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PoE Tk B TALY i step in, i leave my present,

BETHER HF ALY i come into your past.

FIENIRIL S the light goes along with me, she follows me.

BRI, TAE BGE K L/E my shadow precedes me, she guides me towards your work.
W 7 TH RIS AL I JiE % she stretches herself worried and respectful,

btix KFHPE T while the sun goes down to west.

I TUT, HBARINIREYIX AT | come closer, i listen to the place with my eyes full of devotion.
R, BEEEZE. WK, @350, FEA. ZIHMKA you, sculptor, painter, architect, poet, troubled genius,
ELHIBT#H great beauty researcher,

R, AkAT TAHE, AT ABRANRM T/E you, that were living to work and were working for your own pleasure.

RMNKEA IR — R KA, BSOEH you that were taking marble away from marble to let its light free.
R, Bl HHIA XA NLELFIE N you, creator of giants made of soft and seductive lines,
Fei5 5L/ strength held in the matter.

FAE IR, ESHEHIMLT T i think of you, while with tallow’s enlightenment

R TAEE B2 H R you were working all night long waiting for the light of the dawn
LA HME L seeping in the east window.

HEF 1T 75 & 47K the beats of the mallet were resounding loud and lengthy,

TARUPRS S HAIBH % while you were studying the shadows of the beard

[l S8 1 i 2 e #% - twisting around the solemn face

WA of who met the eternal light.

AN EFIPEE T IEHi you that brought into existence who shed the light on men,

AR GEFT 5% ? an you be lighted up?

LRI WCENR T R ITEH let my light be the gathering of your chiseled shapes,

BT AR 2 1531323 the summons of all wakefulness rewarded.

H 65 NG HANXE natural light and artificial light create a dialogue,

RILAE 2 2 Je RSB H melting themselves in a spiritual principle of divine light
WM 2T laid down on soft turns

BVEN/A) I 7531251 7 and seductive recesses, wisely painted.

HIIFH TR the details you left to the rasp’s scar

FEMAE LN Z Y conceal themselves to the lightness of the light

TEHYAR ) N 3% BT EE S5 IR which glorifies polished shapes under the weight of the lead.
BATER A KIMEWNEE we move towards the future while beauty remains,

HKILWIFE eternal present.  ZZee» A -




mse)tH]  illuminating the light

progetio project: restauro e progetto della luce,

tomba di giulio ll, 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

corpi illuminanti light fittings:

sistema n55 system

fi50

A1 system

grazie a thanks to
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attivita culturali
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let’s praise the ancient times to learn living in ours

| dedicate this entire issue of Viabizzuno report to my work of restoration
of the lighting fixture of the masuoleum of julius 1l, an extraordinary
work which worth a specific focus because of its capacity to reunite and
materialize my search of a dynamic light, because it sketches out some
potential lines of future development.

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 rerationship 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 dll, in the folds of
time. listening to the history of the roman basilica of san pietro in vincoli
I discovered its light, its intensity 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 along 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

Fiving them freedom from the matter to bring them to life, closer to divine
ight. in a far from easy "removal" process, our restoring the moses’ light
required stripping away the excess material and, with the use of advanced
technologies, has return the sculptural masterpiece to its former glory.
in his moses, michelangelo worked with the sun's rays: under the light
of his workshop oil lamps, he imagines their embracing warmth and he
creates their shadows with an approach so pictorial to the point that, in
speaking about the artwork, vasari called it more 'brush worll(’l'hcn 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, | did not illuminated the moses,

I gave him his shadows.

Fo
subjects

RSEEH] |

illuminating the light

s HBA B ARl |

story of the tomb of julius Il

EDNN

the state of fact E

Wrge

the study

Bg
the restoration

look at me

YOG
the restoration of the light

weit I H

the project -

THE

the work

g ol

the result ¥

e TE TR

= e T T

-
o

I~

| 4

| R

|,

™

/

T

=5




it s 1B 5% 1) i

1505437, Ml KA =+ % MK I WA 2 46 07 #oos i g ik« 4y « 2Pl (15034 k) A R R B2 5, &K XM 2 &
KRB il BRI B 5. A KRB AT 5 W W A0y 7 2 2090 - ff s o B - KRBT &2 5, KIF B B 4E R frdr, LU oR
3 MEAR BT R B A o AT A 20 B — TR B E LT R B T ORI W B e ) I ARE L B T — A R SRR R
B, PR, PSRRI AN AR, A B AT R A TR B . B R I B S DURCHS TR I Al VL O A W O

WA, KEAHEHY Y, [, LREN LK THE, wigh Tai sk EE——g o b, e 2 E 7R ROR R %
SR AT bl N A S IR 200 C N B I = VA~ NI O {4 QN A L R S = O O Al L N S o £ e Sl f@@b*

PINZ e TRk, ERXRGHERIF@EIT TEY, TR, ZRmdhP oy impR - KABRE (Pier
Soderini) AR WM P . KIFW LD P R/K « RALJREBM, MK FEEMGL, EHKEVSEEME, HMbE T

R R, RCEE XAt KT B MBI B LY 5, KPP R IhIRA e E L R MY, X - TAER 15124,

VI ALFE R S W58 T2 5 UAH, BORT 151342 ] i, *ﬂEﬂJLﬁ‘?ﬁf’lﬂ?ﬁAbJTﬁﬂ’J [, FEAE e KN B S AL S, #EVE 165000k 7okE, Horp

A SER AT RS, A AR AR RGP U S % TR T % RIS — AW A I — 3 N A0 2 f KB s A, 50 Kt 3 e

o KRBEROLT R, BRSO . A AR, R . PELLR . KA. R FE+ AN, R LU S AR I 2

ISIMEARR, BT HEIREAN, KIFWIRES S TR S AU REA b, BEREIAT S5 AC4h T HEI RN 5 2 43 Je ML » Gk « #3515 (antoniodapontassieve) , fif

MEEMEi;%QFIW HJ, BTHCRAI A « SEB R IEAR ENCKIF I 2 ,%Tﬂhﬂﬂgﬁmﬁ,HATMM¢%%3@WHmﬂ&$,*F%
BRIF T SRR, 15004548, KIFHIHE D e BUR - A8 S A4

SORNE TAE, A 7RI, FRONILAIE G b R b . fEUE N, 2
TCHEW), K TF I 2 S T RE U LV LU SRR A R B A8 R IR T A WK .

JAME Y T Ak s A 20k 7R N Ay KT B3 2 M 6 1 A S5l AE 5 'L, 7 Trmacello
dei corvi, FEIFITFIAEMIT, fh7EiXPABE T —MEeghr, Fk4Ti TR,
15164F, KIF UL T E R B N4 R, TR 1B 0h B 18 5% 2 & 1%
Ve R B E SL i, T I T R B2 1 d Ak, X ik I s 1 4k
TRN——3REmMNZ « KPR « flihr « P57 (leonardo della
rovere) ZLAC ML IR LG A B B 0T R « BRI - b o B
(francesco della rovere) ——fRJEWiIA&. KITWIHEDAWA F
LA R W A B DUI, TP e S &5 Ve KIBEIIESZ I, JF T 15164
TH, 5188« PAHENDRNEN THAT, gk T a8 &k imes . b
I N = A AN D Sy A, TR TT IR 2SR T /S AR A AE T
& 3 22 05 A R BB IE SE T AR A DL AR UG 25, 3 R N R O oK O Y

grosso

maria

B FARW, WAEHE R AL R AR O, MR T s g b e
W7 24 o R il s A 4R R NI AE L, (HAE L5204, KT BIAE PR

MEF T KWBGEER T 5 — A LR k20 KB 2 38 4L R 52 (112 4
fb— FLAE XM TAE R 15324E . O T ARl i 4kR A, 2R K g
ER S WP EIT 5 R 2 R0 TAE, {00k, sipr b, fbre i 216
B AT AR L, BCRIE ST I DY A S80S A R —— A L B S Y e
FARME B —— LA Je “ PEFR R 700 RS — — QA ECLE IH S8 R L
S B R L B IR L PR < AR - g - BRI BT, (RO
B 2B 5 o AN JOU A s B S R AR, At 52 0 5 O e SR O s B
(1523-1534) HILRY, BI Ja 25 A ARG — DAY 10 58 B 2 5 e K BB 5%
WREEFRALFE R M . 16274F, i T s v S B R 2 2 A [ 5L A A

B LA 22 ) (7 R BOR fE AL, O PG PR AL T SRR O, K T B3 R
Do YRR AR A . 1B30E NI IR )5, IR E BUR &, ZE0 o

T 2K T B3 H 20 W e 301 20 1 3 A 5 22 0 e KB AR VS R T R AR R 3R AR
TR P11 S - 8« 32554 (Alessandro  de’  Medici) ——fF

SIS RE A K . s i -Bi R 2 5, XM SR KRR P, fE
37 3 AL FE (Kl BE B 2] Clpe S o a0y, [ IR A e 8 1 e kA s —
R B2 AR, PR T R GV A B MR VR A, A O T KB R LA
JUTAE 2B . 153244 26 H, S T 451X /N 10 4 37 b A 45 ——Ath
AR IR BRI, KRIFWISED 5 9k 2L g R} - BRI - 4l
Broe DA BT TR A L SR A N B S N e AR, TR I A A
TR A e AL 2 N o B BE T A (R B A R AN 2D, CR AR T A Bl 2
T MK T W1k 2 2 N0 e 5@ 4 JC T 28 26 A0 2 A B00E 2 B ik, 3 e
Sl « BB W RIRM A FREANE, WLANER I — R N R R X
% B 0 T FLALFENBCE 2, (HOR IF IR B AT X Gk S AN BE U .
KT B 5N g A AR Rk A 56 e e S 10 A, LR A TE 1516 4F 1 £ i 2
feF I fEmacello  dei  corvif R B MABLE JLF- 56 LI IH B 22 38k

BERTEL e AASET SR ORI T A B A WO e R R, i B R A5
S22 ke A b, XA AR AR CUT58 1, SRS Al AR S AN T B i
SR MEAR AN — R EREREAR X Y RGBS I R R R k. L AE 15334,

KITF WAL B LA TTUR T 2641 2 A B S A G (0 25 A AEA ARG IR &
e 573, AT # T — A BRI, J‘L%‘U)\hublﬂ)ﬁ'qﬂ”’ﬂ HE, A i EE S
ST — ARSI R . el A S 5 B I

AINAEL, — AN, R M S H%Jﬁ[c‘iuﬂh A R

TR RRE SR T, AE O SEARALFE R O T, 7 0 0 A DY AN R VR

ORI B3 B E = A 4EAUR 22 B 1k, AR SR A — A B S T
2 T SIS AR T B (3 55, 33K ML AR el i LA

By omoEg % 8 8, 2
B, TR — RAAT S,

floms ke ogrow bR & .
Bl g ok OF B3 B AR AR Rk A . ik
R E (1534-1549) M4 F2h s i ) i x T
fE, 16536428 T — 6 [ 3 Fifr, ¥ 2 ARK ML e I Db
JBE K o AXAE 154 1TAE 1L Zeim AR £ AT, KR AR B m ) T R SR s A DA, (O,

T5414E 1T H 23 1, PR =t 30 % 0B 2 /R L il 2 B

W ZEURZ « flihr - P47 (guidobaldo della rovere) , FFATFH K IT WIHE BV E e X DR AR 28 AL FE 52 (K2R TAF, [, KIT W)k
B Sy A s 2 5 T A A O R AU K Bl AL FE R L RN, TR R A I 11 gk 2 NGB oK TF BT AE B T, WSO T, Al O

AN T KR BT R A 0 E K i B R AT 4 E AN X VP AS D o i Al AR A S At de T AR ON s TG K R A A L 0 i
INREARIROUR T, AT A v RER PRI 7= B F 5 TR S ik, TRAERT AU, 2 LIRS « 4y « DT R =i
1, TI5424E3 H LORTFWISED AT T 50— AN e Bir &, KRITWISED R gid #R « ik « 2455 0%HE (raffaellodamontelupo) 5 — )88 RIKE 56 1.
HIHEAR —— PG O IR  SEHRIERE, Al AR N U T3 58 B = e . BIVRE 58 TR DCSR DA R — PR PR o K ITF WI2E 2 1 S0 DU JE AR —— B —— B @ s ot e e . /SR
HEIN A A TR O i B2 SR R AR B, kA, AT KT Ik B AL AR A B R R AR D AORE AL M — AN B 6 25 4 LR 1 s ) L
R BETE R, ORIT I P ORI T PUANRIFRE, RN BEAS IOAE AR B AT 8o Ul LTI 1 G T 2 URAERE se ik, (HJE, OKIT ISR
DHIGERBULE T AN LSRN GE T, W TGk, B2y, FABME S« SRR ANT A LE AR VEAR PO 80T 557 45 ARG OO RN IR S .
X AR EA SRR MACE BT IR TG, 25 2EMBNS Y, S4EZR « BHPYE (vittoria  colonna) N T ¥R )R M4 B 5 ik 4z .
15424E7 320 1, K TIF WL DB HY 7 OB7 (048 B0, b Al A N 5 50 ) R DA%, 1T 95 4 2B 35 15 0 S AR 0 0 GO0 P B 2B R < ke SRR B S .
SRFI A E VAW, K TT IR 2 gk S 9 0 SR AR, TR R S OB AR T AL, ER A R B X R, WA B S K.
1545*!‘1)3] F)Iﬁﬁ'ﬂ‘fi;&iﬁﬂlﬁiﬁ)ﬂiy WA “RREER T KT e . ORITWIE D IO SR BOR B BEVIR . S5 VR RN ST AR S, B R .
o SERFT AR SE T HOKIT W B R T R RS . R RES T VELLORL Sedn. BT, W TR IR 0 BN . AT AN BR A A

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 v the archi al r 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
of uncertain 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
which 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.
the marble began to arrive in rome the following year, but in the meantime the pope had changed his mind, perhaps for financial
reasons - indeed, julius Il was facing a serious military campaign in central ltaly to retrieve the states of the church - or perhaps,
as ichel | d b he had been convinced by the artist's enemies not to build his own tomb in his lifetime.
afierce exchcnge took pla:e and the artist left Rome without the permission of the pope, who ded the gonfal of florence, pier soderini, to make the artist
return tothe city. convinced by pier soderinito yield to the demands of the pope;| ichelangelo metthe pontiffin bologna where he cast for him the bronze statue placed on
the door of san petronio. on his return to rome, michel | dedinok ingthe to paintthe ceiling of the sistine chapel, where he worked until 1512.
a few hs after the pletion of the sistine cellmg and the pope's deofh 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 the new contract in the spring of 1513, michelangelo began to work intensively on the marble, entrusting the tableau
work to the tuscan | io da p , while he himself began work on the mo|or statues. however the new pope leone x medici did not like
idering him al a traitor b he had abandoned

the medlcl in the political upheaval of 1494. from 1500 onwards michelangelo
had served the pier soderini republic, for whlch he had carved his david, which
became the most important and bel | | of republi liberty. during
that period michel | doubtedly worked on his moses, the sibyl and
the two slaves now on d|spluy 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
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 huvmg
yet produced anything. deciding to close this painful chapter, which he | If
, called “the tragedy of the tomb’ on 26 Aprll 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 transforming the wall tomb into a three-
dimensional structure with spatial depth. the light struck the tomb from the rear
L 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 ichelangelo 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
michelangelo to decorate his new chapel in the vati the pauline chapel, but

P
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that he intended to place the produced by michelangelo for the tomb of julius in that selfsame chapel. at that point the situation appeared extremely dire
both for julius’ heirs and for michelangelo himself, who was ious that he was being criticised in the italian courts for having pocketed the y for g
agrand without having p d anything. the fraud was made worse by the perception of a lack of gratitude on his part towards his greatest protector.

banl louk

to a political agr dly 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 change 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 ond plative life. this change 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, enrrustmg the completion of the two

were rejected and michel lo r 1 himself to

statues of active and con'emplchve life to raffaello da montelupo. the artist’s j g

the two new sculptures too, promising to r del the face of the pope's statue, something that did not happen because the beard has remained uncomplered
in january of 1545 all the sculptures were placed in the work and the long ‘tragedy of the tomb’ finally came to its end. the works by michelangelo are
those of the pope, moses, active life and contemplative life, while raffaello da montelupo completed those already sketched by michelangelo: the mad

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 about their authorship.
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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
i 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

i 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.



57 the study

B Wt 5o g mk E ak AT wE X A ey s
WA g s HEM OB W TR 5 g R g o 30 ik BT ST M
FESCR, RATRBLT K IT WL B B 45 A — B . fEf5 .
TE IR
BRI B UV 40 TR Al Al IA D Ol B R AT IR SR
), AE2EAN 2 AR BURE L 2 P T A A
;K T WL B A i F L TCBET) 2 Al R %0 K BRI, Al
KOMEYEA G . $sk b, AR
W 5% B0 Ot £ AR T DE b, RO OB K B
MEAR i 1) d5e Y K, % KT W12 2 I 300 00 h B A% A, 3R AR R

T, XHA B Y P N o A R R0 AT O

B LN = R = B N R I 2 e U
S LN N S S O A N AP PN A E
E I = R R T RS T G S
BB R OE R, fig g D N (1 I NI A SR N T
(T I R N e L1V SO NP A (R 1 VRSl SO VB T B A
CR 3 S DI A I i o = BV 7 O/
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
lacking [...] 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’sinitial conditions, whichallowedmichelangelotoshape
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.
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solar arch incidence on the basilica

of san pietro in vincoli

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

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
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loved by michelangelo but, at last, it is slightly more truthful. antonio forcellino
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AEMMITER :: %E., RBEWHE, KB, FANIBL, AEFEBL,
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I8 , flmAS=RTTE , kA EHBsubbia, scalcagnolo, gradina, ugnetto
. gorbia (REBEHL” ) EEHMNIE EBNEBEREFTREANAR,
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.
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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
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forcellino and mario nanni: it reflects all the

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

an loubtedly archi 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), | 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 el of michelangelo’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 unpreced d viewpoil 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:
Lod qd

deliberately in its

paq 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.

bers, bodi i of the soul, i i 1 and defined by light.

g

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

g

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 rendissance 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 it deserves, through the recovery of that luminous

atmosphere that inspired and guided the work of | roti. lying ichel lo’s artwork we understood the idea that

9

generated the forthcoming redlization 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 changed both by closing the window on the east side of the transept, as much as the current

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.
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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

turn his gaze, in order to ent 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 ability tosculptlight.

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.
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'mario! we saved the pope with your light,
E—PMAMBUER 1
another person has shown!'

antonio forcellino
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that was given to him by  michelangelo;  the famous
tomb of julius 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 visitors 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 vincoli the
sightsandemotionsthatwereoriginally conceived by thismasteroftherenaissance.
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.
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14.00 F G815 early afternoon 20.06 B¥% sunset
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