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130 THE ART BULLETIN

on the Tomb of Julius II. It is therefore evident that the Philadelphia document is a
forgery, belonging to a group of false documents of Michelangelo, executed in the mid-
nineteenth century.!?

II—MicHELANGELO’S PROJECTS FOR THE FORTIFICATION OF FLORENCE IN 1529

The Casa Buonarroti in Florence preserves a series of ground plans executed by
Michelangelo for several fortifications of Florence in 1529. These drawings, done in pen
and bistre, are for the most part unpublished and perhaps have not, up to the present
time, attracted sufficient attention from scholars.!! The authors of general works on the
artist have treated only biographical facts, and have sought to give some psychological
explanation for the sudden flight of Michelangelo from Florence during the siege of 1529.12
In monographs devoted to Michelangelo as architect, the activity of the artist as an archi-
tect of fortifications has been completely ignored.’® No special study dedicated to this series
of drawings has yet appeared.”* These folios are, however, of considerable importance,
both from the point of view of the development of the architectural genius of the artist,
of which they are a characteristic manifestation, and from the point of view of the history

of fortifications in general, in which they mark a turning point.

10. The idea of 1600 ducats as monthly pay might have
been suggested to the forger through a misinterpretation of
the original contract (Milanesi, p. 638), where the total
honorarium for the whole monument is given as “sed-
icimilia cinquecento.”

Mention may be made here of five other similar forgeries:
one, dated May 7, 1513, in the collection of R. Geering in
Basel (see Maurenbrecher, 0p. cit., p. 267); another, dated
June 7, 1513 in The Pierpont Morgan Library; and another
dated December 7, 1513, which was sold by Grafton and
Company, London, in 1920. Two others, dated April 7,
1514 and May 8, 1514 are in the collection of R. Geering
(see Maurenbrecher, 0p. cit., p. 267.). Concerning other
forgeries of Michelangelo, see Gronau, Monatshefte fiir
Kunstwissenschaft, vol. 1, part 2, 1908, 67375 and Mauren-
brecher, 0p. cit., p. 267. (An original autograph by Michel-
angelo in The Pierpont Morgan Library, dated April 19,
1549, hasalready been published by Milanesi, 0p. cit., p. 521).

After finishing this article, we found the following short
mention of the two documents in the Library of the His-
torical Society of Pennsylvania, in Seymour de Ricci and
W. J. Wilson, Census of Medieval and Renaissance MSS in
the United States and Canada, New York, 1935~37, 11, 2094:
“Buonarroti, Autogr. docum. signed, 19. Jan. 1508.—
Buonarroti, Letter signed 7 Aug. 1513.”

In this work three other Michelangelo autographs in the
U.S. are mentioned: 1) Library of Adrian Van Sinderen,
Brooklyn, N.Y., no. 10, Letter to Benedetto Varchi. This
letter is published by Milanesi, op. cit., p. 522 (after a copy
preserved in the Archivio Buonarroti). 2) Library of R. B.
Adam, Buffalo, N.Y., no. g, Letter to G. F. Fattuci. This
letter is published in the R. B. Adam Library Relating to
Samuel Fohnson, London and New York, 1929, 1m1, 49.
This letter is, however, a forgery; the original is preserved
in the Biblioteca Nazionale in Florence and was published
by Milanesi, 0p. cit., p. 525. (The letter in Buffalo was first
brought to our attention through the kindness of Professor
Erwin Panofsky.)—3) Collection of Roger W. Barrett,
Kenilworth, Ill., no. 126, Memoranda of expenses for mar-
ble, January 24, 1518. This autograph we have not been
able to examine in the original.

11. Eighteen of these drawings are published here for
the first time, with the kind permission of Commendatore
Giovanni Poggi, Director of the Casa Buonarroti in Flor-
ence. Two drawings (Figs. 26 and 27) have already been

published by J. Wilde in Fahrbuch der Kunsthist. Samm-
lungen in Wien, 1, N.F., 1928, 210; two others (Figs. 21
and 23) were published by Adolfo Venturi in Storia dell’
Arte italiana, x1a, 1939, 190. On the other hand, we are
prevented from publishing in this article three drawings of
fortifications of somewhat less importance: Thode 185"
(with a bastion almost identical to 185, which we publish
here as Fig. 23), Thode 186 (with a sketch of a bastion
without any indications), and Thode 195 (fortification of
the wall between Torre del Miracolo and Bastione di San
Piero di Gattolini). These drawings cannot be photo-
graphed in their present position in the Casa Buonarroti.

The drawings of fortifications by Michelangelo are cata-
logued by Gotti, Vita di Michelangelo Buonarroti, Florence,
1875, 11, 186 ff., and by Thode, Mickelangelo: Kritische
Untersuchungen, Berlin, 1913, 111, 79 ff. However, Thode
failed to mention in his catalogue the recto of Thode 179
(Fig. 15) and the verso of Thode 188. In Berenson’s The
Drawings of the Florentine Painters, 2nd ed., Chicago, 1938,
and in Karl Frey, Die Handzeichnungen Michelagniolos,
Berlin, 1909-11, the drawings of fortifications in the Casa
Buonarroti are not included.

12. See the monographs of Grimm, Gotti, Wilson, Sy-
monds, Springer, Ricci, Thode, Romain Rolland, etc. (For
exact titles, see Steinmann-Wittkower, Michelangelo Bibli-
ographie, Leipzig, 1927.)

13. See Geymiiller, Michelangnolo Buonarroti als Archi-
tekt, Munich, 1904, and Dagobert Frey, Michelangelo
Buonarroti, Rome, 1923.

14. There is, however, one study dedicated to Michel-
angelo as an architect of fortifications signed by Capitano
R(iva) P(alazzi), “Michelangiolo e le fortificazioni di
Firenze” (in Michelangiolo Buonarroti, Ricordo al popolo
italiano, Florence, 1875, pp. 121 ff.), but the author of this
study occupies himself with the strategical situation of
Florence from the military point of view and speaks only
briefly of the drawings in the Casa Buonarroti. Likewise in
special literature on the history of fortifications in Italy,
one finds no mention of the designs discussed in this article;
see for example E. Rocchi, La tradizione storica degli
ingegneri militari italiani ¢ I'arma del genio, Rome, 1899;
Le fonti storiche dell architettura militare, Rome, 1908;
Mariano Borgatti, La fortificazione permanente contem-
poranea (Atlante di fortificazione) Torino, 1898.
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MICHELANGELO STUDIES 131

In the early part of 1529, disturbing news was received in the Republic of Florence
concerning the plan of Pope Clement VII to restore, with the aid of the imperial army, the
Medici, who had abandoned the city in 1527. Thereupon the Popular Government decided,
upon the advice of Pietro Navarro, to perfect the unfinished fortifications of the city, begun
under the reign of the Medici in 1526.% A committee of defense, the Nove della Milizia,
was established. Its mission was, according to Varchi, to ‘“‘rassettare le mura, racconciare
le torri, far bastioni, e finalemente fortificare quando e dovunque paresse loro che di
bisogno facesse.”’”’® Michelangelo was elected a member of this committee.!” Shortly there-
after, on April 6, 1529, the Signori Dieci della Guerra, “judging it necessary to resist the
imminent dangers that were appearing daily from the frequent assaults of the barbarians,”?
named Michelangelo “General Governor and Procurator of the fortifications of Florence.”
He was appointed for the term of one year, at the salary of one gold florin a day; up to
this appointment the artist had worked gratis as a member of the Nove.® This position was
given to him “in consideration of (his) virtue and discipline.”?® The Republic of Florence
evinced this confidence in Michelangelo, despite the fact that he had formerly been in the
service of the Medici, since there was no doubt of his republican loyalty and it was known
that he was descended from an ancient Guelph family. Furthermore, in choosing him, they
recognized his qualities as a specialist in fortifications.?> The artist accepted the new
position and went to Ferrara early in August, 1529, in order to study the fortifications there,
which were considered at that time to be the most perfect and the most modern.??

The siege of Florence began October 12, 1529, under the direction of the Prince of
Orange. The imperial army, approaching from the south, surrounded in a semicircle the
hills of the left bank of the Arno.?® The siege continued for eleven months, during which
time the population of the Republic defended itself courageously until the betrayal of
Malatesta Baglioni, Governor General of the city.*

Benedetto Varchi gives the most precise information concerning the construction of
fortifications under the supervision of Michelangelo.?> We learn from him that Michelan-
gelo seems to have begun the fortifications in the southern part of the city by surrounding
Monte San Miniato with a wall, beginning at the Porta di San Miniato and returning to it.
He made two bastions (puntoni) in the garden of San Miniato at the west side, one bastion

15. Cecil Roth, L’ultima repubblica fiorentina, Florence,
1929, p. 267.

16. Storia fiorentina, ed. Florence, 1843, 1, 245.

17. January 10, 1529. See Vasari, ed. Milanesi, “Pro-
spetto Cronologico,” vi1, 366. As early as October 3, 1528,
Michelangelo was invited by the Gonfaloniere Niccolo
Capponi to come to S. Miniato, perhaps to a conference
concerning the fortifications, as suggested by Karl Frey
(Briefe an Michelangelo, Berlin, 1899, p. 296).

18. “Considerando che la munizione e fortificazione della
nostra cittd . . . & giudicata . . . necessaria a resistere agl’-
imminenti pericoli che si veggono ogni giorno . .. per le
frequenti innondazioni di barbari” (Milanesi, Lettere di
Michelangelo Buonarroti, Florence, 1875, p. 701, and Gotti,
0p. cit., 11, 62), Libro degli stanziamenti e condotte della Balia.

19. See Gotti, Joc. cit. We have the salary receipts of
Michelangelo of May s, June 9, August 9, and September
10 of 1529. See Maurenbrecher, Die Aufzeichnungen des
Michelangelo, p. 284.

20. “Considerata la virtl et disciplina di Michelangelo di
Lionardo Buonarroti vostro cittadino, et sapendo quanto
egli sia eccellente nella architectura, oltre alle altre sue
singularissime virtl et arti liberali . . . et . .. per amore et
affectione verso la patria & pari a qualunche altro buono
... cittadino.” (Gotti, Joc. cit.).

21. That Michelangelo already enjoyed a reputation as
military architect thirteen years before he was commis-
sioned to plan the fortifications of Florence, is testified to
by a letter written by Donna Argentina Malaspina de’
Soderini to her brother Don Lorenzo Malaspina, on July
15, 1516 (Frey, Briefe an Michelangelo, p. 28). She says
“Michelangelo is a person who knows architecture and
artillery.” Two years before the siege of Florence, on
September 27, 1527, he had been appointed by Clement
VII to give his advice about the fortifications of Bologna.
This document is published by H. Sauer, Kunstgeschicht-
liche Beitrige, 1910, p. 224.

22. Concerning his trip to Ferrara, see the documents
published by Gaye, Carteggio inedito dartisti, Florence,
1840, 11, 197-98. Before going to Ferrara, Michelangelo
visited Pisa and Leghorn in June, 1529, as counsellor of
fortifications. After his trip to Ferrara he went to Venice
for several days in September, 1529 (Gotti, op. cit., 1,
189).

23. We may see the disposition of the army of the Duke
of Orange during the siege of the city in the fresco by Vasari
in the Palazzo Vecchio at Florence, entitled View of Flor-
ence during the Siege of the Prince of Orange.

24. See Roth, op. cit.

25. Op. cit, 11, 211 ff.
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near the church of St. Francis (today called San Salvatore) and a similar bastion next to
the Campanile of San Miniato. He constructed another bastion by the wall between the
Porta di San Miniato and the Porta di San Giorgio. This bastion was known as the
Bastione della Fonte alla Ginevera. A large bastion was erected just outside the walls of
the city, between the Porta di San Giorgio and the Porta San Piero Gattolini. A long
bastion was erected within the walls of the city, between the same two gates. Above the
Pitti garden was created a cavaliere (high bastion). A fortification was raised between S.
Piero Gattolini and Porta San Friano near the church of the Camaldoli. A bastion was
erected near the church of San Donato. Another one was raised to protect the Porticciola
del Prato. A bastion was erected near the church of Santa Caterina between the Porta
di Faenza and the Porta di San Gallo. A fortification was raised between Porta a Pinti
and Porta alla Croce near the Palagetto de’Guardi. One fortification was outside the
Porta alla Giustizia. The last was erected on the Prato d’Ognissanti.2

The first problem is to determine the positions for which Michelangelo intended these
drawings now in the Casa Buonarroti. For four of them there is no difficulty, since the artist
himself has given us precise indications. Two of these four were made for the Prato d’Ognis-
santi, one for the Porta alla Giustizia, and the fourth for the Porta al Prato. Since these
drawings are the most complex and most highly developed in conception of the series, we
shall discuss them after dispensing with the others.

Projects made probably for the Porta di San Miniato: There are several drawings bearing
no explanatory indications which are certainly plans for fortifications by Michelangelo
for the gates of Florence. It is impossible to determine the exact position for which the
projects were intended. Varchi says that each of the city’s gates was fortified by a bastion,?’
and there were at that time eleven gates. Contemporary views and maps which give in-
formation concerning the form of these gates?® show that they were not fortified according
to the plans of Michelangelo; they are, in fact, represented with the old tower as unfortified.

Without any doubt, three of the drawings (Figs. 6, 7, and 8) were executed for the forti-
fication of the same gate. In all three, the form of the gate and the wall is identical. In
each instance the gate has two buttresses, and the wall running from the gate on each side
is straight and is pierced on the right and left sides by gun emplacements in the form of a
half-niche. In spite of the differences in detail, the fundamental idea in all three drawings
remains the same. There is an opening in the most advanced part of the bastion, protected
in each instance by an inner wall facing this opening within the bastion itself; in the
opening the artist places the drawbridge. The lateral walls of the bastion in these three
sketches become increasingly complicated; straight walls become curved ones.

26. The fortifications described by Varchi are almost all
visible on the oldest large map of Florence, made by a
Monteolivetan monk, Don Stefano Bonsignori, in 1584,
of which the only original example is preserved in the
Museo Topografico Fiorentino (reproduced in G. Boffito
and A. Mori, Piante e vedute di Firenze, Florence, 1926, p.
xvi). On it can be recognized: 1) The wall surrounding the
Monte San Miniato (the Church of S. Miniato is numbered
111 on the plan, and S. Salvatore, 182).—2) The Bastione
della Fonte alla Ginevera, which is number 25 on the map.
—3) The bastion between the Porta di S. Giorgio (no 140)
and Porta S. Piero Gattolini (no. 139). The bastion itself is
unnumbered.—4) The fortifications between these same
two gates inside the walls of the city (unnumbered on the
map).—s) Fortifications between Porta S. Piero Gattolini
(no. 139) and Porta S. Friano (no. 138), near the church of
the Camaldoli (no. 48).—6) Bastion near the Church of S.

Donato (no. §2).—7) Bastion near the Porticciola del
Prato (no. 133).—8) Bastion near the church of S. Catarina
(no. 36) between the Porta di Faenza and the Porta di S.
Gallo.—9) Fortification between Porta a Pinti (no. 136)
and Porta alla Croce (no. 137) near the Palagetto de’
Guardi (unnumbered). It is probably the fortification in
the northeast corner of the city.—10) Fortifications out-
side the Porta alla Giustizia, called by Bonsignori ‘“Baluar-
do di Mogibello” (no. 24).—11) Fortification at the
Prato d’Ognissanti, called by Bonsignori “Baluardo delle
Serpe” (no. 21).—The first four fortifications are also
visible in Vasari’s fresco in the Palazzo Vecchio mentioned
in note 23.

27. Loc. cit.: “A ciascuna delle Porte si lavord di fuori
un bastione, grande quanto era I’antiporto.”

28. Concerning the old maps of Florence, see Boffito and
Mori, 0p. cit.
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MICHELANGELO STUDIES 133

These three projects were certainly among the early efforts of the artist to draw plans
for the fortifications of the city, because in the simplicity of their geometrical form they
are still close to traditional types of bastions. Varchi says Michelangelo began his fortifica-
tions in the south of the city at the Porta di San Miniato.?® The wall of ancient Florence
at this gate is straight (as are also the walls in these three drawings). Hence there exists
the possibility that these drawings might have been made for the Porta di San Miniato.

In direct relation with the last of these three drawings (Fig. 8) are two other folios
(Figs. 9 and 10). They were doubtless executed at the same time, for they show the same
division of the lateral walls of the bastion in three curved ramparts on each side. Further-
more, there is a sketch (at the left in Fig. 9) in which the form of the gate with its two
buttresses, the form of the wall with its two lateral gun emplacements in the form of a
niche, and the position of the drawbridge in its relation to the axis of the gate, are almost
the same as in the three drawings that we have tentatively identified with the Porta di
San Miniato. The essential difference between the three folios relating to San Miniato and
the sketches of these two folios (Figs. 9 and 10) is that in the latter, the artist has omitted
the opening in the bastion and has replaced it by a pointed rampart (puntone). This
arrangement had already been sketched by Michelangelo (see Fig. 8, upper left).

The sketch in the upper center of Figure 10 shows a bastion almost identical with the
bastion in Figure 9. In the former, however, the bastion is at the angle of the walls, from
which we may conclude that this sketch applies rather to the Porta di San Piero Gattolini
(no. 139 on Bonsignori’s map), the only gate in the south part of the city which has a
similar arrangement.

Three projects for undetermined gates: Three other folios (Figs. 11, 12, and 13) showing
rather simple plans must also be placed among Michelangelo’s early sketches for the
fortifications of the gates of Florence. Consequently these must be for the three gates in
the south side of the city which have not been discussed up to now, namely Porta di S.
Friano, Porta di S. Giorgio, and Porta a S. Niccold. It is impossible to say which sketch
is intended for which gate.

The drawing in Figure 11 recalls, because of its diagonal walls, what was probably the
first drawing for San Miniato (Fig. 6), and seems, further, because of its simplicity, to
have been executed prior to the one for San Miniato. But it is not one of the group pre-
sumably destined for San Miniato, because the form of the gate is different, and instead
of one drawbridge there are two, one to the left and one to the right of the bastion, and none
on the axis of the gate. This curious disposition of the drawbridges may lead us to conclude
that this sketch is a first idea of the drawing on the right side of Figure 9 where the bridges
are placed in a similar position.

There is some analogy between Figure 12 and the second drawing for San Miniato
(Fig. 7). We find in these two sketches the same diagonal ramparts which end in scrolls
on both sides of the bastion. However, the plan of the gate and of the walls is different
from that found in the sketches for San Miniato, and thus we must suppose that Figure 12
was intended for one of the other three gates which we have mentioned.

The third drawing (Fig. 13) was inspired by the same idea as the third probable sketch
for San Miniato (Fig. 8). The lateral walls are divided into three curved ramparts, and the
drawbridge is found on the axis of the gate. The difference is simply that the gate lacks the
buttresses, and the wall does not have the gun emplacements in the form of a half-niche.

29. Loc. cit.: “Michelagniolo cominicid un bastione fuori della porta di S. Miniato.”
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After this final problematic sketch, we may now consider the drawings for which the
artist himself has given us indications.

Projects for the bastion of Prato d’Ognissanti: Varchi says: “He (Michelangelo) finally
made, on the Prato d’Ognissanti, near the Tower of the Serpents, a marvelous bastion, and
outside, in front of the Tower, they began to raise a quite bold cavaliere.”’*® The position
here indicated is precisely the angle of the city’s wall to the west, on the right bank of the
'Arno, near the original bed of the Mugnione river (see Bonsignori, no. 21). The direction
of this little river was diverted in 1526, and was made to empty into the Arno near the
Porta alla Giustizia.

Michelangelo had two different conceptions for the gate of Prato d’Ognissanti. The
first version (Fig. 17) shows the Tower of the Serpents fortified by two orecchioni, in the
middle of which is a semicircular wall reinforced by a pointed wall. Michelangelo himself
has indicated on this drawing the position of the Arno, the Mugnione, and the Prato
d’Ognissanti.

This sketch gives us the key by which we may determine the destination of three other
folios that lack any definite inscription. We find in Figure 16 a sketch almost identical to
that of Figure 17. The slight differences are explained by the fact that this drawing shows
the plan for the upper part of the fortification, whereas Figure 17 gives the plan for the
lowest part, as the inscription of Michelangelo “sotto” and ““disotto” indicates. The note
by Michelangelo on Figure 16, “Mugnione,” is an inscription which leaves no doubt that
this was a drawing for Prato d’Ognissanti.

The second drawing is found in Figure 15 (upper right); it is not catalogued by Thode.
The Tower of the Serpents, the walls at right angles, and the form of the bastion (with two
orecchioni) indicate that it again refers to the Prato d’Ognissanti. It appears to be a
preliminary sketch for Figure 17.

The third drawing of this group (Figure 14, lower left) also shows the Tower of the
Serpents, with the walls at right angles, and seems also to be related to the plans for the
fortifications of Prato d’Ognissanti. This latter sketch, however, appears even more hastily
done than those already discussed, and would seem for this reason to have been the first
drawing of this series.

We may be equally certain of the second version for Prato d’Ognissanti because of
inscriptions by the artist on one drawing of this group (Fig. 20).3 The bastion in this ver-
sion is in the form of a star, but it remains similar to that of the first version by the dis-
position of an opening between the two lateral wings. Figure 20 gives us a possible key by
which we may determine the destination of two other drawings: one, Figure 19, bears in
the upper left corner a preliminary sketch of Figure 20; the inscription “al canto del
Prato” can only indicate the Prato d’Ognissanti. The second is Figure 18, where we find
the preliminary sketches for this star-form of the bastion of Prato d’Ognissanti.

Projects for the bastion of Porta al Prato: Varchi says: “Outside the Porticciuola del
Prato they made a very large bastion with a very deep moat and some casemates.”® The
Porta al Prato is the first gate of the west wall on the right bank of the Arno (Bonsignori’s
map, no. 133), just above the fortifications of Prato d’Ognissanti. Michelangelo, in his
sketch for the Prato d’Ognissanti, Figure 20, indicated the position of this gate. There

30. Loc. cit.: “Fecesi ultimamente...in sul prato “mugnione fuor del lecto suo,” “arno.”
d’Ognissanti dalla Torre delle Serpe un maraviglioso 32. Loc. cit.: “Fuori della porticciuola del Prato. . . si
bastione, e di fuori dirimpetto a detta torre si comincio a fece un grandissimo bastione con un profondissimo fosso e
murare . . . un gagliardissimo cavaliere.” alcune casematte.”

31. These inscriptions are: “fosso dove oggi ¢ mugnione,”
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exists a large drawing, with inscriptions by Michelangelo, for the fortification of this gate
by a bastion (Fig. 21).3 This again is a fortification in the form of a star, similar to the sec-
ond version of the fortification of Prato d’Ognissanti (Fig. 20). It differs from the latter in
that it lacks the round wall in the center of the bastion, and presents a more complicated
development of the lateral wings. This sketch further indicates that Figure 24 must also
be considered a plan for the Porta al Prato, for its bastion is almost identical in form. The
reverse side of the same folio (Fig. 25) contains a sketch (lower left corner) which seems
to be another variant for the Porta al Prato.

Hypothetically, we may place Figure 23 in relation to the Porta al Prato. The sketch
is perhaps the first drawing for this gate. Figure 26 has a very complicated bastion, but
its half-octagonal form of gate is almost identical with that of the Porta al Prato.®

Project for the Puntone della Porta alla Giustizia: Varchi says: “Outside of the Porta
alla Giustizia there was a pointed bastion (puntfone) which was made similar in form to a
fortification.”® The Porta alla Giustizia is located on the right bank of the Arno and is the
first gate of the east wall of the city. This fortification was called at the end of the sixteenth
century “Baluardo di Mogibello” (see Bonsignori’s map, no. 24). There is only one draw-
ing by the artist for this puntone. It bears his inscription: “la Porta alla Iustitia” (Fig. 22).
The pointed bastion, in this drawing, is oriented in the direction of the Arno, and dominates
strategically the opposite bank of the river.

The series of sketches which we have discussed presents a development which proceeds
from the simple to the complex in form, and from a geometric conception to an organic
one. The sketches demonstrate that Michelangelo occupied himself with all the fortifica-
tions of the city, as Varchi says, and not simply with the fortifications of San Miniato, as
we have been led to believe by Condivi and Vasari.

It seems that none of the fortifications was executed according to the drawings of the
Casa Buonarroti.®® We know, in fact, from the correspondence of Busini that the Gon-
faloniere Niccolo Capponi disagreed with Michelangelo about his plans.3” In any case,
none of the bastions designed by Michelangelo is in existence today. Varchi says: “Near
the church of San Miniato, where was and is yet the campanile, there was a bastion.”?8
The walls in this place are extant today, but the bastion seems to have been destroyed by
Duke Cosimo I, who restored the fortifications of Florence.

The earliest bastions were erected in the middle of the fifteenth century, at the time

33. On the verso of this drawing are found some crayon
sketches, representing nude figures, executed by an ap-
prentice of the artist. There appears also the following
legend, written in the hand of Michelangelo: “Chimenti
Berti lavoratore di Giovanni Cambi ¢ quello che a venduto
¢’ buoi al Balena, mio lavoratore a di 25 di luglio 1528.”
This notice by the artist is in agreement with an entry in
his diary of 1526-29, preserved in the British Museum,
and published by Maurenbrecher, op. cit., p. 116.

34. On the verso, Figure 27, is found another drawing
of a bastion whose form is similar to the second version of
Porta al Prato (Figs. 21 and 23), but the shape of the
ground plan of the gate in this drawing is not identical to
that of Porta al Prato.

The sketches of the figures on the recto and verso of
Thode 67 (Figs. 26 and 27) are by a student of Michelangelo,
as Wilde has pointed out (0p. ¢it., p. 210).

35. Loc. cit.: “Fuori della Porta alla Giustizia era un
puntone cosi fatto, ch’egli aveva pili sembianza di fortezza
che d’altro.”

36. In the fresco of Vasari mentioned above, the form of
the fortifications does not correspond to the sketches of the
Casa Buonarroti. Furthermore, in the painting by Matteo
Rosselli in the Casa Buonarroti, which represents Michel-
angelo Supervising the Fortifications of San Miniato (Fig. 29)
the model which Michelangelo presents to the Governor is
a purely geometric form, and has no connection with the
drawings of the Casa Buonarroti.

37. This letter by Busini, dated January 31, 1549, is
published by Gaye, op. cit., vol. 11, 200.—It is possible
that some of the bastions of Michelangelo were executed
according to his designs in stoppa (tow) and thus quickly
disappeared, which would explain why they do not appear
on the old maps of Florence. That the fortifications on
Monte San Miniato were indeed executed in stoppa is
proved by another letter by Busini dated February 16,
1549 (Gaye, 0p. cit., 11, 201).

38. Loc. cit.: “Accanto il tempio di S. Miniato, dove era
ed ¢ il campanile . . . si moveva un bastione.”
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when artillery began to use gun powder and thus reduced the effectiveness of the ancient
fortifications. The new bastions were distinguished from the old towers by the fact that the
walls were built in diagonal form, thus diminishing the danger of cannon fire. Examples of
this disposition of bastions are found in the school of the Tuscan masters of fortifications
before Michelangelo, such as those of Antonio da San Gallo in Leghorn (1515), those of
Antonio da San Gallo the Younger for Civitavecchia (1515) and later for the Fortezza del
Basso of Florence (1534), and those for Perugia (Fig. 28).2° These fortifications were
conceived simply as defensive arrangements. They were always designed in a purely
geometric form of a polygon. They consisted of bastions at the corners and sometimes in
the center of walls which continued in a straight line between them, and they were sur-
rounded by moats to protect the base of the walls. Michelangelo’s new conception consisted
of this: the bastions were for him not simply defensive ramparts, but were also considered
as centers of attack. Michelangelo’s vision was purely dynamic. In order to lessen the
offensive power of the enemy, he constructed curved and diagonal walls, and in order to
give to these bastions an offensive character he divided the walls into a series of curved
ramparts, in the intervals of which he set gun emplacements.#® These complicated systems
were practically unapproachable, for the enemy, in approaching, was in danger of being
surrounded. The contemporaries of the artist recognized that the novelty of the new
bastions in Florence consisted in “too many ramparts’” and ‘“‘too many gun positions”;
but they unjustly criticized these inventions of Michelangelo.*

From the point of view of military effectiveness, the projects of Michelangelo seem to
be the most perfect fortification plans of the sixteenth century. In fact, the possibility of
a successful enemy attack was reduced to a minimum and at the same time a maximum
of active defense was assured. There is no reason to be astonished that the greatest archi-
tect of fortifications of the seventeenth century, Vauban, studied with admiration the
fortifications of Florence by Michelangelo.*

But the military conception in these drawings is correlated with an eminently artistic
spirit. They are bold emanations of a sculptor’s fantasy which considers edifices not as
abstract geometric forms, but as concrete living organisms. In fact, Michelangelo, in one
of his letters (Milanesi, p. 544), defined the principle of architecture as follows: “Itis
certain that the members (elements) of architecture depend upon the members of the
human body. Whoever has not been or is not a good master of the body, and especially of
anatomy, can understand nothing” (of architecture).®® In the drawings of fortifications in
the Casa Buonarroti, this organic principle is uppermost. However, instead of an anthropo-
morphic inspiration (as pointed out in the above letter), we find a zodmorphic one. The

39. See G. Clausse, Les San Gallo, Paris, 1900-02,
passim. See also the bibliography on Renaissance fortifica-
tions in note I4.

40. On several of the drawings, Michelangelo indicated
by radiating lines the direction of the gun fire, which would
endanger the entire terrain in front of the bastion (e.g.,
Figs. 8, 12, 13, 20, 21, 22, and 26.).

41. One finds such a criticism in an anonymous manu-
script entitled Breve istorietta dell’assedio di Firenze, Cod.
Magliabecchiano, no. 622, published in Vasari, ed. Milanesi,
vi1, 367 ff., and in Gotti, op. cit., 1, 182 ff.: “Fu per alchuno
imputato errore al detto Michelagniolo i molti fianchi e le
spesse cannoniere che, necessitato dalla natura del luogho,
in questa sua ripari haveva fatti.” See also Varchi, Joc.
cit.: “Fu biasimato da alcuni Michelagniolo d’avergli
(scil. i bastioni) fatti con troppi fianchi e colle cannoniere
troppo spesse, quasi venissero in tal maniera a indebolirsi;

e ancora troppo stretti, ovvero sottili, dicendo, che 'arti-
gliere grosse facevano molto maggior passata, che non era
la larghezza, ovvero la grossezza loro. ... ”

42. See Vasari, ed. Milanesi, v11, 197, note 1 and Colonel
du génie Lazard, Vauban, (Thése de doctorat), Paris, 1934.
After Michelangelo, architects preferred the geometric
drawings for fortifications. This is proved by the textbook
of fortifications by G. B. Belici, Nuova inventione di fab-
bricar fortexze di vari forme, Venice, 1598.

43. Concerning antique and Renaissance precedents for
Michelangelo’s theory of architecture, see the writer’s
article in Fahrbuch der preussischen Kunstsammlungen, L111,
1932, 246, note 2.

Orrechioni similar to those of Michelangelo are found in a
sketch for fortifications by Leonardo in his manuscript L.,
fol. sor, published by Ravaisson-Mollien, Les Manuscrits
de Leonardo de Vinci, Paris, 1890, v, 50.
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Fig. 26—Florence, Casa Buonarroti: Michelangelo,
Projects for Fortifications, Probably for Porta al Prato,
and Figure Drawings by a Pupil
C.B.no. 27; Thode 67

Fig. 27—Verso of Fig. 26
C.B. no. 27"; Thode 67

Fig. 28—Florence, Uffizi: Antonio da San Gallo
the Younger, Fortification of Perugia
(Detail) Disegno no. 2712

Fig. 29—Florence, Casa Buonarroti: Matteo
Rosselli, Michelangelo Supervising the
Fortification of San Miniato
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bastions in the drawings remind us of cross-sections of certain crustacea. Several of these
sketches in the shape of a star with their long antennae, and others in the form of orrechioni
with their extended pincers, bear a relationship to cross-sections of the lobster and the crab.
The forces which radiate from these bodies (gun fire) may be compared to the physiological
functions of these animals.

The importance of these drawings in the architectural development of Michelangelo
resides in the fact that, although executed during his maturity, which was his first period
of activity in architecture, he had already developed in them ideas which were to find their
full realization only in his old age. Although their most important element is the mass of
the walls, exemplified also in other architectural works of the same period (the facade of
San Lorenzo, the Medici Chapel, and the library of San Lorenzo), we find also that the
artist considers here, for the first time, the positive value of the spaces between the walls.
These spaces, conceived as expanding forces which penetrate and determine the form of
the masses, received their greatest emphasis in the architectural drawings of his old age.*

Furthermore, the technique of these sketches foreshadows the technique employed in
the architectural drawings of his later period. Up to this time he had sketched his ground
plans simply with pen or chalk; here we see that he employed bistre for the first time in
order to accentuate the plastic mass of the walls, as he did in his later period (e.g., the
ground plans of the church of San Giovanni dei Fiorentini). In the manner of a sculptor,
he models the walls as if they were of a malleable material. Thus they assume at times an
ornamental aspect. The complicated star-like forms and the beautiful scrolls, which recall
so much the broken gables of the Porta Pia, anticipate the ideas which he was to realize
in his last period.

Michelangelo received commissions to execute projects for fortifications several times
later in his career. In 1535, he made projects for Civitavecchia. In 1545—46, 154748, and
1561, he busied himself with the fortifications of the Borgo in Rome. We do not intend
here to treat in detail these later projects, but merely wish to point out the difference of
conception of these later fortifications of Michelangelo from that of his earlier years.
We should like to call attention to an unpublished sketch for a fortification preserved in
the Vatican Library, probably intended for the Borgo.** This sketch shows a fortification
in the form of a star similar to Figure 23, although more regular in its shape than the
drawings for Florence. Perhaps this new tendency towards regularity in the later period
of the artist may be explained by the fact that his projects for Florence, extremely personal,
were not easily realized; they were too costly and required too much time for execution.
This last drawing would appear to be an effort on the part of Michelangelo to adapt his
personal idea of fortifications to the practical requirements of execution.

INSTITUTE FOR ADVANCED STUDY, PRINCETON, N. J.

44. Concerning the conception of space in Michelan- 45. See Codex Vaticanus 3211, folio 84¥; unpublished.
gelo’s late architecture as an expanding force determining Mentioned by the writer in Repertorium fiir Kunstwissen-
the mass of the walls, see the writer’s articles in Fahrbuch schaft, xLviii, 1927, 157, note.

der preussischen Kunstsammlungen, 11,1930, 1 ff., and L1,
1932, 231 ff.
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