate his new chapel in the vati the pauline chapel, but
that he intended to place the produced by ichelangelo for the tomb of julius in that selfsame chapel. at that point the situation appeared exlremely d|re
both for julius’ heirs and for michelangelo hi f, who was ss that he was being criticised in the italian courts for having pocketed the y for

a grand monument without having produced anything. the fraud was made worse by the perception of a lack of gratitude on his part towards his greatest proleclor.

hanks to a political agr loubtedly made possible by the difficult situation at that time in italy, during which it was feared that there would be another invasion
of the peninsula by emperor charles V and new wars between the states, guidobaldo della rovere stood up to the arrogance of paul lll and contracted a different
solution that took shape in march of 1542 in the form of a new agr with michelangelo. the agr provided for michelangelo to arrange for his colleague
raffaello da lupo to plete three which were already at a very advanced stage of completion - a sibyl, a prophet and the statue of the madonna -
while he himself would complete three more: those of the slaves, which were almost finished, and the one of moses. a fourth statue sculpted by michelangelo, the
one of the pope, had already been completed and installed in the work. the transition from six to seven statues is explained by the need to pay for the work carried
out by montelupo and, therefore, the consequent loss of value of the statues that no longer bore the name of michelangelo. the moses would be positioned in the
only space compatible with its size: the central niche where michelangelo had already placed the four bas reliefs now made invisible by the statue. at this time, when
everything could have been concluded in just a few days, michel lo decided to radically ch the i graphy of the monument, eliminating the slaves that,

in his own words, ‘don’t fit into this design’ and placing on either 5|de of moses the two statues of active life und plative life. this ch marked the artist's
powerful entrance into porary r "_,' deb in which he participated for years through his deep intell | and ional bond with vittoria colonna.
on 20 july 1542 michelangel d a new ive agr that provided for his exclusive commitment to moses, entrusting the completion of the two
statues of active and contemplchve life to raffaello da montelupo. the artist’s new r were rejected and michel lo resi 1 himself to leti
the two new sculptures too, promising to r del the face of the pope's statue, something that did not happen because lhe beard has remained uncomplered
in january of 1545 all the s:ulpfures were placed in the work and the long ‘tragedy of the tomb’ finally came to its end. the works by muhelcngelo are
those of the pope, moses, active life and contemplative life, while raffaello da montelupo completed those already sketched by michel the

and child, the sibyl and the prophet. as far as the items of the first level are concerned, there is still no credible critical hypothesis uboul their authorship.



cakTuueckoe nonoxenue seweii the state of fact

CKynbATypHasi rpynna tonusi Il - ato wepaesp,
KOTOPBLI BUAENN MUNMMOHBLI TYPUCTOB CO
BCEro CBeTa, B YaCTHOCTW, MoOWCeil - 3TO
cTaTys, onMLeTBOPsIoLas CaMble BbICOKWe
CMMBONMYECKME U XYAOKECTBEHHble
LIEHHOCTM KyFbTYpbl 3MOXW BO3POXKAEHUA.
KO BpeMeHW 3aBeplueHusi paboTbl cBeT
nonapan Ha NaMsTHUK C BOCTOKA, a Takke
M3 OKHa, PacrofioXeHHOro Ha 3anagHoin
CTeHe TpaHcenTa, KOTOpoe GbINo 3aKpbITO
B 1860 roay us-3a cTpouTenbLCTBa HOBOFO
npuneraowero K 6asunuke 3AaHus, B
KOTOPOM CEroAHsi HaXOAUTCS NHKEHEPHbI
thakynesTeT. co BTOpOW MONOBUHbI
fAeBATHaguaToro Beka [Ans  Wwepespa
MUKENaHIXKeNo  Hayancs  MeAneHHbIi
npouecc ynagka, B MNepBYK ouepenb,
370 6bINO O6YCNOBNEHO BPEMEHEM, a BO
BTOPYIO - TeM, 4TO yXoA U obcnyxuBaHve
CKyNbATYP 661NV CBeAEHbI UCKNHOUNTENBHO
K CPouHbiM  paboTam.  3aKpbiTve
YNOMSIHYTOrO Bblle OKHAa Ha 3anagHom
CTOpOHe TpaHcenTa hakTUYECKU NULLMIO
rpo6HULYy  MepBOHaYanbHOro  cBeTa,
KOTOpLI BAOXHOBUN GyoHappoTu ele B
nepeoe nocelleHne LEPKBM, NOBAMSN Ha
BbIGOP MecTa Ansi CKynbATYp, U nomoran
B paspaboTke 3ambicna M nocneayiowen
peanusauMu  CKyNbNTYpHOW  rpynnbl.
KaK 4acTo Cny4anocb C HEKOTOpbIMU
MOHYMEHTaMW, HaxoAsWUMUCS B 0COBOi
3aBUCMMOCTH OT OKpY’KalolLieil 0GCTaHOBKM,
VTanbsiHCKME  BRactTM  NpeanpuHAnu
HEYKITIOXYI0 nonbITKY BOCMONHUTL
oTcyTCcTBMUE cBeTa ¢hpoHTanbHbLIM
OCBELEHMEM, HACTOMBKO KECTKUM 1
NULLEHHBIM OTTEHKOB, YTO OHO Pa3pyLUMIO
HanpsHKeHHOCTb " ApamaTtnyeckuin
| adbpekT, KOTOpPLIA MCKan W cospasan
o 6yoHappoT oGpabaTbiBassi MOBEPXHOCTU
U co3paBasi "CKyNbNTypHble CBETOTeHu".
ecnu po6aBuTb, 4TO 3TO, M 6Ge3 Toro
| Henoaxopsiliee OCBeLeHne, BKMYanoch
TonbKO 4yepes KETOHOMPUEMHUK, TO
O4EBMAHLIM  CTAHOBUTCS  OKPYXaloLLmii
M U3MYeCKUIA ynagok, B KOTOPOM
HaxoAuncs  WeAeBp  MUKeNaHAXKerno.
. the sculptural group of julius Il is an
artwork visited by millions of tourists
from all over the world and, in
particular its moses, it's a statue that
embodies the highest symbolic and
artistic values of renaissance culture.
| at the time of its completion, the
monument received light from the east
but also from a window located in
the west wall of the transept that was
blocked up in 1860 for the construction
of a new building that rests above
the right aisle of the building which
today hosts the faculty of engineering.
from the second half of the nineteenth
century has begun that slow decline
process of michelangelo’s artwork
| which continued under the hint
of time first, and secondly for a
remedial work due to the urgency.
the aforementioned blocking up of the
window on the west side of the transept
in fact has stolen the mausoleum of its
original light which inspired buonarroti
since his first visit to the church,
orienting him to the choice of the best
location of his artwork, encouraging
the conception and the following
realization of the sculptural group.
as often happened to some delicate
monumental contexts due to the
intervention of the Italian authorities,
an awkward attempt was made to
overcome this with frontal illumination,
which was asviolent as it was flat, that
destroyed the tension and dramatic
effect sought and created by buonarroti’s
treatment of the surfaces that could be
referred to as ‘sculptural chiaroscuro’.
adding to this the fact that the
inappropriate  lighting was  coin
operated, it is certainly clear the

physical state of degradation into which

michelangelo’s masterpiece had fallen.



uccnepoBanue the study

C MONHOW CaMOOTAA4e! W YPEe3BbIYANHON UYYBCTBUTENBLHOCTLIO Mbl CRyWanu 3TO
MecTo, coyeTasi COBpeMeHHble MHCTPYMEHTanbHbIe UCCNeAOBaHUsl U TPAANLIMOHHOE
M3ydeHne APEBHUX AOKYMEHTOB. CPeAu HaxoAoK GbiNo MUCbMO MUKEnaHAXeno K
ApYry. B MUCbME XY[AOXHUK OTBEPr BO3MOXHOCTb Pa3sMelieHUsi MemMopuanbHOro
namsTHUKa B PUMCKOI LIEPKBM CaHTa-Mapusi-Aenb-nonosno, NoToMy 4TO TaMm He XBaTano
[...] cooTBeTCTBYIOLIErO OCBELIEHMSA. TaK Mbl OCO3Hanu, 4To Ansi 6yoHappoTu cBeT
SIBASINCA BaXHbIM 35IEMEHTOM, BOKPYT KOTOPOrO OH CTPOWII CBOK COGCTBEHHY0 paboTy.
M3HauYanbHO B Ga3nnMKe CaH-NLETPO-MH-BUHKONM C 0GEMX CTOPOH OT NamsiTHUKa
6bIM0 ABa OKHAa. M3y4eHWe LWeAEeBpPa MUKENaHAKEeNo HECOMHEHHO yKasbiBaeT Ha
TO, 4TO Npu paboTe C MPaMOPOM CKYNbLNTOP YYUTLIBan W CBeT, NPOCauYMBaloMiics
Yepe3 OKHO CnpaBa OT CKyNbNTYPHOW rPynMbl, U CO3AABaeMble UM TEHU. HA CaMOM
fAene B3rnsA CKyNbATYpbl Moucest 6bin obpalyeH K 3akaTy Takum o6pasoMm, 4Tobbl
ero nMUO 03apsANoch CBETAWMMUCS Fly4amu, CUMBONOM CRaceHusi. BO3BpaT K
M3HaYanbHLIM YCOBWAIM, MO3BOMMBIUMM MWKENaHMKENo Co3[aTb NPaBUIbHYIO
copmy, cTan dyHAaMeHTanbHLIM 3TanoM B NpoLecce pecTaBpauuu, Heo6XoAMMbIM
Ans Toro, 4To6bl "NPocTo" BepHYTb MPOW3BEAEHWI0 MCKYCCTBA €r0 COGCTBEHHbIN
CBET M TEeHU. Mbl BHUMAaTENbHO M3Yy4YUNM ECTECTBEHHbI CBeT, MPOHMKaIWWA B
LePKOBb B TeUYEHUE [HS, NPOBEPsIs ero0 MHTEHCUBHOCTb, TENNOTY U LBET OT pacceeTa
[0 3aKaTa, YTOGbl OXMBUTL MPamop U NpuaaTb emy ABUXEHWe, PackpbiTb LBeTa n
adhekTbl CBETOTEHW, KOTOpble XOTen nepeAaTb MukenaHmkerno. cororpadumyeckoe
o6opyAoBaHue CTano HezamMeHMMbIM MOMOLYHUKOM AMNSi ONpeAeneHns B3auMOCBs3N
MexAay XONIoAOM MpaMopa U M3MEHSIIOLLECA TeMNepaTypoi CBETa CONHEYHbIX Jy4en,
OHO MO3BONWIO COCTaBUTbL CyGLEKTUBHYHO MO3auky hOpPM W LIBETOB, AParoLieHHbIX
hparMeHToB CBeTa, BAOXHOBMSIBLIMX HAc NPYM CO3AAHWM MPOEKTa OCBELEeHMS.
with  constant dedication and extreme sensibility, we listened
to the place, combining today’s leading instrumental surveys
with the most traditional study of ancient documents.
among these, one of the findings was a letter from michelangelo to his
friend. in the letter, the artist refuted the possibility of setting up the funeral
monument in the roman church of santa maria del popolo because it was

appropriate lighting. from here originated the awareness that, for
buonarroti, light was the essential element around which to build its own work.
originally, in the basilica of san pietro in vincoli there were two windows on
the walls at the sides of the monument. according to the study of the work
by michelangelo, there is no doubt that as he was sculpting the marble, the
sculptor took into account the light that was filtering through the window
positioned to the right of the sculpture group as well as the shadows cast by
the sculpture itself. indeed moses was sculpted with his gaze turned to the light
of the sunset, to let his face strucked by the luminous rays, symbol of salvation.
restartingfromtheartwork’sinitialconditions, whichallowed michelangelotoshape
it properly, it has been a fundamental step of the activity, indispensable to 'simply’
give back to the artwork its light and its shadow instead of an easy lighting practice.
we have carefully studied the natural light inside the church at different hours of the
day, verifying the intensity, warmth and color of the light path, from the dawn to
the sunset, in order to bring back to life the marble and give it vibrations, revealing
the colors and the chiaroscuro effects that michelangelo wanted to convey.
photographic techniques have been invaluable in recording the relationship
between the still coldness of the marble and the changing light temperature
of the sun rays, composing a suggestive mosaic of shapes and colors,

precious fragments of light that inspired the lighting design project.

BIMSIHYE [BIKEHUS CONMHLA Ha 6asnnuky
CaH-MbeTPO-MH-BUHKOSN

B OCHOBHbIE YaChl AHSI

(cpaBHeHwve mexay 1544 1 2017 rogamu)
solar arch incidence on the basilica

of san pietro in vincoli

during the main hours of the day
(comparison between 1544 and 2017)

21 anpens 1544 ropa

21 april 1544

paccaet 05.40 dawn

o BOCXOJ COMHUA 06.10 sunrise
3akat 20.06 sunset

cymepkm 20.36 dusk

21 anpens 2017 ropa

21 april 2017

pacceet 05.52 dawn
Bocxoa conHua 06.21 sunrise
3akat 19.58 sunset
cymepkm 20.27 dusk
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pectaBpauus the restoration

pecTtaBpaTop uMeeT BO3MOXHOCTb He TOfIbKO CMOTpPeTb, HO q)MCWI‘IeCKM NPUKOCHYTbCA

K Py- no W, Pyku BnevyaTtneHusl oT yBUAEHHOro.

6

pykam nerye, 4yem rnasam NOHATb, YTO [o] BbICEK U P Tan

NOBEPXHOCTU CBOUX CKYNbNTYyp MO-f no o TAM PYyKu

CKONb3AT KakK Mno Lenky. 3y6vmo, 3ateM nemMmsa U CBUHeEL npeBpaTunu Mpamop

B uucTenwmmn Kak o co. cBeT. B

ApYyrMX MecTax pyka ocCTaHaBnuBaeTcsi Ha 6Gonee rpy6oi MOBEPXHOCTH, 3A€Ch

MUKenaHgxeno paGoTan MeHble, co3nae MmaTepuanbHyl0 TeHb, KoTopas

AOMKHA Gbina NPoOsIBUTLCS nop CBETOM. A; T
Ha Mpamope Wrpy CBeTa, KOTOpasi OXWBaeT MpW MONaAaHUM Ha Hero CONHEeYHOro

cBeTa, CMMBONU3Upysa Sora, 3TOT CBeT OXWBaeT U CBETUT SPKO. NO3TOMY Hawu

y 6binn He TONbKO Ha TO, YTOGbl CHOBa 3aXe4yb CBeT Mpamopa,
€O3AaHHOro 3y6GMNOM MUKenaHAXeno, HO U APYroi CBeT, NyTh KOTOPOMY nperpaaunu
3aKpbITble OKHa. BO3MOXHO, MeHee GO)KSCTBGHHI:IVI, 4YyemMm TOT, KOTOpbWI Buaen u

NOGUN  MUKenaHAXeno, HO HeMHoro Gonee npaBAMBLIA. AHTOHWO (HOPYENSIMHO

and not just visual contact with the marble. the hands that slide over its surface
complete vision with touch. hands realised, before eyes, that michelangelo had
created, finished and sculpted the surfaces of his sculptures differently. the hands
slid over certain details, like over cold silk. the chisel, followed by pumice and then
lead, had transformed the marble into the purest stone, a stone which reflects light

like a mirror when the sun shines into it. in other points, the hand gets stuck, the

: hel 1 d
9 PP

fleshb roughb with his tools, creating

a shadow in the matter which would also have taken shape under the light in the
sun. the light is created by michelangelo in the marble, but only when caught by
the other light, that of the sun, as if it was a symbol of god, that light comes alive
and shines brightly. this is why our every effort has been aimed at reigniting not

only the light of marbles created by michelangelo’s chisel, but also the other light,

that blocked out by closing the wind. . ibly less divine is that seen and

9 P

loved by michelangelo but, at last, it is slightly more truthful. antonio forcellino
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VHCTPYMEHTbl  Ansi  0BpaboTkM  KamHs: MOMOTOK, MSAMKUI  KenesHbli  MonoT  Ans
0Bpeskn, KUSIHKM, ABYCTOPOHHME MOSIOTKW, KBAApaTHbI HAKOHEYHWK ANs  YITIOB,
NpsiMO/i MONOTOK AN MSTKOro KamHs, 3yGyaTtbli MonoT Ansi Gonee TBepAbIX KaMHER,
MOMOT A5 pasHbiX TUMOB PEe3kM, Mrockoe 3ybumo, kpyrrooGpasHoe 3ybuno. Pspom c
HUMW, TakMe VHCTPYMEHTHl Ans nocredyioleli o6paboTki, kak Menkue Wnu KpynHble
3ybuna, pasnuuHble Peslibl, CTAMECKM, XKENE3Hble HAKOHEYHWKN (Takke HasbiBaemble
"KpyrnbiM MHCTPYMEHTOM"), HeobxoauMmble AN MNpUAaHWst NOBEPXHOCTU 3aKOHYEHHOCTW.
tools for stone working: hammer, soft iron hammer for chipping, mallets, two-point
socket head to square, slotting head for corners, straight shear hammer for tender
stones, notched cut hammer for harder stones, mixed-cut hammer, flat head chisel,
convex head chisel. next to them, the tools to refine the process, such as fine or large
chisels and other similar tools named as subbia, scalcagnolo, gradina, ugnetto,

gorbia (also named 'round iron') to give the exposed surface a pleasant appearance.




nocmotpu Ha meHss look at me

B ¢unbMe "nNocMoTpu Ha MeHa" 3anevaTnieHbl HEKOTOPble MOMEHTbI OYUCTKU W

"BocCT cBeTa" rp. tonus ll, 6narogaps BUAeOMOHTaxy 6binu oco6o
BblAeNeHbI XeCTbl ¥ AeTanm CKynbNTypbl. 3TOT hUnNbM NpeAcTaBnsAeT coGoi pesynsraT
AONTOCPOYHOrO COTPYAHNYECTBA C aHTOHMO (hOPYESINTMHO ¥ MAaPMO HAHHU: OH OTpaxaeT

Bce OCOGEHHOCTW, uaeu u pa 3a Bpems uccrnegoBaHus

W U3y4YeHMA CKYNbNTypbl, Aenas UX AOCTYNMHbIMU 3pUTensam B d)OpMe BUAEO. 3TO He

AOKYMEHTanbHbIN UnbM, a ocsi3aTenbHoe YTeHWe paBoTbl MUKEenaHmKeno uvepes

CO3HaTelnbHble U 7] XecCTbl P PaTOpoOB U TEXHUKOB. 51 apXuUTeKTop-

np P-apXMTEKTOP. MoM paGoThbl BCeraa HaxoAATCs Mexay 3TUMU

ABYMSA nontcamMu, AByMA YyBCTBaMu: ABa B3rnsga Hen3texHo COeANHUITUCE U B 3TOM

NpoeKTe, BO3HMKLLUEM U3 apXUTEKTYPHOro noaxoaa K p: c

ocmMoTpamecTa(uep TP OFN) U €ro XapaKTePUCTUK (NPOCTPaHCTBO,

ocBelleHne, UCTOPUSA), A Ha4Yan uccnefoBaTh CKYNbLNTYPY U ee ocoBeHHOCTU. B nepByto

ouyepeab co3naTtb Bp i WHTepBan, No3scC poBaTb

y BHYTPM T Ta, 3a 0
AUCKa B TeYeHue BCero AHA. 3TO OKa3asioCb BaXHbIM UHCTPYMEHTOM Ans pasOThI n

paSMI:ILIJﬂeHVIﬁ AnA BCeX Hac. CBeT - 3TO CO34aHue, 3TO NPUHUMUN. C 3TOro A Havan

pasMbIWnATL 0 paboTtax n Tb CBOW NPOEKT. N03ToMy (hunbm
Ha4yuHaeTCsA C eCTeCTBEHHOro OcCBeleHUs B LEepKBUM CaH-NbeTpPOo-UH-BUHKOMWU. Ha

BUAeo CBeT onpeaenseTt 06bembl, NpOCTPaHCTBO U Tena, 3To Heo6XoaAUMBIA 3NEeMeHT

coCTaBr W u3 0 u3y KOHTpacToB
cBeTa U TeHwu, yCMﬂeHHblﬁ MyApPbLIM UCNONb30BaHUEM CKYNbMTYPHbIX METOAOB Ha
npegene Bblpa3uTenbHbIX BO3MOXHOCTEW. Mpamop usrubaetcs no sone XyAOXHUKa,
BO3Bpallasicb K CBOeW MNepBOHa4yanbHOW LENoCTHOCTM Gnarogapsi Tepnenveon

OYMCTKE, BbINONMTHEHHOW KOMaHAOW aHTOHMO ¢0P‘|eﬂﬂMHO. nocTeneHHoO packpbiBaeTcs

pa6ota MacTepa, MNOSIBNAIOTCA YHMUKanbHble U peuefieHTHbIe, Chpst le
p fpetanu, p Tb 3pUTENs CBOEI COXHOCTLIO.
06BLEKTUB Np TCA K y KaMHIo, yeT, paccMaTpuBaeT cknaaku

ApannpoBokK, oGpaSo‘raHHble TONbLKO SyGVIﬂOM, AenaeTt akKUueHT Ha pasnwmov“l cTeneHu

wnudoBaHMN KaMHA: npeal p o po3p Ha 3aT X y4acTKax u
HeBEepOATHO 6recTsilem Ha pa nosut cBeTa Ha MaTepuu
W cneauvT 3a HAMM B TaKT My3blke. KOHEYHOCTWU, Tena u Aywu oTi T
WU onpepensieT CBeT. CBET, BEpPHY Wcs B nep cocTosHue Gnaropaps
pa6oTe Mapno HaHHU. OTKPbITLIN p cHoBa [

B3rNAAbLI: (GUNLM "NOCMOTPU Ha MeHs" 3aKaHYMBaeTCA TPUNTMXOM, BU3yanbHOW
xopeorpachuent, cocTosiLiein U3 Tpex 3anevyaTneHHbIX B pa3Hoe BpemMsi MOMEHTOB. Ha

P - i, CypoBO K W Ha NoCTO: MOTOK CTOSALMX Nepes HUM

noceTuTenen, B KAKOW-TO yAMBUTENbHOW CMEHE pornei. Ha ABYX APYruX 3apMKCMpPOBaHbI
N3MEeHEeHUs OCBelieHUs BHYTPU TpaHCenTa B COOTBETCTBUM C ABWXEHWEM COMHUA,

OHU CBUAETEeNbCTBYHOT O COCTOSIHUM OCBelleHus (ec‘rec‘rBeHHoro n MCKyCCTBeHHOrO)

B yCbinanbHuue nanbl lonusa Il po BoccT CBeTOBbIX

YCOBUI. CBET U TeHb NpecneayloT Apyr Apyra B PEPbLIBHOIA T TeNnbHOCTU

F peppap PA

M OTCTYKMBalOT BpeMsi, KaKk  METPOHOM.
the video artwork ‘look at me’ depicts some passages of the clean-
up and of the ‘restoration of the light’ of julius I mausoleum,
through an edit able to highlight gestures and sculpted details.
the video is the result of the long-lasting collaboration with antonio
forcellino and mario nanni: it reflects all the iderati the insigl

and reflections matured during this period of study and research,

returning them to the viewer through the medium of the video.
it is therefore not a documentary work, but a tactile reading of
the work of michelangelo, quietly accomplished, through the

and posed gestures of restorers and technicians.

I am a filmmaker architect and an architect director. my works always
oscillate between these two poles, between these two sensibilities: two
visions that inevitably converge in this work, which originated from

loubted] hi 1

an y ar al approach to the work of michelangelo.

starting from the place examination (the church of san pietro in vincoli) and
its characteristics (space, lighting, history), 1 left myself discover the work and
its peculiarities. in order to accomplish this, the first and fundamental step has
been the creation of a time-lapse able to record the lighting conditions inside
the transept, observing the evolution of the solar dish throughout a whole day.
this proved to be an important working and reflecting tool for us all.
light is creation, is the principle. this is the premise from which | started
to reflect on the works of michelangelo and carry on my work. the video
thus opens on the inside of the church of st. peter in chains’ natural light.
inside the video, light defines volumes, space and bodies, the conditio

sine qua non of michelangel

s work, made up of studied

contrasts in light and shade, enhanced by the clever use of the sculpting
technique, here taken to the extreme of its expressive possibilities. marble
bends to the artist's will, returning to its original integrity, thanks to the
patient cleaning work carried out by antonio forcellino and his team.
the masters work is gradually revealed, uncovering unique

details and unpr | d viewpoi behind the coat of time,
able to grasp the viewer with the complexity of its own genesis.
the lens approaches the bare stone, investigates, penetrating into the folds
of a drapery left at the gradin stage, pausing on different stone sanding:

ead. d

deliberately opaque in its portions, and though so incredibly
brilliant in the projecting ones. the camera records the light changes within
the field, chasing them, meeting the music and floating on its strains.

h hod: N

s, of the soul, i igated and defined by light.

light which returns to its original state thanks to mario nanni’s work.
the rediscovered artwork, now asks to be watched, observed: look at me the
video ends up with trittico, a visual choreography consisting of three different
time-lapse. the first time-lapse sees moses’ look settling severe on the constant
flow of visitors standing before him, in a sort of surprising role reversal. the
remaining two, recording the evolution of lighting inside the transept, according
to the solar dish, bear witness to the lighting conditions (natural and artificial) of
pope julius Il mausoleum, before the original lighting conditions were restored.
lights and shadows chase one another in a ceaseless succession

and, like a metronome, beat the time. enrico ferrari ardicini




pectaBpauusi ceeta the restoration of the light

B Mnpouecce pecTaBpauuu CKYNbMTYPHOW rPynfbl aHTOHMO (DOPYENNIMHO 3aMeTUn, YTO B  3aBUCMMOCTM OT CBeTa UM Heo6xoaumoro  adipekta

AKeno pabatbiBan pa3HbIMM MHCTPYMEHTamu, OT rpaguvHbl, 3y6una c ocTtpuem B ¢opme cobaubero 3y6a, [0 [ETCKOW Mouw,

nemsbl U CBUHLOBLIX JMCTOB [Ansi MOMYYeHUs Pas3NUYHOW CTEMeHM MOMMUPOBKM, MO-Pa3HOMY MOrMOWAOWENA WAK  OTY W CBeT. urpaet
OCHOBOMOMNarawlyl pofib B ero pa6oTax. TakuM o06GPasoM, XyAOKHUK 3MOXW BO3POXAEHUSI Mpuaan CKynbntype 3dhekT CBETOTEHM, MOAOGHLIA TOMY,

KOTOpPbIA OH co3AaBan B CBOMX KapTMHaxX C MNOMOLLbIO Genoro uBeTa. AOCTaTOMHO BCMOMHUTL O ponu cBeta B "oﬁpau.leHMM caBna" B Kanenne naonuHa.

uenb nNpoekTa MO  pecTasf 3aKr B pate  NaMsiTHUKYy  AOCTOWHOro [ TBOM  BOCCT

Toil  cBeTsweicss  aTmoccepsl, KoTopasi BAOXHOBAsSNA W pykoBoauna  pabotoirt  GyoHappoTu. nsyvas p MbI
NoHANU BAOXHOBUBLUYO ero naew n Havyanu pasOTaTh Hag ycTp: TBa HbIX B npownom Cepbe3HbIX OLMNBOK.
Mbl BOCCT nep Hble XapaKTepUcTUKU NoMeLLeHNs, NONMHOCTbI0 U3MEHEeHHbIe CeroAHs Kak u3-3a 3aKpbITOro okHa Ha BOCTOYHOM CTOpPOHEe TpaHcenTa, Tak u u3-3a
Hb y jor pUn,y 7 b JOUHTE PP

during the restoration of the group sculpture, antonio forcellino iced that, depending on the light and the i ght, michelangel

worked the marble with different instruments, by using a gradina, a chisel with the tip in the shape of a dog’s teeth, and other methods, from
calcium oxalate with children’s urine to pumice and up to lead sheets, obtaining different degrees of polishing to absorb or reflect light in
different ways. light is in fact an essential element in his works. the renaissance artist thus gave the sculpture a chiaroscuro effect similar to the
one in his paintings when he used the color white. It's enough to think about the role of the light in saulo’s conversion of the pauline chapel.

the restoration project of the lighting aims to give the the limelight it deserves, through the recovery of that luminous

atmosphere that inspired and guided the work of buonarroti. studying michelangelo’s artwork we understood the idea that
generated the forthcoming realization and, in that way, we worked in order to fix the many serious mistakes made time by time.

we restore the original environmental conditions, today totally ck 1 both by closing the window on the east side of the transept, as much as the current

g

m .

artificial lighting, which distorts the chiaroscuro effects of the matter, fl ing its thr | effect and pr ing the correct interpretation of the work.




48 3HakoB cBeTa
signs of light




npoekt the project

uenb Hawen paboTbl - Tb CBETOBbI€ YCNOBUS, B KOTOPbIX
MUKenaHakKeno co3aan CBOW WeAeBp, ANsl 3TOr0 Mbl MeTadopuyeckn OTKpbIBaem
OKHO, Ha KoTopoe obpallueH B3rnsg Mouces, 3T0 HeOGX0AUMO AN YCUNEHUS CMbIcna
W maTepuu, CBeTa M CMMBONW3MA. U3yyas XapaKTEPUCTUKM MOMELLEHWUst U camMon

CKyNbNTYPHON rpynnbl, Mbl p T Kak oTpearupoBan 6bl

Ha ecTecTBEHHbIV CBET, YYMTbIBasi, YTO OH obnagaeT cOGCTBEHHOW SIPKOCTLIO. Tak

KaK U3MeHUTb apXUTeKTypy 6bINo H Mbl Tanu nNpoekKT,

KOTOprVI mor 6bl PacKkpbITb BeCb rny60Km7| CMbICI CKYNbMTYypbl. 3TO MOMOXWUINO

KOHeLU AnuTenbHOMY P Y YnAa u TBa, X I

3aMbicen, KOTOPOMY MMUKENaHAKeNno MOCBATUN BCIO CBOK XM3Hb: BbiCeKaTb W3
cBeTa. U3 TbMbl BCErAa Ha4YMHAETCA NOBECTBOBAHWE: Mbl TLLATENbHO M3yyanu u
uccneaoBanu CBeT, KOTOPbIA nonagan B 6asunuky Yepe3 BOCTOMHOE M 3anajHoe
OKHa B BbIGpaHHbIN AeHb B anpene 1546 roaa, korga MUKenaHaXeno AOMmkeH Gbin
NpeAcTaBUTL 3aKOHYEHHbIE CKYNMbATYPbl. CNeAs 3a ABWXKEHWEM COMHUA B TeyeHue
Ans, OT paccBeTa AO 3akaTa, M 3a €ro BRWSIHMEM Ha Mpamop, GbiNo co3paHo
ocBellieHMe, [OCTOMHOE FeHUsi eAMHCTBEHHOro B MUpe XyAOXHMWKa, CrOoCOGHOro

npuaaTth KamHio hopmy co. n ny y . CNOBHO B CBeTAWMMCA

TaHue, B Hawewn paﬁo‘re Mbl UHTEpnpeTupyem ecTecTBEHHbI CBeT, nonajawwuin B
LUepKOBb, U pa3fensieM ero Ha YeTblpe akTa: paccBeT, BOCX0A COMHLUa, 3aKaT U CyMepKu.
WCKyCCTBEHHOE OCBelleHMe UMUTUPYET TPaeKTOPUIO CONTHEYHOro CBeTa C perynsapHbiMu
nocTeneHHbIMU KoneGaHMsAMM Kak LiBETOBOW TeMnepaTtypbl, TaK © MUHTEHCUBHOCTH, CO

CMEeKTPOM uBeTonepeaayn oT OpaHXeBOro Ao KPacHOro, U CriMBaeTcAa C OKpyXXarowum

eCTeCTBEeHHbIM CBETOM. KaXeTcs, cBeT T OT camoro , 3TO T

6naronap5| TWwaTtensHou nonuposke nesown PyKM v nuua, Ha KOTOopble U3Ha4YarbHO

COMHUE CBETUIO Ha 3aKaTe, OCBelasi NPopoKa Kak ¢u , Tak U

Kaxpgas CcTaTys rpynnbi p oT OCT: n hcTByeT C
Pa3sNUYHbLIMK NyyaMmn cCBeTa, ee B T pasHoro Bp CYTOK.
6naropgaps y K ray W TeKCType, HalWl MPOEKT Mo3BonsieT

3pUTento BHOBL YBMAETH MOMCES] MUKENaHAKerno TakuM, KakuM ero 3aayman asTop.
our intervention is a real philological restoration of the original light

conditions, in which we put ourselves at disp of michelangelo’s artwork

through the metaphorical reopening of the left side window to which moses

h

turn his gaze, in order to e matter, ing, light and symbolism.

the study of the location and the sculptural group itself led to
questioning of how the stone would have reacted to natural
light, considering the stone itself had its own luminosity.
as it was impossible to operate from an architectural point of view, a project
was developed, which could tell the profound meaning of the work. this ended a
continuum of indifference and ignorance, which potentially obscured the touch of

geniustowhichmichel lohad dhisentirelife:the abilitytosculptlight.

from darkness always begin a story: we carefully examined and studied the
light that came into the basilica through the windows in the east and in the west
on the chosen day of april 1546, the agreed term for michelangelo to deliver his

sculptures. following the path of the light throughout the day, from dawn to dusk,

and its effect on the marble, it has been recreated a lighting mindful of the genius of

the only artist in the world able to give shape to stone through the rays of the sun.

as in a luminous choreography, the intervention understand the natural light

spilling inside the church and divided it into four acts: dawn, sunrise, sunset and
dusk. the artificial lighting mimics the solar light path, with a regular gradual
fluctuation of both the color temperature and intensity, with a color rendering that
shades from the orange to the red, integrate itself with the ambient natural light.
the light seems to come from moses himself, thanks to the notable
polishing of the left arm and of the face, on which originally the sun shone
at sunset, illuminating the prophet both physically and symbolically.
each statue of the monument has been isolated and enhanced by different
light beams that brig it to life during the four different parts of the day.

by highlighting depth and texture, the project lets the viewer to

meet michelangelo’s moses truly the way the author had intended it.

20
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MecTo nposeaeHust pabot
intervention area localization

\ ')"‘ ] &
\ VP

f1

pa3melLeHIe OCBeTUTENbHbIX NPUBOpoB N55
n55 light fittings distribution
CeBepo-BOCTOYHOE HanpaBneHue (BOCXOA)
north-east direction (sunrise)
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f2

pa3melLLeHIe OCBETUTENbHBIX NPUGOPOB NS5
n55 light fittings distribution

10ro-3anajiHoe HanpasreHue (3akar)
south-west direction (sunsef)
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nepcnekT1Ba CKymnbMTypHOro aHcambns
prospect of the sculputure ensamble

rlr2r3
XOpbl M03aJ1 CKYIbNTYPHOTO aHcaMbnsi, pasmelleHne ocBeTuTenbHbIX Npubopos fi50
choir behind the sculpture ensamble, fi50 light fittings distribution

r3

o6uwue cpesbl 30HbI MpogedeHus1 pabom
general sections of the intervention area

r2
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peanusauus npoekta the work

pa6ota Hag ycbinanbHuuein tonua Il Tpe6oBana AMHAMMYECKOro OCBELLEHUS,
HaxopsAwerocsi B CUMMGMO3e C €CTeCTBEHHbIM CBETOM B TeueHMe CYTOK.
CBETOAMOAHbLIE  CBETUNMbHUKM Nn55 ¢ 3anaTeHTOBAaHHOW  TeXHomnorven U
3KCKIIIO3UBHOI ONTMYeckon cucTemon Viabizzuno BOCCO3AalOT €CTECTBEHHbIN
COMHeYHbI CBeT W ero rpagyanbHble W3MEHeHWsi, yny4lwas TeKCTypy cBeTa
W ero KOHTaKT Cc Gomnee rnagko WnM LepoXoBaToW MOBEPXHOCTbIO Mpamopa;
MOXHO C YBEPEHHOCTLIO 3afBWUTb, YTO TPEXMEPHOCTb MaMATHWKA, €ro TeHU K
KUBOMUCHbLIE OCOGEHHOCTH, COCTABNAIME 3HAYNTENBHYIO YacTb Xy[0XKECTBEHHOrO
3aMbicna, 6binM  BHOBb OGpeTeHbl B MOMHOM OGbemMe TONbKO CeropHs.
NPOEKT MnpeAycMaTpUBaeT YCTaHOBKY 4Ype3BblYalHO CKPOMHbIX MO pa3mMepy
CBETUNBLHUKOB N55, CNPATaHHLIX Ha KanuTensX PAAOM C  CYLWECTBYIOWUM WU
3aMypoBaHHbIM  OKHOM. CMCTEMa OCHalleHa 3JKCKIIO3WBHOW  CBETOAWOAHOM
TexXHosnorueii, cneuuanbHo paspaboraHHon Viabizzuno, nanyyatowein cBeT BbICOKOro
KayecTBa, OY4EHb CXOXMI C eCTECTBEHHbIM COMHEYHbLIM OCBELieHWEM, a B YaCTHOCTU
CO CBETOM, NonajalolnM B LEPKOBb B pasHoe BpeMsi CYTOK, B TOM YUCIIe C JIyHHbIM.
cBeToBas apmaTypa Ans NOACBETKU CKyNbNTYp UMeeT CrieAyiolmne XapakTepucTUKu:
3HaueHue Rg paBHO 103 (MHAOeKC rammbl) U 3HavyeHue Rf - 96 (MHAEKC To4HOCTM) Mo
wkane TM-30 (IES - meToA OLEHKM LiBeTOMepefayu UCTOYHMKA CBeTa), B cuCTeme
ucnonb3oBaHo 99 cBeTOBbIX 06pa3L0B, BKIMOYas HACbIWEHHbIe, U Marno HacbllWeHHbIe.
noTeHUManbHbI paspylwatmowmin  aktop coctaenser Bcero 0,150 mBt/nm, 3to
OAVH U3 CaMbIX HWU3KWUX MoKa3saTenei, KOTOPLIA YAanock AOCTUYL COBPEMEHHbLIM
TEXHONMOrUsIM, AN  CPAaBHEHWsl, aHaNorMyHble 3HAYEHWSI TMPU  COMHEYHOM
OCBElEHMM UAW NPU  UCMOMbL3OBAHUM  TPAAWULIMOHHLIX  FanoreHHbIX —namn
npeBbiwawT 75 MBT/nM, yto B 500 pa3 Bbiwe, 4eM cBeTunbHuUkM Viabizzuno.
ux cBeToBasA 3¢ppeKTMBHOCTL BapbupyeTcs or 15 po 96 nm/
BT, 4TO noO3BONsiET MAaKCUManbHO 3SKOHOMWUTb 3Heprul  (kmacc A ++).
MHAOeKC cri (MHAaekc useTonepeaauun) paseH 98, oTHocutca K 14+1 usetam, a He
orpaHuyMBaeTCsi 8 OCHOBHLIMM LUBETamMu, kak U y GONbWMHCTBA NpousBoauTenen,
oGecne4nBannoBbILEHHOE 3HAYeHNE, 0COGEHHOANAHACKILEHHOTOKPaCHOr0-yYuThIBas,
4To R9 AiBNsieTcA Hanbonee Npo6neMaTUyHbLIM LIBETOM ANsi CBETOAMOAHON TEXHOMOTMMU.
CBETUNBbHUKN pa6otatoT npu pasnuuHbIX LBETOBbIX
Temnepartypax - 2200, 3000, 4000 ] 5000 K COOTBETCTBEHHO.
OHM He U3NY4aloT Y- U MK-ly4u, He MepLaloT, CTyNeHb INNUNCca Makagama paBHa 1.
CBETUNBHUKN n55 nerko B3aMMO3aMeHsAEMbI, ynpouaior
TeXHWYeckoe  OGCRyXWBaHME M CHUXKAIOT  3aTpaThl, OHU  OCHALLEHbI
3anaTeHTOBaHHOM cucremoit AUHaMMYecKoro paccevBaHuUsA Tenna.
B 3aBepLUeHMEe NPOoeKTa B TPAHCENTe XOPOB GbINM YCTaHOBIEHbI NATL CBETUITLHUKOB
Viabizzuno fi50 ¢ uHAekcom cri, paBHbiM 95, noGaBnsAlWMX rMyGUHY BCell CTeHe
CKyNbNTYPHOrO KOMMMEKCa U BbIAENAOWNX BEPXHUE KOHTYPbI 3a[jHE MOACBETKOM.
3TU cBeTOAMOALI MMEIT TPU pasHbie LBeToBble Temnepatypbl: 3000, 4000 n 5000 K.
cucTeMa  OCBElUEHWs  ynpaBnseTcs  KoHTponnepom dmx, oGecneuuBalowmm
MaKCUMMasibHYl0 TOYHOCTb U YepeaoBaHME Pa3fIMYHbIX CBETOBLIX MOMEHTOB,

n 4YyBCTBUTENIbHOCTb, CBOVICTBQHHYIO TONbLKO ecTecTBEHHOMY CcBeTy.

"mapvo! 6narofapsi TBOEMy CBETY Mbl Cniacnu nany,
'mario! we saved the pope with your light,

OH cTan Apyrum yernosekom!"

another person has shown!"

AHTOHWO hopyenMHO

antonio forcellino

e,

s
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pesynesrat the result

6Goree YeM Yepe3s CTO NATLAECAT NET cTaTye Moucen Gbin BO3BPaLUeH CBET, 3aAYMaHHbI
ANA HEro MuKenaHAXeno; CRyCTA CTONETUsi 3HaMeHUTas ycbinanbHuua tonusa |l
cHOBa 3abnucTana BenuKomnenueM. HOBOE OCBelleHMe BOCCO3[aeT NaMATHUK B ero
nepBoHayYanLHOM BUAE, Koraa GyoHappoTyH BbIGPan 6a3uniuKy CaH-NbeTpo-MH-BUHKONM,
onpeaenss KOHCTPYKUMIO U (urypbl BblAalolwerocs npoekTa, 3agymaHHoro B 1505
rofly, HecKomnbko pa3 nepepaboTaHHOro W, HaKOHELl, 3aBEPLIEHHOrO Yepe3 COPOK IeT.
BCe NOCETUTENM PUMA, HAKOHEL, CMOTYT YBUAETbL OPUrMHanbHbIe LBeTa Kappapckoro
MpaMopa, a Takke CMoXHble AeTanu CKynbNTypbl MUKeNaHMXeno. Aaxe Te, KTo yxe
3HaKOM C 3TUM MpPOW3BeAEHNEM UCKYCCTBA, AOMKHbI CHOBAa BEPHYTHCA M YBUAETb
CKyNnbNTypy B BOCCTaHOBMEHHOM CBeTe, AapyloLeM MOCeTUTENAM CaH-NbeTPO-UH-
BUHKOMNU BUA ¥ IMOLIUM, KOTOPbIE GbINK 3HA4YanNbHO 3alyMaHbl MacTepoM peHeccaHca.
“Tpareaus rpoGHMULbI", KaKk ee KOrAa-To HasBan oAuH u3 GuorpacoB GyoHappoTw,
AOCTUIMA, HaKoHel, GrarononyyHoro paspelleHus: HOBOe OCBelleHWe OTKpbiBaeT
MUKenaHAXeno, kak CKynbnTopa He TONbKO MO MPaMopy, HO U MO CBETY; Ype3BbIYaiiHO

CKpynynesHble pecTaBpauyoHHble PaboTbl BEPHYM MOMUCEIO HE TONbKO CBET, HO U TEHN.
that  was given to him by michelangelo;  the famous

tomb of julius n now shines again after centuries.
the new lighting recreates how it would have originally appeared when
buonarroti was inspired to choose the basilica of san pietro in vincoli, defining
construction and figures of the extraordinary project which was thought
of in 1505, redesigned several times and finally realized forty years later.
any ors to rome will finally be able to see the original colours of the
carrara marble and also the sophisticated details of michelangelo’s sculpture.
even those who already know of this work of art must return to see it, because of
the restoration of the light which has given people who go to san pietro in vincolithe
sightsandemotionsthatwere originally conceivedby thismasterofthe renaissance.
the ‘burial tragedy’, as it was once defined by one of buonarroti’s biographers,
now has a happy outcome: the new lighting reveals michelangelo as sculptor
of light in addition of marble, in an intervention of rare sensibility which

has not only given the light to moses, but has returned him its shadows.




pacceeT 05.40 dawn yTpo 09.00 morning

socxop conHua 06.10 sunrise nongets 12.00 midday




Hauano BTopoit nonosuHbl AHs 14.00 early afternoon 3akar 20.06 sunset

BTOpas nonosuHa Axa 16.00 afternoon

cymepkm 20.36 dusk






