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THE LIFE OF
MICHELANGELO

ichelangelo Buonarroti, the unique painter and sculptor, was

descended from the counts of Canossa, a family from the

region of Reggio which was noble and illustrious as much for

its own merits and antiquity as for its connections with imperial blood. For

Beatrice, the sister of Henry II, was given in marriage to Count Bonifazio

of Canossa, then lord of Mantua, whose issue was the Countess Matilda, a

woman of rare and singular prudence and devoutness. After the death of her

husband Gottifredo, her holdings in Italy, besides Mantua, included Lucca,

Parma, and Reggio and that part of Tuscany which nowadays is called the

patrimony of St. Peter. And having done many memorable deeds during her

lifetime, when she died she was buried outside of Mantua in the Badia of
S. Benedetto which she had built and liberally endowed.?

From this family, then, a certain Messer Simone, who came to Florence
in 1250 as podesta, merited by his virti: to be made a citizen of that place and
head of a sestiere, because the city, which today is divided into quarters, was
then divided into six parts.* And, as the Guelph party was ruling in Florence,
he, who had been Ghibelline, became a Guelph because of the many benefits
he had received from that party, changing the color of his coat of arms so
that where formerly it was gules, a dog rampant with a bone in his mouth,
argent, it became azure, a dog, or; and he was later granted by the signoria
five fleurs de lis, gules, in a rake and likewise the crest with two bull’s horns,
one or, the other azure, as may be seen to this day painted on their old
escutcheons. The old coat of arms of Messer Simone can be seen in the
Palazzo del Podesta, where he had it carved in marble, as is the custom of
most who hold that office.’

‘The reason why the family changed the name in Florence and instead of



Canossa came to be called Buonarroti was this: that as this name of Buonar-
roto had been in their house almost always through the ages, up to the time
of Michelangelo, who had a brother also called Buonarroto, and as many of
these Buonarroti had been signori, that is, members of the supreme magistracy
of that republic, and most notably his said brother, who was one of that
number at the time when Pope Leo was in Florence, as can be seen in the
annals of this city, this name, carried on by many of them, became the
surname of the whole family; and all the more readily since the custom of
Florence in the squitini and other nominations is to add after the proper
name of the citizen that of the father, the grandfather, the great-grandfather,
and sometimes of those even farther back. So that from the many Buonarroti
thus perpetuated and from that Simone who was the first of the family in
that city, those who were of the house of Canossa came to be called de’
Buonarroti Simoni; and so they are called today. In recent time, when Pope
Leo X (PL z) went to Florence, besides the many privileges which he granted
to the house of Buonarroti, he also added to their coat of arms the ball, azure,
of the arms of the Medici, with three lilies, or.®

Such was the family, then, of which Michelangelo was born. His father
was called Lodovico di Leonardo Buonarroti Simoni, a good and religious
man, rather more old-fashioned than not; who, while he was podesta of
Chiusi and Caprese in the Casentino, had this son in the year of our salva-
tion 1474, on the sixth of March, four hours before daybreak, on a Monday.”
A fine birth, certainly, and one which showed already how great the boy
was to be and how great his genius; because the fact of having received
Mercury and Venus in the second house, the house ruled by Jupiter, and with
benign aspect, promised what later followed: that such a birth must be of a
noble and lofty genius, destined to succeed universally in any undertaking,
but principally in those arts which delight the senses, such as painting,
sculpture, and architecture.® When his term of office was over, the father re-
turned to Florence and gave the child to a wet nurse in a village called Set-
tignano, within three miles of the city, where the family still has property,
which was among the first things that Messer Simone da Canossa bought
in that village. The wet nurse was the daughter of a stonemason and was
also married to a stonemason. For this reason Michelangelo is wont to say,
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perhaps facetiously or perhaps even in earnest, that it is no wonder that the
chisel has given him so much gratification, for it is known that the nurse’s
milk is so powerful in us that often, by altering the temperature of the body
which has one propensity, it may introduce another, quite different from the
natural one.’

PLATE 2 Giulio Romano, Pope Leo X,
Devonshire Collection, Chatsworth
By permission of Trustees of the Chatsworth Settlement



PLATE 3 Martin Schongauer, The Temptation of St. Anthony,
Museum of Fine Arts, Boston

Gift of Mrs. W. Scott Fitz and Duplicate Print Fund

Photo courtesy Museum of Fine Arts



As the boy grew and reached the right age, his father, recognizing his
intelligence and anxious that he study letters, sent him to the school of one
Maestro Francesco da Urbino, who taught grammar at that time in Flor-
ence.’® Although he profited somewhat from the study of letters, at the same
time nature and the heavens, which are difficult to withstand, were drawing
him toward painting; so that he could not resist running off here and there to
draw whenever he could steal some time and seeking the company of painters.
Of these, he was very close to one Francesco Granacci, a pupil of Domenico
del Ghirlandaio, who perceived the boy’s inclination and burning desire and
resolved to help him, and he urged him on continually in.his undertaking,
now providing him with drawings, now taking him along to the master’s
workshop or wherever there might be some work of art from which he could
benefit.* His effect was so strong, combined as it was with nature’s constant
stimulus, that Michelangelo completely abandoned the study of letters. On
this account he was resented and quite often beaten unreasonably by his
father and his father’s brothers who, being impervious to the excellence and
nobility of art, detested it and felt that its appearance in their family was a
disgrace. Despite the very great distress this caused Michelangelo, it was
nevertheless not enough to turn him back; instead, he was emboldened and
wanted to attempt the use of color.

And when Granacci set before him a print representing the story of St.
Anthony when he is beaten by devils (Pl. 3), the work of one Martin of
Holland, a very able man for that time, he copied it on a wooden panel; and,
having been provided by Granacci with paints and brushes, he composed it
in such a way and with such differentiations that it not only aroused wonder
in anyone who saw it, but it also, as some would have it, aroused jealousy in
Domenico, the most esteemed painter of that time, as was to be quite ob-
vious later in other ways. To make the work seem less remarkable, he used
to say that it had come from his workshop, as if he had had some part in it.
In making this little picture, since it contained, besides the image of the
saint, many strange forms and monstrosities of demons, Michelangelo
worked with such diligence that he would not apply color to any part without
first consulting nature. Thus he would go off to the fish market, where he
observed the shape and coloring of the fins of the fish, the color of the eyes
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and every other part, and he would render them in his painting, so that by
bringing it to that perfection of which he was capable, from that time he
excited the admiration of the world and, as I have said, a certain envy in
Ghirlandaio.’? This became still more evident because one day when Michel-
angelo asked him for a sketchbook of his in which were depicted shepherds
~ with their sheep and dogs, landscapes, buildings, ruins and such things, he
was not willing to lend it to him. And indeed he had the reputation of being
a bit envious, because he showed a lack of courtesy not only toward Michel-
angelo, but also toward his own brother, whom he sent to France when he
saw him getting ahead and inspiring great hope in himself, not so much in
order to be helpful to him, as some said, but so that he himself could continue
to be foremost in that art in Florence.*® I wanted to mention this because I
am told that Domenico’s son attributes the excellence and divinita of Michel-
angelo to a great extent to his father’s teaching, whereas he gave him no help
whatever, although Michelangelo does not complain of this; indeed he praises
Domenico both for his art and for his manners.* But this may be a slight
digression; let us return to our story.

At that same time, another work of his aroused no less amazement,
although it was spiced with a certain playfulness. Having been given a head
to copy, he rendered it so precisely that, when he returned the copy to the
owner in place of the original, at first the owner did not detect the deception,
but discovered it only when the boy was telling a friend of his and laughing
about it. Many wanted to compare the two, and they found no difference
because, apart from the perfection of the copy, Michelangelo had used
smoke to make it seem as old as the original. This gained him a considerable
reputation.

Now that the boy was drawing one thing and then another at random,
having no fixed place or course of study, it happened that one day he was
taken by Granacci to the Medici Garden at S. Marco, which Lorenzo the
Magnificent (Pl. 4), the father of Pope Leo and a man unique in all qualities
of excellence, had adorned with figures and various ancient statues. When
Michelangelo saw these works and had savored their beauty, he never again
went to Domenico’s workshop or anywhere else, but there he would stay
all day, always doing something, as in the best school for such studies. One

10/ THE LIFE OF MICHELANGELO



PLATE 4 Andrea del Verrocchio, Lorenzo de’ Medici, National
Gallery of Art, Washington, D.C., Samuel H. Kress Collection
Photo courtesy National Gallery of Art

day, he was examining among these works the Head of ¢ Faun, already old in
appearance, with a long beard and laughing countenance, though the mouth,
on account of its antiquity, could hardly be distinguished or recognized for
what it was; and, as he liked it inordinately, he decided to copy it in marble.*®
And since Lorenzo the Magnificent was having the marble, or rather the
cut stonework, done there to ornament that very noble library which he and
his forebears*had collected from all over the world (this building, which has
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been neglected because of the death of Lorenzo and other misfortunes, was
taken up again after many years by Pope Clement, but it was nevertheless left
iﬁcomplete, so that the books are still in strongboxes),'® as I was saying, these
marbles were being worked, and Michelangelo got the workmen to give him
a block and to provide him with tools. He set about copying the Faun with
such care and study that in a few days he perfected it, supplying from his
imagination all that was lacking in the ancient work, that is, the open mouth
as of a man laughing, so that the cavity of the mouth and all the teeth could
be seen. In the midst of this, the Magnificent, coming to see what point his
works had reached, found the boy engaged in polishing the head and, ap-
proaching quite near, he was much amazed, considering first the excellence
of the work and then the boy’s age; and, although he did praise the work,
nonetheless he joked with him as with a child and said, “Oh, you have made
this Faun old and left him all his teeth. Don’t you know that old men of
that age are always missing a few?”

To Michelangelo it seemed a thousand years before the Magnificent
went away so that he could correct the mistake; and, when he was alone, he
removed an upper tooth from his old man, drilling the gum as if it had come
out with the root, and the following day he awaited the Magnificent with
eager longing. When he had come and noted the boy’s goodness and sim-
plicity, he laughed at him very much; but then, when he weighed in his
mind the perfection of the thing and the age of the boy, he, who was the
father of all virtl:, resolved to help and encourage such great genius and to
take him into his household; and, learning from him whose son he was, he
said, “Inform your father that I would like to speak to him.”

When Michelangelo had returned home, then, and delivered the mes-
sage of the Magnificent, his father, who guessed why he was being summoned,
was persuaded to go by the great efforts of Granacci and others; indeed, he
complained that Granacci was leading his son astray, standing firm on this
point: that he would never suffer his son to be a stonemason; and it was to
no effect that Granacci explained to him how great a difference there was
between a sculptor and a stonemason, and he argued about it at length.
All the same, when he arived in the presence of the Magnificent and was
asked whether he would be willing to let him have his son for his own, the
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father was unable to refuse; instead he answered, “Not only Michelangelo,
but all of us, with our lives and our faculties, are at the disposition of Your
Magnificence.” And, when asked by the Magnificent what his occupation
was, he replied, “I never practiced any profession; but I have always up to
now lived on my slender income, attending to those few possessions left to
me by my forebears, seeking not only to maintain them but to increase them
as much as possible by my diligence.” The Magnificent then said, “Well, see
if there is not something in Florence that I may do for you, and make use
of me, for I shall do for you the greatest favor in my power.” And, after he
dismissed the old man, he arranged that Michelangelo be given a good room
in his house, providing him with all the conveniences he desired and treating
him not otherwise than as a son, both in other ways and at his table, at which,
as befitted such a man, personages of the highest nobility and of great affairs
were seated every day. And as it was the custom that those who were present
at the first sat down near the Magnificent, each according to his rank, without
changing places no matter who should arrive later, it quite often happened
that Michelangelo was seated above Lorenzo’s sons and other distinguished
people, the constant company in which that house flourished and abounded.
By all of them Michelangelo was treated affectionately and encouraged in his
honorable pursuit, but above all by the Magnificent, who would send for
him many times a day and would show him his jewels, carnelians, medals, and
similar things of great value, as he knew the boy had high intelligence and
judgment.*”

Michelangelo was between fifteen and sixteen years old when he went
to live in the house of the Magnificent, and he stayed there until the latter’s
death, which was in 1492, about two years. During this time, when a posi-
tion in the customs office fell vacant which no one but a citizen could hold,
Michelangelo’s father Lodovico came to see the Magnificent and in these
words asked him for it: “Lorenzo, I don’t know how to do anything but
read and write. Now, as Marco Pucci’s colleague in the customs is dead,
I would like to take his place, as it seems. to me that I could serve suitably
in that office.” The Magnificent clapped him on the shoulder and said,
smiling, “You will always be poor,” expecting that he would ask him for
something greater. Then he added, “If you want to be in Marco’s company,
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pLATE 5 Michelangelo, The Battle of the Centaurs, Casa Buonarroti, Florence
Photo by Ralph Lieberman, Courtesy of Clark Art Institute.

you may do so until something better is available.” The position brought
eight scudi a month, more or less. In the meanwhile, Michelangelo pursued
his studies, every day showing the Magnificent some result of his efforts.

In the same house lived Poliziano, a most learned and clever man, as
everyone knows and his writings fully testify.’® Recognizing in Michelangelo
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a superior spirit, he loved him very much and, although there was no need,
he continually urged him on in his studies, always explaining things to him
and providing him with subjects. Among these, one day he proposed to him
the Rape of Deianira and the Battle of the Centaurs, telling the whole story
one part at a time. Michelangelo set out to do it in marble in mezzo-rilievo
(PL 5), and he succeeded so well that I recall hearing him say that, when-
ever he sees it again, he realizes what a great wrong he committed against
nature by not promptly pursuing the art of sculptufe, judging by that work
how well he could succeed. Not does he say this in order to boast, being a
most modest man, but because he truly bewails having been so unfortunate
that, through the fault of others, he sometimes spent ten or twelve years
doing nothing, as will be seen below. This work of his can still be seen in his
house in Florence, and the figures are about two palmi high.*®

Hardly had he finished his work when Lorenzo the Magnificent de-
parted this life. Michelangelo returned to his father’s house, and he suffered
such anguish over this death that for many days he was unable to do any-
thing. But then he became himself again and bought a great block of marble
which had lain many years exposed to the wind and the rain, and out of it he
carved a Hercules four braccia high, which was later sent to France.*

While he was working on this statue, a great quantity of snow fell in
Florence, and Piero de’ Medici, Lorenzo’s eldest son, who had taken his
father’s place but lacked the grace of his father, being young, wanted a-
statue of snow made in the middle of his courtyard.* He remembered
Michelangelo, sent for him, and had him make the statue; and he wanted
him to stay in his house as in his father’s time, giving him the same room
and having him as before, always at his table, where the same custom was
maintained as in the father’s lifetime, namely that whoever was seated first
at table never moved from his place for anyone, however important, who
might come in later. Lodovico, Michelangelo’s father, who was by this
time more friendly to his son, clothed him better and more worthily, as he
saw that he was almost always in the company of distinguished men. Thus
the young man remained with Piero for some months and was much cherished
by him. There were two men of his household on whom Piero was wont to
pride himself as being rare persons: one was Michelangelo, the other a
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prATE 6 Attributed to Michelangelo, Crucifix, Casa Buonarroti, Florence
Photo courtesy Gabinetto Fotografico, Soprintendenza alle Gallerie, Florence



Spanish groom who, apart from the beauty of his body, which was marvelous,
was so agile and strong and had such good wind that Piero on horseback at
full gallop could not get'a finger’s length ahead of him.

At this time, Michelangelo, to oblige the prior of Sto. Spirito, a church
greatly honored in the city of Florence, made a wooden Crucifix (Pl 6), a
little less than life-size, which still today is to be seen over the main altar
of that church. He was very intimate with the prior, from whom he received
much kindness and who provided him both with a room and with corpses
for the study of anatomy, than which nothing could have given him greater
pleasure. This was the first time that he applied himself to this study, and he
pursued it as long as he had an opportunity.*

A certain man nicknamed Cardiere frequented Piero’s house, who sang
and improvised marvelously on the lyre and used to give pleasure to the Mag-
nificent, who also played and so would practice the art almost every evening
after dinner. This man, being a friend of Michelangelo’s, confided to him
a vision, which was this: that Lorenzo de’ Medici had appeared to him with
a black robe, all in rags over his nakedness, and had commanded him to
tell his son that he would shortly be driven from his house, never to return
again. Piero de’ Medici was so insolent and intemperate that neither the
goodness of his brother Giovanni the cardinal nor the courtesy and humane-
ness of Giuliano had as much power to keep him in Florence as those vices
had to cause his expulsion.?® Michelangelo urged Cardiere to inform Piero
of this and to carry out Lorenzo’s command; but Cardiere, fearing Piero’s
nature, kept it to himself. Another morning when Michelangelo was in the
courtyard, who should appear but Cardiere, all terrified and suffering, and
once again he tells-him that Lorenzo appeared to him that night in the same
garb as before and that, while he was awake and staring, he struck him a
great buffet on the cheek because he had not communicated to Piero what
he had seen. Michelangelo rebuked him then, and he was so persuasive that
Cardiere, taking heart, set out on foot to go to Careggi, a Medici villa about
three miles from the-city. But, when he was almost halfway, he met Piero,
who was on his way home, and, stopping him, he disclosed all that he had
seen and heard. Piero laughed it off and, alerting his attendants, he
made them mock him with a thousand jeers; and his chancellor, who later
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became Cardinal Bibbiena,* said to Cardiere, “You are out of your mind.
Who do you think Lorenzo loves more, is it his son or you? If it is his son,
would he not appear to him rather than to anyone else if this were true?”
Thus scorned, they let him go. When he was at home again and lamenting
to Michelangelo, he spoke to him so convincingly of the vision that he,
taking it for certain, left Florence two days later with two companions and
went to Bologna and from there to Venice, fearing that, if Cardiere’s
prediction should come true, he would not be safe in Florence. But, a few
days later, he ran out of money because he was paying for his companions
and thought to return to Florence; and, when he reached Bologna, the fol-
lowing circumstance intervened.

There was in that city at the time of Messer Giovanni Bentivoglio
a law to the effect that any foreigner entering Bologna should be stamped
on the thumbnail with a seal in red wax.*® And so, when Michelangelo
inadvertently entered without the seal, he was taken together with his com-
panions to the license office and fined fifty lire in bolognini; as he had no way
of paying and was standing there in the office, one Messer Gianfrancesco
Aldovrandi, a gentleman of Bologna who was one of the Sixteen at that time,
noticed him there and, grasping the situation, had him set free, chiefly
because he had found out that he was a sculptor.** And, when he invited
him to his house, Michelangelo thanked him, excusing himself because
he had with him two friends whom he did not want to leave, nor did he
want to inflict their company on him. To which the gentleman replied,
“I too will come with you and wander all over the world, if you will pay
my way.” When Michelangelo had been persuaded by these and other
words, he excused himself to his friends and took leave of them, giving them
what little money he had, and went to lodge with the gentleman. At this
point, the Medici family with all their followers, who had been driven out of
Florence, came on to Bologna and were lodged in the house of the Rossi;
thus Cardiere’s vision or diabolical delusion or divine prediction or powerful
imagination, whatever it was, came true. This is truly remarkable and worth
recording, and I have related it just as I heard it from Michelangelo himself.

From the death of Lorenzo the Magnificent to the exile of his sons,
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some three years elapsed, so that Michelangelo must have been between the
ages of twenty and twenty-one®” To avoid those first popular upheavals;
waiting: for the city of Florence to assume some order, he stayed on in
Bologna with the aforesaid gentleman, who treated him with great honor,
as he was delighted with his intelligence, and every evening he had him read
from Dante or Petrarch and sometimes from Boccaccio, until he fell asleep.
One day, as he was taking Michelangelo around Bologna, he led him to see
the tomb of St. Dominic in the church dedicated to that saint, where two
marble figures were missing, which were a St. Petronius and a Kneeling Angel
with a candlestick in its hand. He asked Michelangelo if he felt equal to
making them and, when he said yes, he arranged for the commission to be
given to him and had him paid thirty ducats, eighteen for the St. Petronius
and twelve for the Angel. The figures were three palmi in height and are still
to be seen in that same place.*® But then, as Michelangelo had suspicions
of a Bolognese sculptor, who was complaining that Michelangelo had taken
the commission away from him, to whom it had been promised first, and
was threatening to cause him trouble, he returned to Florence, where things
had by then more or less calmed down and he could live safely at home.
He stayed a little more than a year with Messer Gianfrancesco Aldovrandi.

When Michelangelo was back in his native city, he set to work carving
out of marble an Eros, six or seven years old, lying in the position of a man
asleep. When Lorenzo di Pierfrancesco de’ Medici, for whom Michelangelo
had in the meanwhile made an Infant St. John, saw this figure, he thought it
very beautiful and said to him, “If you would fix it so that it looked as if it
had been buried, I would send it to Rome and it would pass for an ancient
work, and you would sell it much better.”?® Upon hearing this, Michelangelo,
to whom none of the ways of genius were obscure, reworked it immediately
so that it looked as if it had been made many years earlier. Thus it was sent
to Rome, and the cardinal of S. Giorgio bought it as an ancient work for
two hundred ducats. However, the man who collected this money deceived
both Lorenzo di Pierfrancesco and Michelangelo by writing to Florence that
Michelangelo was to be paid thirty ducats, that that was the amount he had
received for the Eros. But, in the meanwhile, it came to the ears of the
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PLATE 7 Michelangelo, St. Proculus, tomb of St. Dominic,
S. Domenico, Bologna
Photo courtesy Fratelli Alinari, Florence



cardinal how the putto had been made in Florence and, as he was indignant
at being cheated, he sent one of his gentlemen there. This man, pretending
to seek a sculptor for certain works in Rome, was directed to Michelangelo’s
house after several others; and to throw light cautiously on what he wanted,
when he saw the young man he asked if he would show him something. But
as he had nothing to show, he picked up a pen, because the lapis was not in
use at that time, and drew a hand for him with such skill that the gentleman
was astonished.** Then he asked him if he had ever done any work in
sculpture, and when Michelangelo answered yes, that he had done, amongst
other things, an Eros of such and such a height and pose, the gentleman
found out what he wanted to know. And, after describing what had hap-
pened, he promised Michelangelo that, if he were willing to go with him
to Rome, he would help him to recover the difference and would set every-
thing straight with his patron, whom he knew would be very pleased.

Thus Michelangelo, partly out of anger at being defrauded and partly
out of a desire to see Rome, which the gentleman had so extolled to him as
offering the widest field for everyone to demonstrate his ability, went along
with him and lodged in his house, which was near the cardinal’s palace.
In the meanwhile, the cardinal; who had been advised by letter as to how
the matter stood, had the man apprehended who had sold him the statue as
an ancient work and, when he had gotten his money back, he gave him back
the statue. It then passed, I do not know by what means, into the hands of
the Duke Valentino and was given to the marchioness of Mantua and sent
by her to Mantua, where it still is, in the house of those lords. Some were
critical of the cardinal of S. Giorgio in this affair because, if the work was
seen by all the artists in Rome and by them all equally it was judged very
beautiful, it did not seem that he should be so offended by its being modern
as to deprive himself of it for the sake of two hundred scudi when he was
an affluent and very wealthy man. But, if he was incensed by having been
deceived, he could have punished that man by making him return the
remainder of the payment to the statue’s master, whom he had already
taken into his house. But no one suffered in this more than Michelangelo,
who got no more out of it than what he had received in Florence.?! And the
fact that the cardinal of S. Giorgio had little understanding or enjoyment of
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sculpture is made abundantly clear to us because in the whole time that
Michelangelo stayed with him, which was about a year, he never worked on
any commission whatever from the cardinal. V

" He did not, however, lack a connoisseur who did make use of him; for
Messer Jacopo Galli, a Roman gentleman of fine intellect, had him make

in his house a marble Bacchus ten palmi high (Pl. 8), whose form and ap-

PLATE ¢ Satyr and Flayed Leopardus, detail of Bacchus
Photo courtesy Fratelli Alinari, Florence



pearance correspond in every particular to the intention of the writers of
antiquity: the mirthful face and sidelong, lascivious eyes of those too much
possessed by the love of wine. He holds a cup in his right hand, as if about
to drink, and gazes at it as if taking pleasure in that liquor which he invented,;
for this reason Michelangelo encircled the head with a garland of vine leaves.
Over the left arm he has the skin of a tiger, which animal is dedicated to him
because of its great delight in the grape; and Michelangelo made the skin
instead of the animal to signify that he who lets himself be lured to that
extent by the senses and by the craving for that fruit and its liquor ends
by giving up his life to it. In the hand of this arm he holds a bunch of grapes
which a merry and nimble little satyr (Pl. 9) at his feet is furtively eating;
he appears to be about seven years old, and the Bacchus looks eighteen. It
was also the wish of the said Messer Jacopo that he make an Eros; and both
of these works are to be seen today in the house of Messers Giuliano and
Paolo Galli, courteous and worthy gentlemen with whom Michelangelo has
always maintained an intimate 'friendship.'*2

A little later, as a commission from the cardinal of . Dionigi, known
as Cardinal Rovano, he made out of one block of marble that marvelous .
statue of Our Lady which is nowadays in the chapel of the Madonna della
Febbre (Pl 10), although at first it was placed in the church of Sta.
Petronilla, the chapel of the king of France, near the sacristy of St. Peter’s.
That church, which according to some was formerly a temple to Mars, was
destroyed by Bramante for the sake of the design of the new church.® The
Madonna is seated on the rock in which the cross was fixed, with her dead
Son across her lap, of such great and rare beauty that no one sees it who is
not moved to pity. It is an image truly worthy of that humanity with which
the Son of God and so great a mother were endowed, even though there are
some who object to the mother as being too young in relation to the Son.
When I was discussing this one day with Michelangelo, he answered: “Don’t
you know that women who are chaste remain much fresher than those who
are not? How much more so a virgin who was never touched by even the
slightest lascivious desire which might alter her body? Indeed, I will go further
and say that this freshness and flowering of youth, apart from being preserved
in her in this natural way, may also conceivably have been given divine as-
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pLATE 10 Michelangelo, Pietd, St. Peter’s Basilica, Rome
Photo courtesy FFratelli Alinari, Florence
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sistance in; order to prove to the world the virginity and perpetual purity of
the mother. This was not necessary with the Son, in fact rather the con-
trary, because in order to show that the Son of God truly assumed human
form, as He did, and submitted to all that an ordinary man undergocs, except
sin, there was no need for the divine to hold back the human, but it was
necessary to let it follow its own course and order so that He would show
exactly the age He was. Therefore you should not be surprised if, with this
in mind, I made the Holy Virgin, mother of God, considerably younger in
comparison with her Son than her age would ordinarily require, though I
left the Son at His own age.”* This consideration would be most worthy of
any theologian and perhaps extraordinary coming from others, but not from
him whom God and nature formed not only to do unique work with his
hands but also to be a worthy recipient of the most sublime concepts, as can
be recognized not only from this, but from very many of his thoughts and
writings. Michelangelo could have been twenty-four or twenty-five years old
when he did this work. Through it, he acquired great fame and reputation,
so much that, already in the opinion of the world, he not only far surpassed
any other man of his time, and of the time before him, but he even rivaled
the ancients.

After he had done these things, he was forced to return to Florence to
attend to his family affairs; there he stayed for some time and made that
statue known to all as the Gigante (Pl. 11), which still today stands at the
end of the platform in front of the door of the Palazzo della Signoria.”
And it came about in this way: the operai of Sta. Maria del Fiore owned a
block of marble nine braccia high, which had been brought from Carrara a
hundred years earlier by an artist who, from what one could see, was not
as experienced as he should have been; for, in order to tramsport it more
conveniently and with less effort, he had roughed it out right at the quarry,
but in such a way that neither he nor anyone else ever had the courage to
lay a hand to it to carve a statue, not of that size or even much smaller. Since
they were unable to get anything out of that block of marble which was likely
to be good, one Andrea dal Monte a San Sovino had the idea that he might
obtain it from them, and he asked them to make him a present of it, promis-
ing that, by adding certain pieces to it, he would carve a figure out of it.
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But, before they decided to give it to him, they sent for Michelangelo and
told him of Andrea’s desire and opinion; and, when they perceived his con-
fidence that he could carve something good from it, in the end they offered
it to him. Michelangelo accepted it, and without adding any other pieces
he extracted the aforesaid statue so exactly that the old rough surface of the
marble still appears on the top of the head and on the base.* He has done
the same in several other statues, such as the figure representing the
Contemplative Life (Pl. 40) on the tomb of Pope Julius II: it is characteristic
of great artists and of their mastery of the art. But in this statue it seemed all
the more extraordinary because, apart from the fact that he did not add any
pieces, it is also impossible (as Michelangelo is wont to say) or at least ex-
tremely difficult in making statues to correct the faults of the rough stage.
He received four hundred ducats for this work and he accomplished it in
eighteen months.

And so that there should be no material in the realm of sculpture to
which he could not turn his hand, after the Gigante, at the request of his
great friend Piero Soderini, Michelangelo cast a life-sized statue in bronze
which was sent to France and likewise a David with Goliath below.*” The
one which is to be seen in the center of the courtyard of the Palazzo della
Signoria is by the hand of Donatello, an outstanding man in the art of
sculpture and much praised by Michelangelo except in one respect, that he
lacked patience in polishing his works, so that, though they were admirably
successful from a distance, they lost their reputation when seen from
nearby.*

He also cast in bronze a Madonna with her little Son in her lap, which
was sent to Flanders after he had been paid a hundred ducats for it by
certain Flemish merchants, the Moscheroni, a very noble family in their own
country. And in order not to abandon painting altogether, he did a Madonna
on a round panel for Agnolo Doni, a Florentine citizen, for which he re-
ceived seventy ducats.®®

He remained for some time doing almost nothing in these arts, dedicat-
ing himself to the reading of poets and vernacular orators and to writing
sonnets for his own pleasure until, after the death of Pope Alexander VI,
he was called to Rome by Pope Julius IT (Pl 12), and he received a hundred
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PLATE 12 Raphael, Julius Il in The Mass at Bolsena,
Stanza d’Eliodoro, Vatican, Rome.
Photo courtesy Fratelli Alinari, Florence

ducats in Florence for his traveling expenses. Michelangelo must have been
twenty-nine at that time, because if we count from his birth, which was in
1474, as has been mentioned, to the aforesaid death of Alexander, which was
in 1503, we will find that so many years had elapsed. After he came to
Rome, then, many months passed before Julius II could decide in what way
to employ him. At last it entered his mind to have him make his tomb.*
And, when he saw the design, he liked it so much that he sent him at once
to Carrara to quarry the amount of marble required for the project, and he
had Alemanno Salviati pay him a thousand ducats in Florence for this pur-
pose.*’ He remained in those mountains for more than eight months, with
two helpers and a horse and no provision other than food. One day while
there, he was looking at the landscape, and he was seized with a wish to
carve, out of a mountain overlooking the sea, a colossus which would be visible
from afar to seafarers. He was attracted largely by the suitability of the rock,
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which could be carved conveniently, and by the wish to emulate the ancients,
who when they chanced to be in a place, perhaps for the same reasons as
Michelangelo, either to escape idleness or for whatever other purpose, left
behind them some sketched, imperfect traces which give very good proof
of their skill*> And he would certainly have dome it if he had had enough
time or the project for which he had come had permitted. One day I heard
him speak of this with great regret. Now, after he had quarried and selected
what he thought were enough marbles and transported them to the coast,
he left one of his men to attend to their loading, and he returned to Rome.
And since he had stopped in Florence for several days, when he reached
Rome he found that part of the marble had already arrived at Ripa; when
the blocks had been unloaded there, he had them taken to the Piazza S.
Pietro, behind Sta. Caterina, where he had his room near the Corridor.*®

So great was the quantity of the blocks of marble that, when they
were spread out in the piazza, they made other people marvel and rejoiced
the pope, who conferred such great and boundless favors on Michelangelo
that, when he had begun to work, he would go more and more often all the
way to his house to see him, conversing with him there about the tomb and
other matters no differently than he would have done with his own brother.
And, in order to be able to go there more conveniently, he ordered a draw-
bridge built between the Corridor and Michelangelo’s room, whereby he
could go in there secretly. As very often happens at court, the many great
favors thus conferred gave rise to envy and, after envy, endless persecutions.
Thus the architect Bramante, who was loved by the pope, made him change
his plans by quoting what common people say, that it is bad luck for anyone
to build his tomb during his lifetime, and other stories. Apart from envy,
Bramante was prompted by the fear he had of the judgment of Michelangelo,
who kept discovering many of Bramante’s blunders. Because Bramante, who
was as everyone knows a great spendthrift and given to every sort of pleasure,
so that the funds provided him by the pope, however ample, did not suffice,
tried to gain advantage in his buildings by making the walls of poor ma-
terials and inadequately strong and secure for their size and extensiveness.
This is obvious for everyone to see in the building of St. Peter's in the
Vatican, in the Belvedere Corridor, in the monastery of S. Pietro in Vincols,
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pLATE 13 Michelangelo, Dying Slave, Louvre, Paris

Photo courtesy Cliché Musées Nationaux, Paris



PLATE 14 Michelangelo, Rebellious Slave, Louvre, Paris
Photo courtesy Cliché Musées Nationaux, Paris



and in his other buildings, all of which have required new foundations and
reinforcement with buttresses and retaining walls, as if they were falling or
would shortly have fallen down. Now, because he did not doubt that
Michelangelo recognized these misdeeds of his, he constantly sought to
emove him from Rome, or at least to deprive him of the pope’s favor and of
he glory and reward he might acquire by his industry.** This happened to
Lim in the case of this tomb; if it had been built according to his first design
‘be it said without envy), there is no doubt that in his art he would have
srevailed over any other artist, however highly regarded, as he had ample
cope in which to show his worth. And what he was going to do is indicated
oy his other works and by those two Captives (Pls. 13, 14) which he had
lIready executed for the project; everyone who has seen them considers that
10 more deserving work has ever been done.*® '

And to give some idea of it, I will say briefly that this tomb was to have
had four faces (Fig. 2): two were to have been eighteen braccia long to serve
15 the sides, and two of twelve braccia as head and foot, so that it came to a
square and a half. All around the exterior there were niches for statues and
between each niche and the next there were terms to which other statues
were bound like captives, upon certain cubical bases which rose from the
ground and projected outward.*® These represented the liberal arts, such as
painting, sculpture, and architecture, each with its attributes so that it could
easily be recognized for what it was, signifying thereby that all the artistic
virtues were prisoners of death together with Pope Julius, as they would never
find another to favor and foster them as he did. Above these statues ran a
cornice which bound the whole work together, on which level there were
four large statues, one of which, namely the Moses (Pl 38), appears in
S. Pietro in Vincoli; and this will be discussed in its proper place. Continuing
upward, the work terminated in a surface upon which there were two angels
supporting a sarcophagus: one of them seemed to smile as if rejoicing that
the soul of the pope had been received among the blessed spirits, the other
to weep as if grieving that the world should be stripped of such a man.
Through one end, the one which was at the upper side, one entered into a
small chamber within the tomb resembling a tempietto, in the center of
which was a marble chest where the body of the pope was to be placed;*”
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everything was executed with marvelous artistry. In short, the whole work
" involved more than forty statues, not counting the narrative scenes in bronze
in mezzo-rilievo, all pertinent to the subject, in which the deeds of this
great pope were to be seen.

When the pope had seen this design, he sent Michelangelo to St. Peter’s
to see where it could suitably be placed. The form of the church then was
that of a cross, at the head of which Pope Nicholas V had begun to rebuild
the choir, and it had already reached a height of three braccia aboveground
when he died. It seemed to Michelangelo that this was a very appropriate
place and, returning to the pope, he presented his opinion, adding that, if
His Holiness thought so too, it was going to be necessary to raise the struc-
ture and roof it over. The pope asked him what would be the cost, to which
Michelangelo answered, “A hundred thousand scudi.” “Let it be two hundred
thousand,” said Julius. And after sending San Gallo, the architect, and
Bramante to see the place, in the course of these arrangements the pope was
inspired to build the whole church anew. Various designs were ordered,
and Bramante’s was accepted as more attractive and better conceived than
the others (Fig. 9). Thus it was because of Michelangelo that the part of
the building that was already begun was finished because, if this had not
happened, perhaps it would still be as it was, and also that the pope con-
ceived the desire to renovate the rest according to a new and more beautiful
and more magnificent design.*®

Now to return to our story. Michelangelo became aware of the pope’s
change of mind in this way: the pope had enjoined Michelangelo to go to
him and no one else when he needed money, so that he would not have
to turn here and there for it. It happened one day that the rest of the marbles
which had remained at Carrara arrived at Ripa. Michelangelo had them
unloaded and taken to St. Peter’s and came to ask the pope for money, as he
wanted to pay the fees for hiring, unloading, and transportation; but he
found him busy and access to him more difficult. Therefore when he went
home, in order not to inconvenience those poor men who were waiting to
collect, he paid them all himself, expecting to have his money back, as he
might get it readily from the pope. When he returned another morning |
and entered the antechamber for an audience, lo and behold, an equerry came
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toward him saying, “Forgive me, but I have orders not to admit you.” There
was a bishop present, who when he overheard the equerry’s words rebuked
him, saying, “You must not realize who this man is?” “On the contrary, I do
know him,” answered the equerry, “but I am obliged to follow the orders
of my superiors, without inquiring further.” Michelangelo, to whom up to
then no portiere had ever been drawn or door closed, seeing himself thus
discarded, was angered by this turn of events and answered, “And you may
tell the pope that from now on, if he wants me, he can look for me else-
where.” So when he returned home he gave orders to two servants that he
had that, when they had sold all the household furniture and collected the
money, they were to follow him to Florence. He rode post and at two in
the morning he reached Poggibonsi, a fortified town in the domain of
Florence, some eighteen or twenty miles from the city. Here, being in a safe
place, he alighted. Shortly afterwards, five couriers arrived from Julius, with
orders to bring him back wherever they should find him. But they had come
upon him in a place where they could do him no violence and, as Michel-
angelo threatened to have them killed if they attempted anything, they
resorted to entreaties; these being of no avail, they did get him to agree that
at least he would answer the pope’s letter, which they had presented to him,
and that he would write specifically that they had caught up with him only in
Florence, in order for the pope to understand that they had not been able
to bring him back against his will. The tenor of the pope’s letter was this:
‘that, as soon as Michelangelo had seen the present letter, he was to return
forthwith to Rome, under pain of his disfavor. To which Michelangelo
answered briefly that he would never go back; that in return for his good
and faithful service he did not deserve to be driven from the pope’s presence
like a villain; and that, since His Holiness no longer wished to pursue the
tomb, he was freed from his obligation and did not wish to commit himself to
anything else. When he had dated the letter as we said and dismissed the
couriers, he went on to Florence where, in the three months that he stayed
there, three briefs were sent to the signorida, full of threats, to the effect that
they should send him back by fair means or foul.*®

Piero Soderini, who was then gonfaloniere for life of that republic, had
previously let him go to Rome against his will, as he was planning to employ

35/ THE LIFE OF MICHELANGELO



11y o 9njusu pinepnor) £931n0d 030y 193s9019T JO [ED 3 JO uorssturad £g
S[OJION [[BEL WE[OF] ‘UOL0[[00) 193590107 PIOT ‘Putasn) J0 211pg Y I, 10}

1003180 $ o[oFuE[PUI J0 (A1n3usd YjusayNIs-pru sunualof]) £dod [enied St aLvid

3




him in painting the Sala del Consiglio; thus when the first letter came he
did not force Michelangelo to return, hoping that the pope’s anger would
pass; but, when the second and the third came, he sent for Michelangelo and
said to him, “You have tried the pope as a king of France would not have
done. However, he is not to be kept begging any longer. We do not want
to go to war with him over you and place our state in jeopardy. Therefore,
make ready to return.” Then Michelangelo, seeing that it had come to this
and fearing the wrath of the pope, thought of going away to the Levant,
chiefly as the Turk sought after him with most generous promises through
the intermediary of certain Franciscan friars, because he wanted to employ
him in building a bridge from Constantinople to Pera and in other works.®
But, when the gonfaloniere heard of this, he sent for him and dissuaded
him from this idea, saying that he should prefer to die going to the pope than
to live going to the Turk; and that anyway he should not be afraid of this
because the pope was benevolent and was recalling him because he loved him
and not in order to harm him; and that, if he was still afraid, the signoria
would send him with the title of ambassador, because it is not customary to
commit violence against public persons without its applying to those who
send them. On account of these and other words, Michelangelo prepared
to return.

But during this time that he stayed in Florence two things happened. One
was that he finished that marvelous cartoon which he had begun for the Sala
del Consiglio, in which he depicted the war between Florence and Pisa and
the many and various incidents which took place in the course of it (Pl. 15).
This artistically most skillful cartoon enlightened all who took brush in hand
from that time forth. And I do not know by what misfortune it then went
astray, for Michelangelo had left it in the Sala del Papa, a place in Florence
at Sta. Maria Novella which goes by this name. However, some fragments
are to be seen in various places, preserved with great care and as something
sacred.”® The other thing which happened was that Bologna was taken by
Pope Julius, and he had gone there, and this acquisition had put him in very
good spirits. This gave Michelangelo the courage to appear before him with
more hope.

So he reached Bologna one morning and went to S. Petronio to hear
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mass, and who should appear but the pope’s equerries who, recognizing him,
brought him before His Holiness, who was at table in the Palazzo de’ Sedici.
‘When he saw Michelangelo in his presence, he said to him with an angry look
on his face, “You were supposed to come to us, and you have waited for us
to come to you,” meaning that His Holiness having come to Bologna, a
place much closer to Florence than Rome was, was as if he had come to
him. Michelangelo knelt down and loudly begged his forgiveness, pleading
that he had erred not out of wickedness but out of indignation, as he could
not bear to be turned away as he was. The pope remained with his head
bowed and a disturbed expression on his face, answering nothing, when a
monsignor, sent by Cardinal Soderini to exonerate and recommend Michel-
angelo, wanted to intervene and said, “Your Holiness must disregard his
offense, because he offended through ignorance. Painters, outside of their art,
are all like that.” To which the pope answered angrily, “You are saying
insulting things about him which we do not say. You are the ignoramus
and the wretch, not he. Get out of my sight and go to the devil.” And, when
he did not go, he was pushed out (as Michelangelo tells it) with jabs by the
pope’s attendants. The pope, having thus vented most of his wrath upon the
bishop, called Michelangelo closer, pardoned him, and enjoined him not to
leave Bologna until he had given him another commission.*

Nor did the pope delay long before he sent for Michelangelo and said
that he wanted him to portray him in a great bronze statue which he wanted
to place on the facade of the church of S. Petronio. And, leaving a thousand
ducats for this.purpose in the bank of Messer Antonmaria da Lignano, he
returned to Rome. In fact, before he left, Michelangelo had already made
a clay model of the statue. And, since he was in doubt as to what to do with
the left hand, having made the right hand in an attitude of benediction, he
inquired of the pope, who had come to see the statue, whether he would like
it if he made a book in that other hand. “What book,” was the pope’s rc-
sponse; “a sword: because I for my part know nothing of letters.” And,
joking about the forceful gesture of the right hand, he said smilingly to
Michelangelo, “This statue of yours, is it giving the benediction or a
malediction?” To which Michelangelo rejoined, “It is threatening this
populace, Holy Father, if they are not prudent.” But as I have said, when
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Pope Julius returned to Rome, Michelangelo remained in Bologna, and he
spent sixteen months finishing the statue and installing it where the pope had
alreddy ordered him to do so. Later, when the Bentivoglio reentered Bologna,
this statue was thrown to the ground and destroyed in the fury of the popu-
lace. It was more than three times life-size.?

When Michelangelo had finished this work, he came on to Rome, where
Pope Julius, still resolved not to do the tomb, was anxious to employ him.
Then Bramante and other rivals of Michelangelo put it into the pope’s
head that he should have Michelangelo paint the vault of the chapel of
Pope Sixtus IV (Pl 16), which is in the palace, raising hopes that in this
he would accomplish miracles. And they were doing this service with malice,
- in order to distract the pope from projects of sculpture, and because they
took it for certain that either he would turn the pope against him by not
accepting such an undertaking or, if he accepted it, he would prove con-
siderably inferior to Raphael of Urbino, whom they plied with every favor
out of hatred for Michelangelo, as it was their opinion that Michelangelo’s
principal art was the making of statues (as indeed it was). Michelangelo, who
had not yet used colors and who realized that it was difficult to paint a vault,
made every effort to get out of it, proposing Raphael and pleading that this
was not his-art and that he would not succeed; and he went on refusing to
such an extent that the pope almost lost his temper. But, when he saw that
the pope was determined, he embarked on that work which is to be seen today
in the papal palace to the admiration and amazement of the world, and
which brought him so great a reputation that it set him above all envy.?* Of
this work I shall give a brief account.

The form of the vault is what is commonly called a barrel vault and its
supports are lunettes, which are six along the length and two across the
breadth, so that the whole vault amounts to two and a half squares.* In this
space Michelangelo painted principally the Creation of the world, but he
went on to embrace almost all the Old Testament (P1. 17). And he divided
this work in the following manner: starting from the brackets which support
the arches of the lunettes, up to about a third of the arch of the vault, a flat
wall is simulated (Fig. 7); rising to the top of it are some pilasters and bases
simulating marble, which project outward from a plane resembling a parapet,
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with its corbels below and with other little pilasters above against the same
plane, on which Prophets and Sibyls are seated. Springing from the arches
of the lunettes, these first pilasters flank the brackets, excluding, however,
a segment of the arches of the lunettes which is greater than the space con-
tained between them. On the said bases are imitation figures of little nude
children in various poses, which, like terms, support a cornice which sur-
rounds the whole work, leaving the middle of the vault from head to foot like
an open sky. This opening is divided into nine bands, because there are cer-
tain arches with moldings which rise from the cornice over the pilasters,
traverse the highest part of the vault, and rejoin the cornice on the opposite
side, leaving between the arches nine spaces, alternating large and small.
In each of the small ones there are two strips of imitation marble which cross
the space, so placed that the center comprises two parts to one part at each
side where the medallions are situated, as will be mentioned in the proper
place. And this he did to avoid the sense of surfeit which comes from
sameness.

At the head of the chapel, then, in the first space, which is one of the
smaller ones, God the Almighty is to be seen in the heavens, dividing light
from darkness by the motion of His arms (Pl 18).” In the second space is
the creation of the two great lights, in which He appears with arms out-
stretched, with His right arm pointing toward the sun and His left toward
the moon (Pl. 19). There are some little angels in His company, one of
whom at His left side hides his face and draws close to his Creator as if to
protect himself from the evil influence of the moon. In this same space, at
the left side, God appears again, turning to create the grasses and the plants
on earth, executed with such great artistry that, wherever you turn, He seems
to follow you, showing His whole back down to the soles of His feet, a very
~ beautiful thing, which demonstrates what foreshortening can do.*" In the
third space, the great God appears in the heavens, again with angels, and
gazes upon the water, commanding them to bring forth all the species of
_ creatures which that element sustains, just as in the second space He com-
manded the earth (Pl 20). In the fourth is The Creation of Man (Pl 21),
where God is seen with arm and hand outstretched as if to impart to Adam
the precepts as to what he must and must not do, while with the other arm
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PLATE 18 The Separation of Light from Darkness, Ignudi, and medallion
with The Sacrifice of Isaac, Sistine Ceiling
. Photo courtesy Fratelli Alinari, Florence
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He gathers His little angels around Him.%® In the fifth is when He draws
woman from Adam’s rib and she, rising with hands joined and held out
toward God and bowing in an attitude of meekness, seems to be thanking
Him and He to be blessing her (Pl. 22). In the sixth is when the devil, in
human form from the waist up and the rest in that of a serpent, with his legs
transformed into tails, coils around a tree and, pretending to reason with
the man, persuades him to act against his Creator while to the woman he-
proffers the forbidden apple (Pl 23). And the other part of the space shows
them both, expelled by the angel, stricken with fear and grief, fleeing from
the face of God.

In the seventh is the sacrifice of Abel and Cain (Pl. 24), the one pleasing
and acceptable to God, the other abhorrent and rejected.” In the eighth is
The Flood, in which Noah’s ark can be seen in the distance, in the midst of
the waters, with some figures who are clinging to it to be saved (PL 25).
Nearer, in the same sea, there is a boat laden with various people, which,
because it is overloaded and because of the frequent and violent shocks of
the waves, its sail lost, bereft of all aid or human remedy, is already shipping
water and going down. Here it is pitiful to see the human race perish so
miserably in the waves. Likewise, nearer the eye, a mountaintop appears
still above the waters, like an island, to which a multitude of men and women
have retreated as they flee the rising waters; they express various emotions,
but all pathetic and fearful, as they draw under a tent stretched over a tree
for protection against the extraordinary rain; and, overhead, the wrath of God
is represented with great artistry, pouring down upon them with waters, with
thunder, and with lightning. There is another mountain peak at the right
side, considerably nearer the eye, with a multitude ravaged by the same
disaster, whose every detail would take a long time to describe; suffice
it to say that they are all lifelike and awesome, as one might imagine in such
a calamity. In the ninth, which is the last, is the story of Noah when he lay.
drunk on the ground with his privy parts exposed and was derided by his son
Ham and covered by Shem and Japheth (Pl 26).

Under the aforesaid cornice which terminates the wall and over the
brackets on which the lunettes rest, between the pilasters are seated twelve
large figures of Prophets and Sibyls (Pl 27), all truly remarkable, as much
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for their poses as for the richness and variety of their draperies.*® But most
remarkable of all is the prophet Jonah (Pl 28), situated at the head of the
vault, because, contrary to the curve of the vault and by means of the play of
light and shadow, the torso which is foreshortened backward is in the part
nearest the eye, and the legs which project forward are in the part which is
farthest. A stupendous work, and one which proclaims the magnitude of
this man’s knowledge, in his handling of lines, in foreshortening, and in
_perspective. But in the spaces under the lunettes and also in the spaces above,
which have the form of a triangle, the whole of the Genealogy is painted,
or let us say the ancestry of the Savior, except for the comer triangles, which
are joined together into one and form a double space (Fig. 8). In one of
these, then, next to the wall of The Last Judgment, at the right-hand side,
Haman appears, who was hung upon a cross at the command of King
Ahasuerus; and this was because he, in his pride and arrogance, wanted to
hang Mordecai, the uncle of Queen Esther, for not doing him honor and
reverence as he passed by. In another is the story of the Brazen Serpent (PL
29), lofted by Moses on a staff, whereby the people of Israel, who had been
wounded and tormented by live snakes, were healed when they looked upon
it. Here Michelangelo has portrayed remarkable efforts of strength in those
who are trying to rid themselves of the coils of those vipers. In the third
corner, at the lower end, is Judith’s revenge upon Holofernes. And, in the
fourth, David’s upon Goliath.®* And this, in brief, is the entire narrative
content.

But no less marvelous than this is that part which does not appertain
to the narrative. These are certain ignudi which, seated on bases above the
aforesaid cornice, support at either side the medallions already mentioned
(P1. 18), which simulate metal, on which, in the manner of reverses, various
subjects are depicted, all related, however, to the principal narrative.”® In all
these things, in the beauty of the compartments, in the diversity of poses,
in the contradiction of the contours of the vault, Michelangelo displayed
consummate art. But, to relate the details of these and the other things
would be an endless undertaking, and a volume would not suffice. There-
fore I have passed over it briefly, wishing merely to cast a little light on the "
whole rather than to go into detail as to the parts.
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And, in the midst of all this, he was not without anxieties because, when
he had begun the work and completed the picture of The Flood, it began to
mildew so that the figures could barely be distinguished. Therefore Michel-
angelo, reckoning that this must be a sufficient excuse for him to escape such
a burden, went to the pope and said to him, “Indeed I told Your Holiness
that this is not my art; what I have done is spoiled. And if you do not be-
lieve it, send someone to see.” The pope sent San Gallo, who, when he saw
it, realized that Michelangelo had applied the plaster too wet, and con-
sequently the dampness coming through produced that effect; and, when
Michelangelo had been advised of this, he was forced to continue, and no
excuse served.

While he was painting, Pope Julius often wanted to go and inspect the
work; he would climb up by a ladder and Michelangelo would hold out a
hand to him to help him up onto the scaffolding. And, being one who was
by nature impetuous and impatient of waiting, as soon as the work was half
done, that is from the door to midway on the vault, he wanted Michelangelo
to uncover it while it was still incomplete and had not received the final
coat. The opinion and the expectation which everyone had of Michel-
angelo brought all of Rome to see this thing, and the pope also went there
before the dust raised by the dismantling of the scaffold had settled.®

After this work, when Raphael had seen the new and wonderful manner
of painting, as he had a remarkable gift for imitation, he sought through
Bramante to paint the rest himself.** This greatly disturbed Michelangelo,
and before Pope Julius he gravely protested the wrong which Bramante was
doing him; and in Bramante’s presence he complained to the pope, unfold-
ing to him all the persecutions he had received from Bramante; and next he
exposed many of his deficiencies, and mainly that, in demolishing the old
‘St. Peter’s, Bramante was pulling down those marvelous columns which were -
in that temple, with no regard or concern for their being broken to pieces,.
when he could lower them gently and preserve them intact; and he explained
that it was easy to put one brick on top of another, but that to make such
a column was extremely difficult, and many other things which need not be
told, so that, when the pope had heard of these derelictions, he wanted
Michelangelo to continue, conferring upon him more favors than ever. He
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finished this entire work in twenty months, without any help whatever, not
even someone to grind his colors for him.® It is true that I have heard him
say that it is not finished as he would have wanted, as he was hampered by
the urgency of the pope, who asked him one day when he would finish that
chapel, and when Michelangelo answered, “When I can,” the pope, enraged,
retorted, “You want me to have you thrown off the scaffolding.” Hearing
this, Michelangelo said to himself, “You shall not have me thrown off,” and
he removed himself and had the scaffolding taken down, and on All Saints’
Day he revealed the work, which the pope, who went to the chapel that day,
saw with immense satisfaction, and all Rome admired it and crowded to see
it. What was lacking was the retouching of the work a secco with ultramarine
and in a few places with gold, to give it a richer appearance. Julius, when
the heat of his enthusiasm had subsided, really wanted Michelangelo to
furnish these touches; but, when Michelangelo thought about the trouble
it would give him to reassemble the scaffolding, he answered that what was
lacking was nothing of importance. “It really ought to be retouched with
gold,” answered the pope, to whom Michelangelo responded with the
familiarity which was his way with His Holiness, “I do not see that men wear
gold.” The pope said, “It will look poor.” Michelangelo rejoined, “Those
who are depicted there, they were poor too.” So he remarked in jest, and so
the work has remained.®

For this work and for all his expenses, Michelangelo received three
thousand ducats, of which he was obliged to spend about twenty or twenty-
five on colors, according to what I have heard him say. After he had accom-
plished this work, because he had spent such a long time painting with his
eyes looking -up at the vault, Michelangelo then could not see much when he
looked down; so that, if he had to read a letter or other detailed things, he
had to hold them with his arms up over his head. Nonetheless, after a while,
he gradually grew accustomed to reading again with his eyes looking down.
From this we may conceive how great were the attention and diligence with
which he did this work.®

Many other things happened to him during the lifetime of Pope Julius,
who loved him with all his heart and with more concern and jealousy for him
~~than for anyone else whom he had around him. This can be inferred quite
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clearly from what we have already written. Indeed, when the pope suspected
one day that Michelangelo was annoyed, he sent someone at once to placate
hint. It happened in this way: Michelangelo, wishing to go to Florence for
the feast of S. Giovanni, asked the pope for money. And, when the pope
demanded when he would finish the chapel, Michelangelo answered in his
usual way, “When I can.” The pope, who was precipitate by nature, struck
him with a staff which he had in his hand, saying, “When I can, when I can.”
However, after Michelangelo had gone home, he was making preparations to
go without fail to Florence when Accursio, a young man much in favor,
arrived from the pope and brought him five hundred ducats, placating him
as best he could and making the pope’s excuses. Michelangelo accepted the
apology and went off to Florence. Thus it was evident that Julius had no
greater concern for anything than for keeping this man with him; and he
wanted to employ him not only during his lifetime but also after his death.

Thus, when he was approaching death, he commanded that Michel-
angelo was to be commissioned to finish that tomb which he had already
begun, and the pope put his own nephew, Cardinal Aginense, in charge of it,
with Cardinal Santi Quattro the Elder. But these men had him draw up a
new design (Fig. 3), as the original seemed to them too great an under-
taking.®® So Michelangelo entered once again upon the tragedy of the tomb,
which turned out no more happily for him than the first one; indeed, it
turned out far worse, bringing him innumerable difficulties, disappointments,
and anxieties, and worse yet, through the malice of certain men, it brought
him disgrace of which he has barely rid himself after many years. Then
Michelangelo began all over again to have the work done, with many master
artisans brought from Florence, and Bernardo Bini, who was the depositario,
dispensed money as it was needed.®® But he did not get very far with it
before he was interrupted, to his great distress, because Pope Leo (PL 2),
who succeeded Julius, conceived a desire to decorate the facade of S. Lorenzo
in Florence with sculpture and marble work. This church was built by the
great Cosimo de’ Medici and was all completely finished except for the
fagade at the front (Pl 30). Pope Leo, then, when he decided to contribute
this part, thought to employ Michelangelo; and, sending for him, he had
him make a design, and finally he wanted him to go to Florence for this
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PLATE 30 S. Lorenzo, Florence
Photo courtesy Fratelli Alinari, Florence

purpose and take on that whole burden. Michelangelo, who had begun to
work on the tomb of Julius with great devotion, put up all the resistance he
could, alleging that he was under obligation to Cardinals Santi Quattro and
Aginense and could not fail them. But the pope, who had resolved upon this,
answered him, “Let me deal with them, for I shall see that they are satis-
fied.” So he sent for them both and made them release Michelangelo to the
very great sorrow of both Michelangelo and the cardinals, particularly Agi-
nense who was, as we have said, the nephew of Pope Julius. However, Pope
Leo promised them that Michelangelo would work on the tomb in Florence
and that he did not want to obstruct it. So it came about that Michelangelo,
weeping, abandoned the tomb and went away to Florence. When he had
arrived and organized all those things which were required for the facade
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PLATE 31 Wooden model of Michelangelo’s design for the facade
of S. Lorenzo, Casa Buonarroti, Florence
Photo courtesy Fratelli Alinari, Florence

(PL 31), he went on to Carrara to bring back the marbles, not only for the
fagade but also for the tomb, in the belief that he would be able to proceed
with it, as he had been promised by the pope.”

In the meanwhile, word was sent to Pope Leo that in the mountains
of Pietra Santa, a stronghold of the Florentines, there were marbles of the
same beauty and quality as those at Carrara and that, when this had been
mentioned to Michelangelo, he had preferred to quarry the Carrara marbles
rather than these others which were in the state of Florence, as he was a friend
of the Marquis Alberigo and had come to an understanding with him.™ The
pope wrote to Michelangelo, ordering him to go to Pietra Santa to see
whether the information written to him from Florence were true. When
Michelangelo went there, he found marbles which were very difficult to work
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PLATE 32 Sebastiano del Piombo, Pope Clement VII, Galleria Nazionale,
Museo di Capodimonte, Naples
Photo courtesy Fratelli Alinari, Florence

and not really suitable; and, even if they had been suitable, it was difficult
and very expensive to transport them to the coast, as it was necessary to
build a good many miles of road through the mountains with pickaxes, and on
piles across the plain, which was marshy. When Michelangelo wrote this to
the pope, he gave more credence to those who had written to him from
Florence than to Michelangelo, and he ordered him to build the road. So, to
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carry out the pope’s wishes, he had the road built and by this means trans-
ported a great quantity of marbles to the coast. Amongst these were five
columns of exact size, one of which he had transported to Florence, where it
can be seen in Piazza S. Lorenzo; the other four, because the pope changed
his mind and turned his thoughts elsewhere, are still lying on the beach.?™
But the marquis of Carrara, who thought that because Michelangelo was a
Florentine citizen it had been his idea to quarry at Pietra Santa, became his
enemy, and later he did not want him to return to Carrara for certain marbles
which he had had quarried there. This was most detrimental to Michelangelo.

Now, when he had returned to Florence and found that, as we have
already said, Pope Leo had completely lost interest, Michelangelo sorrowfully
remained a long time without doing anything, after wasting much of his
time up to then on first one thing and then another, to his great regret.
Nonetheless, with certain marbles which he had, he began to proceed with
the tomb in his own house. But, when Leo died and Hadrian VI was created
pope, he was once again forced to interrupt the work, because people were
making the accusation that he had received fully sixteen thousand scudi from
Julius for that work and was not taking the trouble to execute it but was
staying in Florence for his own pleasure.”® When he was thus called to Rome
in regard to this matter, the Cardinal de’ Medici, who later became Clement
VII (PL 32) and who at that time controlled the government of Florence,
did not want him to go; and, to keep him occupied and to have some pre-
text, he set him to work on the vestibule of the Medici Library in S. Lorenzo
and also on the sacristy with the tombs of his ancestors (Pl 33), and he
promised to satisfy the pope for him and to smooth everything out. So, as
Hadrian did not live many months in the papacy and Clement succeeded
him, for a time no word was said about the tomb of Julius.™ But, when
Michelangelo was advised that Francesco Maria, the duke of Urbino, nephew
of Pope Julius of happy memory, was making great complaints about him
and even adding threats, he proceeded to Rome, where he discussed the
matter with Pope Clement.™ The pope advised him to have the duke’s agents
summoned to make an accounting with him of everything which he had
received from Julius and everything he had done for him, knowing that,
when Michelangelo’s works were appraised, he would emerge a creditor rather
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than a debtor. Michelangelo stayed there reluctantly for this matter, and,
when some of his affairs were in order, he returned to Florence, mainly be-
cause he anticipated the ruin which descended on Rome shortly thereafter.

In the meanwhile, the house of Medici was banished from Florence for
assuming greater authority than is tolerable to a free city and one which is
ruled as a republic.”® And, as the signoria had no doubt that the pope would
do everything he could to reinstate the Medici, and they fully expected war,
they turned their attention to fortifying the city; and they made Michelangelo
commissioner general over this. Placed at the head of this undertaking, then,
apart from many other provisions he made for the whole city, he built forti-
fications around the hill of S. Miniato, which stands above the city and
surveys the surrounding countryside. If the enemy had made themselves
masters of that hill, there is no doubt that they would have made them-
selves masters of the city as well. Thus this foresight made for the safety of
the country and extreme detriment to the enemy; because, the hill being
high and elevated, as I have said, great harm was inflicted on the enemy,
chiefly from the bell tower of the church, where there were two pieces of
artillery which continually did great damage to the plain beyond. Even
though Michelangelo had made that provision, he nevertheless remained
on the mountain for any contingency that might arise. And, when he had
been there already about six months, rumors arose among the soldiers of
the city of I know not what treachery. When Michelangelo became aware
of this, partly by himself and partly through the warnings of certain captains
who were friends of his, he went to the signoria and revealed to them what
he had heard and seen, pointing out to them the danger in which the city
found itself and saying that there was still time for them to take measures
if they wanted to. But, instead of being rewarded with gratitude, he was
insulted and reproved for being fainthearted and unduly suspicious. And
the man who answered him thus would have done far better to lend him an
ear because, when the house of Medici entered Florence, he had his head
cut off, whereas he might perhaps have lived.

When Michelangelo perceived that little value was attached to his words
and that the city was sure to be ruined, he used his authority to have a gate
opened for him and he went out with two companions and proceeded to
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Venice. And certainly the treason was not an idle story; but he who was
handling the matter judged that it would pass off with less scandal if it
were not revealed just then, and if in time the same effect were produced by
his merely not doing his duty and hindering whoever might have wanted to
do it. Michelangelo’s departure caused an uproar in Florence, and he fell into
deep disfavor with the ruling forces. Nonetheless he was called back with
great entreaties and with appeals to his patriotism and with assertions that
he should not abandon the task that he had taken upon himself and that
things had not reached such an extreme as he had been given to understand,
and many other things. Persuaded by these arguments and by the authority
of the personages writing to him, and principally by love of his native land,
when he had been given a safe-conduct for ten days from the day he was to
arrive in Florence, he returned, but not without danger to his life.”

Upon reaching Florence, the first thing he did was to reinforce the bell
tower of S. Miniato, which was all scarred by the continual battering of the
enemy artillery and stcod in danger of eventually crumbling with very harm-
ful effect upon those within. The method of reinforcement was this: a large
number of mattresses well stuffed with wool were taken and lowered by night
with stout cords from the top to the bottom of the tower, so as to cover that
part which might be hit. And, because the cornices of the tower projected,
the mattresses hung more than six palmi out from the main wall of the bell
tower, in such a way that, when the cannonballs did come, partly because of
the distance from which they were fired, partly because of the interference of
these mattresses, they did little or no damage, not even harming the mat-
tressés because they yielded. In this way he maintained that tower during the
whole time of the war, which lasted one year, without its ever being harmed,
and it contributed greatly to the protection of the country and the discom-
fiture of the enemy. But then, when the enemy had entered the city by agree-
ment and many citizens had been seized and killed, the corte was sent to
Michelangelo’s house to arrest him; and the rooms and all the chests, even
the chimney and the privy, were opened. But Michelangelo, fearing what
was to ensue, had fled to the house of a great friend of his, where he remained
hidden for many days without anyone except the friend knowing that he was
in the house, and he saved himself; because, when the furor had subsided,
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Pope Clement wrote to Florence that Michelangelo was to be sought, and the
pope’s orders were that when he was found, if he were willing to continue the
work he had already begun on the tombs, he should be treated with courtesy
and allowed to go free. Learning of this, Michelangelo emerged and, although
it had been some fifteen years since he had touched his tools, he set about
that project with such diligence that, impelled more by fear than by love,
in a few months he made all those statues which appear in the sacristy of
S. Lorenzo (Pls. 33,34). It is true that none of them have received the final
touches; however, they are all brought to such a stage that the excellence of
the artist is very apparent, and the rough surfaces do not interfere with the
perfection and the beauty of the work.™

The tombs are four, placed in a sacristy built for the purpose in the left
side of the church, across from the Old Sacristy. And, although there was
one conception and one form for them all, nevertheless the figures are all
different and in different poses and attitudes. The tombs are placed in certain
chapels and on their covers recline two great figures more than life-size, a
man and a woman, representing Day and Night and, collectively, Time
which consumes all. And, in order for his intent to be better understood, he
gave to Night, which is made in the form of a woman of wondrous beauty,
the owl and other pertinent symbols (PL. 35), and to Day his symbols likewise.
And to signify Time, he meant to carve a mouse, for which he left a little
bit of marble on the work, but then he was prevented and did not do it;
because this little creature is forever gnawing and consuming just as time
devours all things. Then there are other statues which represent those for
whom the tombs were built; and all of them, in conclusion, are more divine
than human, but especially a Madonna with her little Son astride her thigh,
about which I deem it better to be silent than to say little, so I shall forbear.™
This blessing we owe to Pope Clement; if in his lifetime he had done
nothing else that was praiseworthy, whereas indeed he did much, this would
suffice to cancel his every fault since, through him, the world has so noble a
work. And we owe him far more because, when Florence was taken, he
showed the same respect for this man’s virt: as Marcellus upon entering
Syracuse showed for the virti of Archimedes. Although in that case goodwill
had no effect, in this case, by the grace of God, it did.*® For all that, Michel-
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PLATE 34 Tomb of Giuliano de’ Medici, duke of Nemours, Medici

Chapel, S. Lorenzo, Florence
Photo courtesy Fratelli Alinani, Florence



angelo lived in extreme fear, because he was deeply hated by Duke Alessandro,
a fierce and vengeful young man, as everyone knows. And there is no doubt
that, if it had not been for the respect shown by the pope, he would have
gotten rid of Michelangelo. All the more so since, when the duke of Florence
wanted to build that fortress which he built and had Signor Alessandro
Vitelli summon Michelangelo to ride out with him to see where it could
conveniently be built, Michelangelo would not go, answering that he had no
such orders from Pope Clement. This made the duke very angry; so that,
both for this new reason and on account of the old ill will and the natural
disposition of the duke, Michelangelo was justified in being afraid.®* And it
was certainly through the help of the Lord God that he did not happen to be
in Florence at the time of Clement’s death because, before the tombs had

PLATE 35 Michelangelo, Night, tomb of Giuliano de’ Medici
Photo courtesy Fratelli Alinari, Florence




been quite completed, the pope summoned him to Rome and received him
joyfully. Clement respected this man as something sacred and would discuss
both light and serious subjects with him with the same familiarity as he
would have shown an equal. He endeavored to relieve him of the tomb of
Julius so that he might remain permanently in Florence, not only to finish
the works he had begun but also to undertake other works of no less merit.**

But, before I go on with this subject, I must write about another event
in the life of this man, which I had inadvertently left out. This is that, after
the violent departure of the Medici from Florence, the signoria suspected,
as we have said above, that war was to come and planned to fortify the city;
and, although they knew that Michelangelo was a man of supreme intelli-
gence and ability for these undertakings, nevertheless, upon the advice of
certain citizens who favored the Medici interests and who wanted craftily to
prevent or prolong the fortification of the city, they wanted to send him to
Ferrara on the pretext that he was to study the method used by Duke Alfonso
to arm and fortify his city, knowing that His Excellency was very expert at
this and most prudent in all other ways. The duke received Michelangelo with
an expression of great joy on his face, both because of the greatness of the
man and because his own son, Don Ercole, who is now the duke of that
state, was captain of the Florentine signoria. He rode out in person with
Michelangelo, and there was nothing relevant to the subject that he did not
show him in the way of fortifications and artillery. Indeed, he opened all his
storerooms to him, showing everything to him with his own hands, mainly
some paintings and portraits of his forebears, by the hand of masters, and,
considering the period in which they were painted, they were excellent.
But, when Michelangelo had to leave, the duke said to him facetiously,
“Michelangelo, you are my prisoner. If you want me to set you free, I want
you to promise me to do something for me that is by your own hand, just
as you like, sculpture or painting, whichever it may be.” Michelangelo gave
his promise and, when he returned to Florence, although he was very much
occupied with fortifying the country, he nevertheless began a large easel
painting representing the union of Leda and the Swan and, nearby, the
bringing forth of the egg from which Castor and Pollux were born, according
to what we read in myths of antiquity. Knowing this, when the duke heard
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that the Medici had entered Florence, he was afraid of losing such a treasure
in those upheavals and sent one of his men there at once. This man arrived at
Michelangelo’s house and, when he had seen the picture, he said, “Oh, this
isn’t much of anything.” And when Michelangelo, who knew that everyone
judges best that art which he practices, asked him what his profession was, he
answered with a sneer, “I am a merchant.” Perhaps he was disgusted by such
a question and by not being recognized as a gentleman, and at the same time
he was showing contempt for the industry of Florentine citizens, who for the
most part have gone into trade, as if he were saying, “You ask me what my
profession is; would you ever believe that I was a merchant?” Michelangelo,
who understood the gentleman’s words, said, “You will do bad business for
your master; get out of my sight.” In that way he dismissed the duke’s mes-
senger, and shortly thereafter he gave the painting to an apprentice of his
who had asked him for help as he had two sisters to marry off. It was sent
to France, where it still is, and King Francis bought it.?*

Now to return to where I left off, Michelangelo had been summoned by
Pope Clement to Rome, where he began to have trouble with the agents
of the duke of Urbino over the tomb of Julius. Clement, who would have
liked to employ him in Florence, tried every way to free him and, as his
procurator, he provided him with one Messer Tommaso da Prato, who
afterwards became datary. But Michelangelo, who was aware of Duke Ales-
sandro’s malevolent attitude toward him and was very afraid of it and who
also had a love and reverence for the bones of Pope Julius and the illustrious
della Rovere family, did everything possible to remain in Rome and busy
himself with the tomb, all the more because he was being accused on all sides
of having received fully sixteen thousand scudi from Pope Julius for the
purpose, as we have said, and enjoying the money without fulfilling his ob-
ligation.® As he could not bear the infamy of this, being sensitive as to his
honor, he wanted the matter to be cleared up; and, even though he was
already old and the task most burdensome, he would not refuse to finish
what he had begun. Thus, when they got down to the facts, and Michel-
angelo’s adversaries did not show proof of payments which amounted to any-
thing approaching that figure which had previously been bruited about, and,
in fact, more than two-thirds was lacking of the whole payment agreed upon
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_ at the outset with the two cardinals, Clement descried an excellent oppor-
tunity to extricate Michelangelo and to be free to employ him as he wished,
so he sént for him and said, “Come now, you say that you want to build this
tomb but that you want to know who is to pay you for the rest of it.”
Michelangelo, who knew what the pope wanted, that he would have liked to
employ him in his own service, answered, “And if someone can be found to
pay me?” To which Pope Clement said, “You are quite mad if you imagine
that anyone is about to come forward who would offer you a penny.” Thus,
when Messer Tommaso, his procurator, appeared in court and made a pro-
posal to this effect to the duke’s agents, they began to look each other in the
face and they concluded together that he should at least build a tomb for the
amount that he had received. As Michelangelo felt that a good settlement
had been reached, he willingly agreed, influenced largely by the authority
of the elder Cardinal del Monte, who was both a favorite of Julius II and
the uncle of Julius III, our pope at present, by the grace of God, and who
intervened in this agreement.® The agreement was this: that Michelangelo
was to build a tomb with a single facade and that he was to use those marbles
which had already been worked on for the rectangular tomb, adapting them
as best he could (Fig. 5). And thus he was under obligation to provide six
statues by his own hand. Nevertheless, the concession was made to Pope
Clement that he could employ Michelangelo in Florence, or wherever he
pleased, for four months of the year, as His Holiness required this for the
works in Florence. Such was the contract which was established between His
Excellency the duke and Michelangelo.¢

Bgt here it must be known that, once all accounts had been cleared up,
Michelangelo, in order to appear more indebted to the duke of Urbino and
to give Pope Clement less assurance of sending him to Florence, where he
in no way wished to go, made a secret agreement with the spokesman and
agent of His Excellency that they should say that he had received several
thousand scudi more than he really had received. Not only was this agreement
made orally, but it was also put into the contract without his knowledge or
consent, not when it was drawn up but when it was recorded, which greatly
disturbed him. Nevertheless, the spokesman convinced him that this would
not be to his detriment, as it did not matter whether the contract specified
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twenty thousand scudi more instead of one thousand, since they were in
agreement that the tomb was to be reduced according to the amount of
money actually received; and he added that no one but himself had any
reason to inquire into these matters and that Michelangelo could be quite
sure of him because of the understanding between them.®” At this, Michel-
angelo calmed down, both because he thought he could rest assured of this
and because he wanted this pretext to serve his aforesaid purpose with the
pope. And in this way the matter subsided for the time being, although that
was not the end of it because, after he had served the four months in Florence,
when he returned to Rome the pope sought to employ him in something else
and to have him paint the altar wall of the Sistine Chapel. And, as he was a
man of good judgment and had thought over numerous possibilities for it,
the pope in the end resolved to have him paint the Day of the Last Judgment,
with the idea that the variety and magnitude of the subject ought to afford
the scope for this man to demonstrate his powers and how much they could
achieve (Pl. 42). Michelangelo, who was conscious of his obligation to the
duke of Urbino, evaded this to the extent that he could but, since he could
not free himself of it, he procrastinated and, while pretending to be at work,
as he partly was, on the cartoon, he worked in secret on the statues that were
to go on the tomb.%®

In the meanwhile, Pope Clement died and Paul III was made pope (Pl
37); he sent for Michelangelo and requested that he enter his service.
Michelangelo, who suspected that he would be prevented from going on
with that work, answered that he could not do so because he was bound under
contract to the duke of Urbino until he had finished the work that he had in
hand. The pope grew agitated and said, “For thirty years now I have had this-
wish and, now that I am Pope, can I not gratify it? Where is this contract?
I want to tear it up.” Seeing that it had come to this, Michelangelo was on
the point of leaving Rome and going away to Genoese country to an abbey
of the bishop of Aleria, a favorite of Julius’ and very much Michelangelo’s
friend, to finish his work there, because the place was convenient to Carrara
and he could transport the marbles easily owing to the accessibility of the
sea.®® He also thought of going away to Urbino, where he had previously
planned to live, it being a quiet place and one where he hoped to be wel-
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comed for the sake of Julius’ memory; and to this end he had sent one of his
men there several months earlier to buy a house and some property; but
fearing the power of the pope, as he had good reason to, he did not leave, and
he was hoping to satisfy the pope with gentle words. But the pope, who
remained firm in his resolve, came one day to see him at his house, accom-
panied by eight or ten cardinals, and he wanted to see the cartoon which
Michelangelo had made in Clement’s time for the altar wall of the Sistine
Chapel, the statues which he had already done for the tomb, and everything
in detail. When the most reverend cardinal of Mantua, who was present,
saw there the Moses (Pl. 38) of which I have already written and will write

" more fully hereafter, he said, “This statue alone is sufficient to do honor to
the tomb of Pope Julius.” After Pope Paul had seen everything, he con-
fronted him again with the request that he enter his service, and many
cardinals were present, as well as the most reverend and most illustrious
cardinal of Mantua already mentioned. And, finding that Michelangelo stood
firm, he said, “I will see to it that the duke of Urbino contents himself with
three statues by your hand and that the other three which remain to be done
are given to others to do.” In this way he arranged with the duke’s agents
for a new contract to be drawn up, which was confirmed by His Excellency
the duke, who did not want to displease the pope in this matter. Thus
Michelangelo, even though he could have avoided paying for the three
statues, as he was freed from obligation on the strength of this contract, none-
theless preferred to pay the expense himself, and for these sculptures and for
the rest of the tomb he deposited 1,580 ducats. So His Excellency’s agents
gave the statues out to be done, and the tragedy of the tomb and the tomb
itself were finished.”

Today it may be seen in S. Pietro in Vincoli (Pl. 39), not conforming
to the first design of four facades, but with one facade which is one of the
shorter sides, not detached all around but standing against a wall, due to the
obstructions described above. In truth, patched up and reworked as it is, it
is still the most meritorious tomb to be found in Rome and perhaps elsewhere,
if for no other reason, at least by virtue of the three statues there which are
by the hand of the master. Marvelous among these is the one of Moses
(Pl 38), the leader and captain of the Jews, who is seated in the attitude of
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a wise and pensive man, holding the tables of the law under his right arm and
supporting his chin with his left hand like a person who is weary and full
of cares; and long strands of beard pass through the fingers of this hand,
which is something very beautiful to see. The face is full of animation and
spirit, apt to inspire both love and terror, which was perhaps the truth. Fol-
lowing the customary descriptions, he has the two horns on his head, not
far from the top of his forehead. He is attired in the style of antiquity, with
toga and sandals and bare arms and everything else. It is a marvelous work
and full of art, but all the more so in that the whole nude form is apparent
under the beautiful draperies which cover him, and the robe does not detract
from the beauty of the body; moreover, Michelangelo’s observation of the
human body is evident generally in all the clothed figures in his painting and
sculpture. This statue is more than twice life-size. In a niche at the right hand
of this sculpture there is another, which represents the Contemplative Life
(Pl 40), a woman of more than life-size, but of rare beauty, with one knee
bent not on the ground but on a pedestal, with her face and both hands raised
toward heaven, so that her whole being seems to emanate love. On the other
side, that is at Moses” left hand, is the Active Life (Pl 41), with a mirror in
her right hand in which she examines herself attentively, meaning by this
that our actions require consideration, and in her left hand is a garland of
flowers. In this Michelangelo has followed Dante, whom he has always
studied, who in his Purgatorio envisions an encounter in a field of flowers with
the Countess Matilda, whom he interprets as the Active Life. The tomb
in its entirety is nothing if not beautiful, and especially the way in which
its elements are bound together by the cornice, which is incomparable.®
Now let this be enough said as to this work, though I even wonder
whether it may not indeed have been too much and whether, instead of
pleasing, it may not have bored the reader. Nevertheless, it seemed to me
necessary to extirpate that harmful and false opinion which had taken root
in men’s minds, that he had received sixteen thousand scudi and was not
willing to fulfill his obligation. Neither statement was true, because he only
received from Julius for the tomb those thousand ducats which he spent in
so many months of quarrying marbles at Carrara. And afterwards, how could
he receive more money from him, if he changed his mind and no longer

79 / THE LIFE OF MICHELANGELO




PLATE 40 Michelangelo, The Contemplative Life, tomb of Julius 11
Photo courtesy Fratelli Alinari, Florence



tomb of Julius IT

ife,

L

ive
Florence

The Act
t,

ina

’

i Al

Michelangelo
Fratell

PLATE 41
Photo courtesy



PLaTE 42 Michelangelo, The Last Judgment, Sistine Chapel
Photo courtesy Fratelli Alinari, Florence



wished to discuss the tomb? As for the money that he received after the death
of Pope Julius from the two cardinals who were executors of the will, he has
in his possession a certificate by the hand of a notary, sent to him by Bernardo
Bini, citizen of Florence, who was the depositario and paid out the money,
which came to perhaps three thousand ducats. With all this, never was a
man more eager about his work than Michelangelo was about this, both
because he realized how great a reputation it would bring him and because
of the memory he has always retained of the blessed soul of Pope Julius,
for whose sake he has always honored and loved the della Rovere family
and principally the dukes of Urbino for whom he put up a fight against two
popes who wanted, as has been said, to take him away from that undertaking.
And this is Michelangelo’s complaint: that, in place of the gratitude that
was his due, what he received for it was odium and disgrace.

But, to go back to Pope Paul, I want to say that, after the final agree-
ment reached between His Excellency the duke and Michelangelo, the pope
took him into his service and wanted him to carry out what he had already
begun in Clement’s time; and he had him paint the altar wall of the Sistine
Chapel, which he had already prepared with rough plaster and closed off
with boards from the floor to the vault. Because it had been Pope Clement’s
idea and begun in his time, Michelangelo did not put Paul’s coat of arms in
this work, although the pope had besought him to.°* So great was Pope Paul’s
love and respect for Michelangelo that, even though he desired this, he never-
theless did not want ever to displease him.

In this work Michelangelo expressed all that the art of pamtmg can do
with the human figure, leaving out no attitude or gesture whatever (Pl 42).
The composition of the narrative is careful and well thought out, but to
describe it is lengthy and perhaps not necessary as such a quantity and
variety of copies have been printed and sent everywhere.”® Nevertheless, for
the sake of anyone who has not seen the original or had a copy come into his
hands, we shall say briefly: that the whole is divided into sections, left and
right, upper, lower, and central. In the central part of the air, near the earth,
are the seven angels described by St. John in the Apocalypse, who with
trumpets at their lips summon the dead to judgment from the four comers
of the earth. Amongst these there are two other angels holding an open book
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in which everyone rcads and recognizes his past life, so that he must almost
be his own judge. At the sound of these trumpets, the graves on earth are
seen to open and the human race to issuc forth in various and amazing
attitudes (PL. 43); although some, according to the prophecy of Ezekiel, have
their skeletons merely reassembled, some have them half-clothed in flesh,
and others, completely.” Some are naked, some are clad in the shrouds or
winding-sheets in which they werc wrapped when carried to the grave and
which they are trying to struggle out of. Among these there are some who
do not seem to be quite awake yet, and they stand looking up toward heaven
as if in doubt as to whither divine justice may be calling them. Here it is
delightful to see some human beings emerging with strain and effort from the
earth, and some with outstretched arms taking flight toward heaven, some
who have already begun to fly, who are aloft in the air, some higher, some
lower, in various attitudes and postures. Above the angels with their trumpets
is the Son of God in His majesty, with His arm and mighty right hand raised
in the manner of a man who wrathfully damns the guilty and banishes them
from His presence to eternal fire; and, with His left hand held out toward
His right side, it seems as if He is gently gathering the righteous to Him.
At His command, the angels appear between heaven and earth as executors
of the divine judgment; at the right they hasten to the assistance of the
elect whose flight might be impeded by evil spirits, and at the left side they
rush to fling the wicked back to earth, who might have raised themselves
already by their audacity. However, these sinners are dragged down by evil
spirits, the proud by the hair, the lascivious by their pudenda, and each
sinner correspondingly by the part of his body with which he sinned.”®
Below these evildoers, we see Charon with his bark, exactly as Dante
describes him in his Inferno, in the muddy waters of Acheron, raising his oar
to strike any laggard soul (Pl 44); and, as the bark touches the bank, all
those souls can be seen vying to huil themselves out, spurred by divine
justice so that “fear,” as the poet says, “is changed to desire.” After receiving
their sentence from Minos (Pl. 45), they are dragged by evil spirits into
the depths of hell, where they display amazing attitudes of the grave and
hopeless emotions which the place inspires.” In the central section, the
blessed who are already resurrected form a circle or crown in the clouds of the
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sky around the Son of God; but His mother, set apart and near her Son,
slightly timid in appearance and almost as if uncertain of the wrath and
mystery-of God, draws as close as she can beneath her Son. After her are the
Baptist and the Twelve Apostles and the Saints of the Lord, displaying to
the terrible Judge that instrument whereby each of them, confessing His
name, was deprived of life: St. Andrew the cross, St. Bartholomew his skin
(PL 46),°" St. Lawrence the grate, St. Sebastian the arrows, St. Blaise the iron
tongs, St. Catherine the wheel, and others other things by which we may
recognize them. Above these, at the right and left sides in the upper section
of the wall, groups of little angels appear in singular and lovely postures,
presenting in heaven the cross of the Son of God, the sponge, the crown
of thorns, the nails, and the column where He was flagellated, in order to
confront the wicked with God’s benefactions which they most ungratefully
ignored and to comfort and give faith to the righteous. There are innumer-
able details which I am passing over in silence. Suffice it to say that, apart
from the sublime composition of the narrative, we see represented here all
that nature can do with the human body.

Finally, as Pope Paul had built a chapel on the same floor as the
Sistine Chapel which has already been mentioned, he wished to decorate it
with the immemorial works of Michelangelo, and he had him paint two
large paintings on the side walls. In one of them is represented the story of
St. Paul, when he was converted by the presence of Jesus Christ, in the
other, The Crucifixion of St. Peter, both stupendous works, not only in the
representation of the events in general but also in each figure in particular.
And this is the last work of his in painting which has been seen to date; he -
finished it when he was seventy-five years old.”

Now he has in hand a work in marble which he is doing for his own
pleasure; being a man who is full of ideas and energy, he naturally produces
something every day. This is a group of four figures over life-size, consisting
of a Christ deposed from the cross, whose dead body is sustained by His
mother, as she slips her breast, arms, and knee under His body in a remarkable
pose (Pl. 47). However, she is assisted from above by Nicodemus, who,
erect and firm on his legs, with a display of vigorous strength supports
the body under the arms; and from the left side she is assisted by one of the
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. Marys, who, although visibly deeply grieved, nevertheless does not fail in the
task to which the mother, in her extreme sorrow, is not equal. The released
Christ falls with all His limbs slackened, but in a very different position from
the one Michelangelo did for the marchioness of Pescara (Pl 48) or the one
of the Madonna della Febbre (Pl 10). It would be impossible to describe
the beauty and the emotions shown in the grieving and sorrowful faces of
the anguished mother and all the others; therefore let this suffice. T really
mean to say that it is something rare and one of the more exacting works
that he has done to date, chiefly because all the figures are perceived distinctly
and the draperies of any one figure are not to be confused with those of the
others.”

Michelangelo has done innumerable other things which [ have not
mentioned, such as the Christ in the Minerva, a St. Matthew in Florence
which he began with the intention of doing Twelve Apostles to go in the
twelve piers of the Duomo, cartoons for various works in painting, count-
less designs for public and private buildings including, lately, one for a
bridge over the Grand Canal in Venice in a new and unexampled form and
style, and many other things which are not to be seen and which would
take time to describe; therefore I will end here.’®

Michelangelo plans to donate this Pietd to some church and to have him-
self buried at the foot of the altar where it is placed.*** May the Lord God
in His goodness preserve him to us for a long time, for I do not doubt that
his life and his works will end on the same day, as it is written of Isocrates.**
My firm hope that he has many years of life ahead is founded both on his
lively and robust old age and on the long life of his father, who reached the
age of ninety-two without knowing what fever was and who died more from
weakness than from illness, so that when he was dead, according to Michel-
angelo, he retained the same color in his face as he had when living and
appeared to be sleeping rather than dead.*** From boyhood Michelangelo has
been a very hard worker, and to his natural gifts he has added learning, which
he was determined to acquire not through the efforts and industry of others
but from nature herself, which he set before himself as a true example. Thus
there is'no animal whose anatomy he would not dissect, and he worked on
so many human anatomies that those who have spent their lives at it and
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made it their profession hardly know as much as he does. I am speaking
of the knowledge which is necessary to the art of painting and sculpture and
not of the other minutiae which anatomists observe. And that this is so is
demonstrated by his figures, in which there is such a concentration of art
and learning that they are almost impossible for any painter whatever to
imitate.

I have always held the opinion that the efforts and endeavors of nature
have a prescribed limit, imposed and ordained by God, which cannot be
exceeded by ordinary virtl; and that this is true not only for painting and
sculpture but universally for all the arts and sciences; and that nature concen-
trates this effort of hers in one man, who is to be the example and norm in
that faculty, giving him first place so that, from then on, whoever wants to
produce something in art which is worthy of being either read or looked
at is subject to the necessity that it be either identical to the work already
produced by that first man, or at least similar to it and following the same
course; or, if not, the more it departs from the right way, the more inferior it
will be. After Plato and Aristotle, how many philosophers have we seen who
did not follow them and were held in esteem? How many orators after
Demosthenes and Cicero? How many mathematicians since Euclid and
Archimedes? How many doctors since Hippocrates and Galen or poets since
Homer and Vergil? And if indeed there has been someone who has exerted
himself in one of these branches of knowledge and whose great aptitude
enabled him to reach first place by his own efforts, nevertheless, because he
found it already occupied and because perfection is none other than what his
predecessors demonstrated, he either abandoned the undertaking or with
good judgment dedicated himself to the imitation of those predecessors as
the archetype of perfection. In our time this has been noted in Bembo, in
Sannazzaro, in Caro, in Guidiccione, in the marchioness of Pescara, and in
other writers and devotees of Tuscan verse, who, although they were of
supreme and singular talent, were nevertheless unable by themselves to pro-
duce anything better than what nature had demonstrated in Petrarch, and
they devoted themselves to imitating him, but so felicitously that they have
been judged worthy of being read and counted among the good writers.***

Now, to conclude these remarks of mine, I say that it seems to me that
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in painting and sculpture, nature has been generous and liberal to Michel-
angelo with all her riches, so that I am not to be blamed for saying that his
figures are almost inimitable. Nor do I think that I have permitted myself
to be carried away because, disregarding the fact that to this day he is
the only one to handle the chisel and the brush both equally well and that
today no record remains of the painting of the ancients, we do have many
examples of their statuary, and to whom should he defer? Certainly to no one,
in the judgment of men concerned with the art, unless we follow the opinion
of the herd, who blindly admire antiquity, despising the geniuses and industry
of their own time; although I have yet to hear anyone say a word to the
contrary, to such an extent has this man surpassed all envy. Raphael of
Urbino, however anxious he might be to compete with Michelangelo, often
had occasion to say that he thanked God that he was born in Michelangelo’s
time, as he copied from him a style which was quite different from the one
he learned from his father, who was a painter, or from his master Perugino.**”
But what greater and clearer sign of this man’s preeminence can there ever
be than the competition among the princes of the world for his services?
Because, apart from the four popes, Julius, Leo, Clement, and Paul, even
the Grand Turk, the father of the one who now rules the empire, sent
certain Franciscan friars to him, as I have said above, with letters entreating
him to go and stay with him, and he ordered through letters of credit not
only that the Gondi bank in Florence should disburse to Michelangelo the
amount of money he might want for his traveling expenses, but also that
when he had passed Cossa near Raguga, he should be accompanied from
there to Constantinople by one of his nobles in a manner conveying the
utmost respect.!¥® Francis Valois, the king of France, sought him by many
means, putting three thousand scudi at his disposal in Rome for his expenses
whenever he might want to go.'?” Bruciolo was sent to Rome by the signoria
of Venice to invite him to live in that city and to offer him an allowance of six
hundred scudi a year, not committing him to anything, but simply so that he
would honor that republic with his presence, with the condition that, if he
were to do any work in their service, he should be paid in full as if he received
no retainer from them.’*® These are not common, everyday OCCUITENCES;
rather they are new and exceptional; and they are not wont to happen except
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in cases of singular and preeminent virtt, such as Homer’s, for whom many
cities contended, each of them claiming and establishing him as its own.

The present pontiff, Julius IT1I, has held him in no less esteem than all
those mentioned above, being a prince of consummate judgment and a de-
votee and benefactor of all the virtl universally, but in particular he is most
inclined toward painting, sculpture, and architecture, as is clearly confirmed
by the works which His Holiness has commissioned in the palace and in
the Belvedere and now in his Villa Giulia, a memorial and project worthy
of a lofty and generous spirit such as his. This villa is filled with' so many
statues, ancient and modern, and with such a great variety of magnificent
stones and precious columns, with stucco work and paintings and every
other sort of ornament, that I am reserving myself to write about it at an-
other time, as it requires a work to itself and it has not yet been perfected.
Out of respect for Michelangelo’s age, the pope has not employed him in
doing this work.*®® He well knows and appreciates Michelangelo’s greatness,
but spares him any burden beyond what he takes upon himself, which con-
sideration, in my opinion, does Michelangelo more honor than any of
the other popes did. It is true that His Holiness almost always seeks Michel-
angelo’s opinion and judgment as to the works of painting and architecture
which he is constantly having done, and quite often he sends the artists right
to his house to see him. It grieves me and grieves His Holiness as well that,
because of a sort of natural shyness of his or shall we say respect or reverence,
which some call pride, Michelangelo does not avail himself of the benevo-
lence, kindness, and generous nature of a pope who is so great and so devoted
to him. According to what I heard first from his chamberlain, the most
reverend monsignor of Forli, the pope has often remarked that, if it were
possible, he would gladly give up some of his years and some of his own
blood to add to Michelangelo’s life, in order that the world not be deprived so
soon of such a man.*** Having myself also had access to His Holiness, I have
with my own ears heard this remark from his lips and, furthermore, that if
he outlives Michelangelo, as the natural course of life would seem to suggest,
he wants to have him embalmed and kept near him so that his remains
will be eternal like his works. This he said to Michelangelo himself in the
presence of many people, at the very beginning of his pontificate. I do not
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know what could be more of an honor to Michelangelo than these words or
a greater sign of the degree to which His Holiness values him.

« The pope also manifested his esteem when, after the death of Pope
Paul and his own election, he defended Michelangelo at the consistory in
the presence of all the cardinals who were convened in Rome at the time
and undertook to protect him against the overseers of the works at St. Peter’s
who, not because of any fault of his, as they said, but because of the fault of
his administrators, wanted to abrogate or at least restrict the authority bestowed
on Michelangelo by Pope Paul in a motu proprio decree, [of which more will
be said below.] And he defended him in such a way that he not only con-
firmed the motu proprio, but he honored him with many expressions of
respect and would not pay any further attention to the charges of the overseers
or of any others."" Michelangelo realizes (as he has often told me) the
affection and benevolence as well as the respect that His Holiness has for
him; and, because he cannot reciprocate with his services and show his ap- -
preciation, the rest of his life gives him less satisfaction, as it seems to him
useless and thankless to His Holiness. One thing does (as he is wont to say)
afford him some comfort: that, knowing how undemanding His Holiness is,
he therefore hopes to be forgiven and to have his goodwill accepted since
he can give nothing else. However, he does not decline to place his life itself -
at the service of His Holiness, to the extent of his powers and his worth;
and this I have from his own lips. Michelangelo did nevertheless make a
design at the request of His Holiness for the fagade of a palace which he had
i mind to build in Rome; it is something unusual and new to whoever sees
it, indebted to no style or rule either ancient or modern.? The same is
true of many of his other works in Florence and in Rome, proving that
architecture was not treated by the ancients so exhaustively that there is not
room for new invention no less charming or beautiful.

Now, to return to the subject of anatomy, he gave up dissecting corpses
because his long handling of them had so affected his stomach that he
could neither eat nor drink salutarily. It is quite true that when he gave it
up he was so learned and rich in knowledge of that science that he has
often had it in mind to write a treatise, as a service to those who want to
work in sculpture and painting, on all manner of human movements and
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appearances and on the bone structure, with a brilliant theory which he
arrived at through long experience. And he would have done it had he not
doubted his powers and whether they were adequate to treat the subject
properly and in detail, as someone would who was trained in the sciences
and in exposition. I know very well that, when he reads Albrecht Diirer, he
finds his work very weak, seeing in his mind how much more beautiful
and useful in the study of this subject his own conception would have been.
And, to tell the truth, Albrecht discusses only the measurements and varieties of
human bodies, for which no fixed rule can be given, and he forms his figures
straight upright like poles; as to what was more important, the movements
and gestures of human beings, he says not a word.'”® And, because by now
Michelangelo has attained a grave and mature age and does not expect to be
able to reveal this invention of his to the world in writing, he has disclosed
everything to me with great devotion and in the most minute detail. He also
began to discuss this with Messer Realdo Colombo, a very superior anatomist
and surgeon and a particular friend of Michelangelo’s and mine, who sent
him for this purpose the corpse of a Moor, a most handsome young man and,
insofar as one could say, most suitable; and it was placed in S. Agata where
I was and still am living, because of its being a remote place. On this corpse
Michelangelo showed me many rare and recondite things, perhaps never
before understood, all of which I noted and hope one day to publish with
the help of some learned man for the convenience and use of all who want to
work in painting and sculpture.*** But enough of this.

He dedicated himself to perspective and architecture with a degree of
success which is demonstrated by his works.**® Nor did Michelangelo content
himself merely with the knowledge of the principal elements of architecture,
but he also insisted on knowing everything which in any way pertained to
that profession, such as how to make running knots, scaffolding or platforms,
and that sort of thing, in which he became as proficient perhaps as those
who have no other profession (Pl 51). This became known at the time of
Julius IT in the following way. When Michelangelo was to paint the vault of
the Sistine Chapel, the pope ordered Bramante to build the scaffold. For all
that he was such an architect, he did not know how to proceed, and in several
places on the vault he drilled holes from which he suspended the ropes which
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were to hold.the scaffold. When Michelangelo saw this, he laughed and
asked Bramante what he was supposed to do when he got to those holes.
Bramante, who had no defense, gave as his only answer that there was no other
way of doing it. The matter was brought before the pope and, when Bramante
gave the same answer, the pope turned to Michelangelo and said, “Since this
won't do, go and build it yourself” Michelangelo dismantled the scaffold,
and he recovered so many ropes from it that, when he gave them to a poor
assistant of his, the proceeds enabled the man to marty off two of his daugh-
ters. Michelangelo built his scaffold without ropes in such a way and so well
fitted and joined that the greater the weight upon it, the more secure it
became. This opened Bramante’s eyes and taught him how to build a
scaffold, which was very useful to him later in the building of St. Peter’s.
And, although in all these matters Michelangelo had no equal, he none-
theless never wanted to make architecture his profession. On the contrary,
after the recent death of Antonio da San Gallo, the architect of St. Peter’s,
when Pope Paul wanted to replace him with Michelangelo, he firmly re-
fused the position, alleging that it was not his art; and he refused it in such
a way that the pope was compelled to order him to take it, granting him a
very extensive motu proprio, which was later confirmed by Pope Julius III,
by the grace of God our present pontiff, as I have mentioned. Michelangelo
has never wanted anything in return for this service of his, and he wanted a
statement to that effect in the motu proprio. Thus, when the pope sent him
a hundred scudi in gold one day by Messer Pier Giovanni, who was then
master of the wardrobe to His Holiness and is now the bishop of Forli, as if
in payment of his month’s stipend for the works, Michelangelo did not want
to accept the money, and he sent it back, saying that this was not what they
agreed between them. The pope was angry at this, according to what I was
told also by Alessandro Ruffini, a Roman gentleman who was in attendance
to His Holiness at the time; but not even on this account did Michelangelo
change his mind."¢ Since he had accepted this charge, he made a new
model, both because certain elements of the old one did not satisfy him in
many respects and because it was such an undertaking that one could
expect to see the last day of the world sooner than see St. Peter’s finished.
This model, which was praised and approved by the pope, is being followed
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at present, to the great satisfaction of those people who have good judg-
ment, even if there are some who do not approve of it.!"”

While he was young, then, Michelangelo dedicated himself not only to
sculpture and painting but also to all those subjects that are pertinent or
related to them; and this he did with such great application that for a time
he all but withdrew from the company of men, frequenting only a very few.
As a result he was considered arrogant by some and, by others, bizarre and
eccentric, although he had neither one vice nor the other, but (as happens to
many outstanding men) the love and continual practice of virti: made him
solitary and afforded him such delight and fulfillment that the company of
others not only failed to satisfy him but even distressed him, as if it distracted
him from his meditation, whereas he was never (as the great Scipio used to
say of himself) less alone than when he was alone.’® He has, however, gladly
retained the friendship of those from whose enlightened and learned con-
versation he could benefit and in whom there shone some ray of excel-
lence: such as the most reverend and distinguished Monsignor Polo for his
rare virtit and singular goodness; likewise my most reverend patron, Cardinal
Crispo, because he found in him, apart from his many good qualities, an
exceptional and outstanding sense of judgment; he is also very fond of the
most reverend cardinal of Sta. Croce, a most serious and prudent man, of
whom I have often heard him speak with the greatest respect; and of the
most reverend Maffei, whose benevolence and erudition he has always pro-
claimed; and he loves and honors without exception all members of the
house of Farnese, because of the living memory he has of Pope Paul, whom
he remembers with the greatest reverence and mentions constantly as a good
and saintly old man; and likewise the most reverend patriarch of Jerusalem,
formerly the bishop of Cesena, whom he has long frequented with great
familiarity, because he admires such a pure and generous nature as his. He
also had a close friendship with my most reverend patron, Cardinal Ridolfi
of happy memory, the refuge of all men of virti.. There are some others whom
I am omitting in order not to be prolix: such as Monsignor Claudio Tolomei,
Messer Lorenzo Ridolfi, Messer Donato Giannotti, Messer Lionardo
Malespini, Lottino, Messer Tommaso Cavalieri, and other honored gentle-
men on whom I will not expatiate. Recently he has become very fond of
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Annibal Caro, and he tells me that he regrets not having frequented him
sooner, as he has found him very much to his liking.*

‘In particular, he greatly loved the marchioness of Pescara, whose sublime
spirit he was in love with, and she returned his love passionately. He still has
many of her letters, filled with honest and most sweet love, and these letters
sprang from her heart, just as he also wrote many many sonnets to her, full of
intelligence and sweet desire. She often traveled to Rome from Viterbo and
other places where she had gone for recreation and to spend the summer,
prompted by no other reason than to see Michelangelo; and he in return
bore her so much love that I remember hearing him say that his only regret
was that, when he went to see her as she was departing this life, he did not
kiss her forehead or her face as he kissed her hand. On account of her
death he remained a long time in despair and as if out of his mind. At this
lady’s request, he made a nude figure of Christ when He is taken from the
cross, which would fall as an abandoned corpse at the feet of His most holy
mother, if it were not supported under the arms by two little angels (PL. 48).
But she, seated beneath the cross with a tearful and grieving countenance,-
raises both hands to heaven with open arms, with this utterance, which is
inscribed on the stem of the cross: Non vi si pensa quanto sangue costa. The
cross is similar to the one carried in procession by the Bianchi at the time of
the plague of 1348, which was then placed in the church of Sta. Croce in
Florence. For love of this lady, he also did a drawing of Jesus Christ on the
cross (Pl 52), not in the usual semblance of death, but alive, with His face
upturned to the Father, and he seems to be saying, “Eli, Eli.” Here we see
that body not as an abandoned corpse falling, but as a living being, contorted
and suffering in bitter torment.!*

And just as he has greatly delighted in the conversation of learned men,
so he has also derived great pleasure from reading the writers of both prose
and poetry, amongst whom he has especially admired Dante, delighted by the
remarkable genius of that man, whose work he knows almost entirely by heart,
although perhaps he knows the work of Petrarch no less well. And he not only
has enjoyed reading verse but sometimes has liked to compose it, as we may
see by certain sonnets of his which give a fine example of his great powers of
invention and discrimination. And Varchi has published certain discourses
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and comments on some of them.*** But Michelangelo has applied himself to
poetry more for his own pleasure than as a profession, and he has always
belittled himself and asserted his ignorance in these matters. He has likewise
read the Holy Scriptures with great application and study, both the Old
Testament and the New, as well as the writings of those who have studied
them, such as Savonarola, for whom he has always had great affection and
whose voice still lives in his memory.*®* He has also loved the beauty of the
human body as one who knows it extremely well, and loved it in such a
way as to inspire certain carnal men, who are incapable of understanding the
love of beauty except as lascivious and indecent, to think and speak ill of him.
It is as though Alcibiades, a very beautiful young man, had not been most
chastely loved by Socrates, of whom he was wont to say that, when he lay
down with him, he arose from his side as from the side of his father. I have
often heard Michelangelo converse and discourse on the subject of love and
have later heard from those who were present that what he said about love
was no different than what we read in the writings of Plato. As for me, I do
not know what Plato says on the subject, but I do know very well that, in all
my long and intimate acquaintance with Michelangelo, I have never heard
any but the most honorable words cross his lips, such as have the power to
extinguish in the young any unseemly and unbridled desire which might
spring up.*® And that no foul thoughts could have arisen in his mind is
evident also from the fact that he has loved not only human beauty but
everything beautiful in general: a beautiful horse, a beautiful dog, a beautiful
landscape, a beautiful plant, a beautiful mountain, a beautiful forest, and
every place and thing which is beautiful and rare of its kind, admiring them
all with marveling love and selecting beauty from nature as the bees gather
honey from flowers, to use it later in his works. All those who have achieved
some fame in painting have always done the same. In order to create a Venus,
the ancient master was not content to consider a single maiden, but he
wanted to contemplate many, and from each he took her most beautiful
and perfect feature to use in his Venus.*** And, in truth, anyone who thinks
to arrive at some level in this art without this means (whereby true knowl-
edge of theory can be acquired) is greatly deceiving himself.

Michelangelo has always been very abstemious in his way of life, taking
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food more out of necessity than for pleasure, and especially while he had
work in progress, when he would most often content himself with a piece of
- bread which he would eat while working. Indeed, for some time now he has
" been living more carefully, as befits his more than mature age. I have often
heard him say, “Ascanio, however rich I may have been, I have always lived
like a poor man.” And just as he has eaten sparingly, so also he has done
with little sleep, since sleep, according to him, has seldom done him good,
for when he sleeps he almost always suffers from headaches; in fact, too
much sleep gives him a bad stomach. While he was more robust, he often
slept in his clothes and in the boots which he has always worn, partly because
of the cramp from which he has suffered constantly and partly for other
reasons; and he has sometimes gone so long without taking them off that
then the skin came away like a snake’s with the boots. He was never
avaricious or concerned to accumulate money, being content with as much as
he required to live decently; wherefore, although he has received requests for
works by his hand from more and more noble and wealthy people, with most
generous promises, he has seldom complied and, when he did, it was more
out of friendship and goodwill than in the expectation of reward. He has
given away many of his things, which would have brought him a vast
amount of money if he had wanted to sell them, if it were only those two
statues which he gave to his great friend Messer Roberto Strozzi.** Not only
has he been generous with his work, but also with his purse he has often
met the needs of some poor, deserving student of letters or of painting; to
this I can bear witness, having seen him behave in this way toward myself.
He was never jealous of the work of others, even in his own art, owing to
good nature rather than any opinion he might have of himself. Indeed, he
has always praised them all universally, even Raphael of Urbino, between
whom and himself there was in the past some rivalry in painting, as I have
written. I have merely heard him say that Raphael did not come by his
art naturally, but through long study. Nor is it true, as many people charge,
that he has been unwilling to teach; on the contrary, he has been glad to do
so, and I have known it in my own case as he has disclosed to me every secret
pertaining to that art. But, as misfortune would have it, the pupils he has
come across either had little aptitude or, if the“)(/ had aptitude, they did not
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persevere but considered themselves masters after a few months of study
with him. Also, even though he did this readily, he did not care to have it
known, preferring good deeds to the appearance thereof.** It should further
be known that he has always sought to instill his art in noble people, as the
ancients used to do, and not in plebeians.

Michelangelo has a most retentive memory, so that, although he has
painted all the thousands of figures that are to be seen, he has never made
two alike or in the same pose. Indeed, I have heard him say that he never
draws a line without remembering whether he has ever drawn it before and
erasing it if it appears in public. He also has the most powerful faculty of
imagination, which gives rise in the first place to the fact that he has not been
very satisfied with his works and has always belittled them, feeling that his
hand did not approach the idea which he formed in his mind. From the
same origin, then, it proceeds that, as is the case with most people who
devote themselves to a leisurely and contemplative life, he has been rather
timid, except in righteous anger when some injury or breach of duty is done
to him or to others, in which case he plucks up more courage than those who
are considered courageous; then in other things he is extremely patient. Of his
modesty, it would be impossible to say as much as it deserves, and the same
is true for many other qualities and ways of his, which were also seasoned
with charm and witticisms. So were the remarks he made in Bologna to a
gentleman who, upon seeing the size and massiveness of the bronze statue
which Michelangelo had made, inquired in wonderment, “Which do you
think would be bigger, this statue or a team of oxen?” To which Michelangelo
replied, “It depends which oxen you have in mind; if you mean some of
the Bolognese oxen, oh, without a doubt they’re bigger; if you mean some
of ours from Florence, they are much smaller.” Again, when Francia, who
at that time in Bologna was considered an Apelles, saw this same statue
and said, “This is beautiful material,” Michelangelo, thinking that he was
praising the metal and not the form, answered laughingly, “If this is beauti-
ful material, I have Pope Julius to thank, who gave it to me, just as you have
to thank the apothecaries who give you your colors.” And on another occa-
sion, seeing a young son of that same Francia, who was very handsome, he said,
“My child, your father makes more beautiful live figures than painted ones.”**"
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Michelangelo is well built; his body tends more to nerves and bones than
to flesh and fat, healthy above all, both by nature and as a result of physical
exercise and his continence with regard to intercourse and food, although he
was sickly and delicate as a boy, and as a man he has had two illnesses.’*®
But, for some years now, he has had great discomfort in urinating, an afflic-
tion which would have developed into a stone if it had not been relieved by
the efforts and diligence of the aforesaid Messer Realdo. He has always had
good color in his face, and his stature is as follows: he is of medium height,
with broad shoulders, and the rest of his body is rather slight in proportion
to his shoulders. The shape of that part of his head which shows frontally is
rounded so that above the ears it forms a half circle plus a sixth (PL 53).
Thus his temples project somewhat beyond his ears and his ears beyond his
cheeks and the latter beyond the rest of his face, so that his head in propor-
tion to the rest of his face can only be called large. The forehead seen from
the front is square, the nose a bit flattened, not by nature but because when
he was a boy a man called Torrigiano de’ Torrigiani, a bestial and arrogant
person, with a blow of his fist almost broke off the cartilage of Michelangelo’s
nose, so that he was carried home as if dead. However, that Torrigiano, who
was banished from Florence for this, came to a bad end.*?® All the same, the
nose, just as it is, is proportionate to the forehead and to the rest of the face.
His lips are thin, but the lower one is slightly thicker so that seen in profile
it projects a little. His chin goes well with the features already mentioned.
The forehead in profile protrudes almost beyond the nose, which is just less than
straight, except for a little lump in the middle. The eyebrows are scanty, the
eyes might be called rather small, horn colored but changeable, with little
flecks of yellow and blue. The ears are of a proper size; the hair is black and
likewise the beard, except that, at his age of seventy-nine years, the hairs are
plentifully streaked with white. The beard is forked, between four and
five fingers long, and not very thick, as is partly visible in his portrait.*s

I had many other things still to say, which I have omitted in my haste to
publish this part which is written, since I understand that certain others
wanted to gain honor for themselves from my efforts which I had entrusted to
their hands; so that if it ever happens that someone else should want to
undertake this work or to write the same biography, I offer to communicate
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all my labors or to give them to him in writing in a spirit of loving kindness.
I hope in a short time to publish some of Michelangelo’s sonnets and mad-
rigals, which I have collected over a long period from him and from others,
and this I will do in order to prove to the world how great are his powers
of invention and how many beautiful ideas spring from that divine spirit.’*
And with this, I make an end.

PLATE 53 After Daniele da Volterra, Michelangelo,
Casa Buonarroti, Florence
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