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The ‘Divine’ sculptor, painter, architect, poet and engineer, Michelangelo Buonarroti exerted an
unparalleled influence on the development of Western art, producing masterpieces that rank
among the most famous in existence. Delphi’s groundbreaking ‘Masters of Art Series’ presents
the world’s first digital e-Art books, allowing digital readers to explore the works of the world’s
greatest artists in comprehensive detail. This volume presents the complete works of
Michelangelo, with concise introductions, hundreds of high quality images and the usual Delphi
bonus material. (Version 1)* The complete paintings of Michelangelo — over 400 images, fully
indexed and arranged in chronological and alphabetical order* Includes reproductions of rare
works* The complete ceiling and wall frescoes of the Sistine Chapel, fully indexed* Insightful
introductions, giving valuable contextual information on all the paintings and sculptures*
Enlarged ‘Detail’ images, allowing you to explore Michelangelo’s celebrated works in detail, as
featured in traditional art books* Hundreds of images in stunning colour – highly recommended
for viewing on tablets and smart phones or as a valuable reference tool on more conventional
eReaders* Rare attributed works* Also includes Michelangelo's architectural, poetical and
drawing works* Easily locate the works you want to view* Features three bonus biographies,
including Vasari’s legendary work - discover Michelangelo's artistic and personal life* Scholarly
ordering of plates into chronological order and literary genresPlease visit
www.delphiclassics.com to browse through our range of exciting e-Art booksCONTENTS:The
PaintingsTHE TORMENT OF ST. ANTHONYMADONNA AND CHILD WITH ST. JOHN AND
ANGELSTHE ENTOMBMENTDONI TONDO: THE HOLY FAMILYTHE BATTLE OF
CASCINASISTINE CHAPEL CEILINGTABLE OF CONTENTS FOR THE SISTINE CHAPEL
CEILING ‘DETAIL’ IMAGESTHE LAST JUDGMENTLEDA AND THE SWANTHE CONVERSION
OF SAULTHE CRUCIFIXION OF ST. PETERThe SculpturesMADONNA OF THE
STAIRSBATTLE OF THE CENTAURSCRUCIFIXESSTATUES FOR THE ‘ARCA DI SAN
DOMENICO’BACCHUSPIETÀDAVIDMADONNA OF BRUGESPICCOLOMINI
ALTARPIECETONDO PITTITADDEI TONDOST. MATTHEWTOMB OF POPE JULIUS
IIREBELLIOUS SLAVEDYING SLAVEOTHER SLAVE STATUESTHE GENIUS OF
VICTORYTOMB OF GIULIANO DE’ MEDICITOMB OF LORENZO DE’ MEDICIAPOLLO-
DAVIDCROUCHING BOYCRISTO DELLA MINERVABRUTUSFLORENTINE PIETÀRONDANINI
PIETÀATTRIBUTED SCULPTURESThe ArchitectureLIST OF ARCHITECTURAL WORKSThe
DrawingsLIST OF DRAWINGSThe PoetryESSAY ON THE POETRY OF MICHELANGELO by
Walter PaterTHE SONNETS OF MICHAELANGELO BUONARROTIThe BiographiesLIFE OF
MICHELAGNOLO BUONARROTI by Giorgio VasariMICHELANGELO by Romain RollandTHE
LIFE OF MICHELANGELO BUONARROTI by John Addington SymondsPlease visit
www.delphiclassics.com to browse through our range of exciting titles



About the AuthorRay Morton (Los Angeles, CA) is a writer, script consultant, and screenplay
analyst. A graduate of New York University's Tisch School of the Arts, Morton has written for
television and the screen, pens the monthly “Meet the Reader” column for Scriptmag.com, and
is the author of the books King Kong: The History of a Movie Icon from Fay Wray to Peter
Jackson; Close Encounters of the Third Kind: The Making of Steven Spielberg's Classic Film;
Amadeus: Music on Film; and A Hard Day's Night: Music on Film.

http://dl.neutronbyte.com/pdf-file/18oYWaTP/e/GERQ/KqPw/rZxlq/Delphi-Complete-Works-of-Michelangelo-Illustrated-Masters-of-Art-Book-10


Michelangelo(1475–1564)ContentsThe PaintingsThe Torment of St. AnthonyMadonna and
Child with St. John and AngelsThe EntombmentDoni Tondo: The Holy FamilyThe Battle of
CascinaSistine Chapel CeilingTable of Contents for the Sistine Chapel Ceiling ‘Detail’
ImagesThe Last JudgmentLeda and the SwanThe Conversion of SaulThe Crucifixion of St.
PeterThe SculpturesMadonna of the StairsBattle of the CentaursCrucifixesStatues for the ‘Arca
Di San Domenico’BacchusPietàDavidMadonna of BrugesPiccolomini AltarpieceTondo
PittiTaddei TondoSt. MatthewTomb of Pope Julius IIRebellious SlaveDying SlaveOther Slave
StatuesThe Genius of VictoryTomb of Giuliano De’ MediciTomb of Lorenzo De’ MediciApollo-
DavidCrouching BoyCristo Della MinervaBrutusFlorentine PietàRondanini PietàAttributed
SculpturesThe ArchitectureList of Architectural WorksThe DrawingsList of DrawingsThe
PoetryEssay on the Poetry of Michelangelo by Walter PaterThe Sonnets of Michaelangelo
BuonarrotiThe BiographiesLife of Michelagnolo Buonarroti by Giorgio VasariMichelangelo by
Romain RollandThe Life of Michelangelo Buonarroti by John Addington SymondsThe Delphi
Classics Catalogue© Delphi Classics 2014Version 1Masters of Art SeriesMichelangelo
BuonarrotiBy Delphi Classics, 2014COPYRIGHTMasters of Art - MichelangeloFirst published in
the United Kingdom in 2014 by Delphi Classics.© Delphi Classics, 2014.All rights reserved. No
part of this publication may be reproduced, stored in a retrieval system, or transmitted, in any
form or by any means, without the prior permission in writing of the publisher, nor be otherwise
circulated in any form other than that in which it is published.Delphi Classicsis an imprint
ofDelphi Publishing LtdHastings, East SussexUnited KingdomContact:
sales@delphiclassics.comInterested in Renaissance literature and art?Then you’ll love these
eBooks…The PaintingsThe Michelangelo Museum in Caprese near Arezzo, Tuscany — the
artist’s birthplacePortrait of Michelangelo, aged 60, by Jacopino del Conte, c. 1540The Torment
of St. AnthonyThis is the earliest known painting to be ascribed to Michelangelo, completed
when he was only 12 or 13 years old and inspired by an engraving by Martin Schongauer.
Housed in the Kimbell Art Museum in Fort Worth, Texas, the canvas depicts the popular
medieval subject of Saint Anthony attacked in the desert by demons. The saint is beset by
temptations, which he resists whilst being ambushed in mid-air by the devils. The painting was
previously attributed to the workshop of Domenico Ghirlandaio, under whom Michelangelo had
served his apprenticeship. Under that attribution it was bought at a Sotheby’s auction in July
2008 by an American art dealer for $2 million. When the export license was obtained that
September, the canvas was brought to the Metropolitan Museum of Art in New York, where it
was cleaned of discoloured varnish and later overpainting and closely examined for the first
time. On the basis of stylistic hallmarks such as Michelangelo’s emphatic cross hatching, it was
decided that the painting was by the younger artist. It was soon bought by the Kimbell Art
Museum for an undisclosed amount, believed to be in excess of $6 million.Giorgio Vasari, in his
Lives of the Artists, noted that Michelangelo had painted St. Anthony after a print by Schongauer



and Ascanio Condivi recorded that Michelangelo had gone to a market to draw fish scales, a
feature not present in the original engraving. Besides this enhancement, Michelangelo also
added a landscape below the figures, as well as altering the expression of the
saint.DetailDetailDetailDetailMadonna and Child with St. John and AngelsCompleted by c. 1497
and also known as The Manchester Madonna, this unfinished painting is another attributed work
of Michelangelo, which is housed in the National Gallery, London. It is one of three surviving
panel paintings attributed to the artist and is dated to his first period in Rome. The painting’s
attribution to Michelangelo was in doubt for much of the last two centuries, although now most
scholars are in agreement that it is in fact a genuine attribution. The painting first came to public
attention in the Art Treasures Exhibition in Manchester in 1857, when it received its title the
“Manchester Madonna”.The composition’s subject arises from a non-Biblical tradition that the
Virgin Mary and Jesus met Christ’s cousin, St. John the Baptist, on the Holy Family’s Flight into
Egypt. The Virgin is depicted with a bared breast, as if she has recently been suckling her infant
son, recalling the theme of the Virgin breastfeeding common in medieval painting. She grips a
book that she attempts to hold away from her son, the contents of which foreshadow his future
sacrifice. She looks over her left shoulder at a scroll being read by a pair of angels, bearing the
reading: Ecce Agnus Dei (‘Behold the Lamb of God’), a customary attribute of John the
Baptist.The figures are arranged as if in a frieze, revealing Michelangelo’s predilection for a
sculptor’s vision rather than a painter’s. The frieze becomes more convex at its centre with the
figures of Virgin and Child, as in the later Pitti Tondo. Another similarity of the painting to the art
of relief sculpture is in the plain background: rather than the landscapes more common for
exterior settings, Michelangelo has simply painted an expanse of sky. Many areas of the painting
have been left in a preliminary state, where the artist had intended to paint over the black of the
Virgin’s robe with the rich blue pigment lapis lazuli and the angels on the left are indicated only
by the green underpaint used for flesh tones.DetailDetailDetailDetailThe EntombmentAlso
housed in London’s National Gallery, this painting, left unfinished circa 1501, concerns the
placing of Jesus’ body in the garden tomb. The chronological position of the work has been a
source of some dispute, although it is generally considered an early work. Some authorities
believe that it may have been executed by one of Michelangelo’s pupils from a drawing by the
master or that it was a direct imitation of his work. According to documents discovered in 1981,
Michelangelo had been commissioned to paint a panel for the church of Sant’Agostino in Rome,
but eventually gave back the sum received. It is probable this was the payment for the
Entombment, which remained unfinished upon the artist’s return to Florence.The centre of the
panel portrays Christ being carried up a flight of steps to the sepulchre, which was intended to
be painted in the blank area at the top right. The bearded older man represented behind him is
most likely Joseph of Arimathea, who gave up his tomb for the use as Christ’s sepulchre. The
long-haired figure on the left is presumably Saint John, wearing a long orange-red gown, with
Mary Magdalene kneeling at his feet. The floating appearance of some of the figures may be
partly explained by the fact that the painting is intended to be viewed from below and due to the



panel’s unfinished condition. However, the apparent incongruity of the stance of the bearer on
the right remains problematic.Interestingly, there is an old story that Michelangelo received a
letter from his father at the time he was painting this panel. The letter informed the artist that he
should abandon whatever he was doing as a great piece of marble had arrived for him. This, of
course, was the marble that would become the David.DetailDetailDetailDetailDoni Tondo: The
Holy FamilyNow housed in the Uffizi in Florence, this is the only finished panel painting by
Michelangelo to survive. The painting was commissioned by Agnolo Doni to commemorate his
marriage to Maddalena Strozzi, the daughter of a powerful Tuscan family. The tondo (a circular
framed painting) was most likely created during the period after the Doni’s marriage in 1503 or
1504, yet before the Sistine Chapel ceiling frescoes were begun in 1508, dating the painting to
approximately late 1506 or 1507.Michelangelo presents the Virgin Mary as the most prominent
figure in the composition, as she is fixed in the centre of the image, sitting directly on the ground
without a cushion, suggesting the theme of her relationship to the earth. The grass directly
below the figure is green, sharply contrasting to the grassless ground surrounding her. Saint
Joseph has a higher position in the image compared to Mary, symbolising his status as head of
the family — an unusual feature in compositions of the Holy Family. Mary is located between his
legs, as if he is protecting her. There is some debate as to whether Mary is receiving the Christ
child from Joseph or vice-versa. St. John the Baptist, the patron saint of Florence, is often
included in Florentine works depicting the Madonna and Child. He is in the middle-ground of the
panel, between the Holy Family and the background. The elements around the family include
plants and water.The painting is still contained within its original frame, which Michelangelo is
likely to have helped design. The frame is ornately carved and rather unusual for the five heads it
contains, protruding three-dimensionally into space. Similar to the nude young men in the
background, the meanings of these heads has been subject to speculation. The frame also
contains carvings of crescent moons, stars, vegetation, and lions’ heads. These symbols are,
perhaps, references to the Doni and Strozzi families, taken from each coat of arms. As depicted
on the frame, “the moons are bound together with ribbons that interlock with the lions,” possibly
referencing the marriage of the two families. There is a horizontal band separating the
foreground and background, dividing the Holy Family from the background figures and St. John
the Baptist. The background figures are five nudes, whose meaning and function are subject to
much speculation and debate. The Holy Family is much larger in size than the nudes in the
background and there appears to be water in between the land where the Holy Family and the
nudes are situated. The Holy Family all gaze at Christ, yet none of the nudes look directly at him.
Instead, they appear more concerned with their own physical beauty, like Roman youths at the
gymnasium.DetailDetailDetailDetailThe Doni Tondo was influenced by an early version of
Leonardo da Vinci’s ‘The Virgin and Child with St. Anne’. This is the completed version, painted
in 1510.Agnolo Doni by Raphael, 1506. Doni is believed to have commissioned the ‘Doni
Tondo’The Battle of CascinaCopy by Aristotile da SangalloThe Battle of Cascina is a lost work,
which was commissioned by Piero Soderini, a statesman of the Republic of Florence. It was



intended to be a fresco painted on a wall of the Salone dei Cinquecento in Palazzo Vecchio. The
opposite wall was to be decorated by Leonardo da Vinci, who was commissioned to depict the
Battle of Anghiari. The two battles were notable medieval Florentine victories. The Battle of
Cascina was fought on 28 July 1364 between the troops of Florence and Pisa, resulting in the
victory of the former. A thousand Pisans were killed and two thousand more were
captured.Unfortunately, Michelangelo never completed the painting, though he did produce a
complete cartoon of the composition. The cartoon was copied by several artists, the most
notable extant copy being by Michelangelo’s pupil, Sangallo. Some of Michelangelo’s
preparatory drawings also survive, along with prints of part of the scene by Marcantonio
Raimondi. According to Michelangelo’s biographer, Giorgio Vasari, the original cartoon was
deliberately destroyed by Michelangelo’s rival Bartolommeo Bandinelli, due to his jealousy of its
fame.Michelangelo chose to depict the scene at the beginning of the battle, as the Florentine
army was taken by surprise by the Pisans’ initial attack. The artist presents Florentine soldiers,
bathing naked in the river Arno, responding to a trumpet that warns them of the sudden Pisan
assault. As the soldiers emerge from the river and buckle on their armour, they are threatened by
shots from the enemy. Several soldiers look or point towards the Pisan position to the left. One
soldier has apparently been hit and has fallen back into the river, while others leap into action.
This selected scene allowed Michelangelo to depict his favoured topic: the naked male figure in
varieties of contrapposto.Michelangelo’s study of Battle of CascinaStudy of Battle of
CascinaStudy of the Battle of CascinaStudy of the Battle of CascinaPiero Soderini
(1450-1522)Sistine Chapel CeilingPainted between 1508 and 1512, Michelangelo’s work on the
ceiling of the Sistine Chapel, the large papal chapel built within the Vatican by Pope Sixtus IV,
remains a cornerstone work of High Renaissance art. The ceiling’s various painted elements
form part of a larger scheme of decoration within the Chapel, which includes Michelangelo’s
later wall fresco, The Last Judgment, as well as other wall paintings by leading fifteenth century
artists, including Sandro Botticelli, Domenico Ghirlandaio and Pietro Perugino. The chapel also
features a set of large tapestries by Raphael, illustrating the doctrine of the Catholic
Church.Central to Michelangelo’s celebrated ceiling decoration are nine scenes from the Book
of Genesis, of which The Creation of Adam is the best known — an image that has achieved an
iconic status only equalled by Leonardo da Vinci’s Mona Lisa — where the hands of God and
Adam are represented at the point of man’s creation. The complex design includes several sets
of individual figures, both clothed and nude, allowing Michelangelo to fully demonstrate his skill
in creating a huge variety of poses for the human figure, destined to influence countless artists
for the following centuries.In 1506 Pope Julius II designed a program to paint the ceiling of the
Sistine Chapel, where the walls of the chapel had already been decorated twenty years earlier.
The lowest of three levels was painted to resemble draped hangings, which was hung on special
occasions with the set of tapestries designed by Raphael. The middle level contains a complex
scheme of frescoes illustrating the Life of Christ on the right side and the Life of Moses on the
left side. It was carried out by some of the most renowned Renaissance painters: Botticelli,



Ghirlandaio, Perugino, Pinturicchio, Signorelli and Cosimo Rosselli. The upper level of the walls
contains the windows, between which are painted pairs of illusionistic niches with
representations of the first thirty-two popes. A draft by Matteo d’Amelia indicates that the ceiling
was painted blue and decorated with gold stars, representing the zodiacal
constellations.Michelangelo, who was primarily known as a sculptor and not a painter, was
reluctant to take on the project. At the time of the ambitious assignment he was occupied with a
very large sculptural commission for the Pope’s tomb. Nevertheless, the Pope was adamant,
leaving Michelangelo no choice but to accept. Nevertheless, a war with the French broke out,
diverting the attention of the Pope and Michelangelo fled Rome to continue working on his
sculpting. The tomb sculptures, however, were never to be finished, as in 1508 the Pope
returned to Rome victorious and summoned Michelangelo to return and commence work on the
ceiling. The contract was signed on 10 May 1508.The scheme proposed by the Pope was for
twelve large figures of the Apostles to occupy the pendentives. Michelangelo negotiated for a
grander and more complex scheme and he was eventually permitted to do as he wished with the
ceiling. His scheme for the work ultimately comprised some three hundred figures and took four
years to execute, being completed in 1512.To reach the chapel’s ceiling, Michelangelo designed
his own scaffold, a flat wooden platform on brackets built out from holes in the wall near the top
of the windows, rather than being built up from the floor. It has been speculated that this was in
order to cut the cost of timber. According to Michelangelo’s pupil and biographer Ascanio
Condivi, the brackets and frame that supported the steps and flooring were all put in place at the
beginning of the work and a lightweight screen, possibly cloth, was suspended beneath them to
catch plaster drips, dust and excess paint drips. Only half of the building was framed with
scaffolding at a time and the platform was moved as the painting was completed in stages. The
areas of the wall covered by the scaffolding still appear as unpainted areas across the bottom of
the lunettes. Interestingly, the same holes were used again to hold scaffolding in the recent
restoration.Contrary to popular belief, the artist painted in a standing position, not lying on his
back as has been passed down into legend. According to Vasari, “The work was carried out in
extremely uncomfortable conditions, from his having to work with his head tilted upwards”. The
fresco painting technique involved applying the paint to damp plaster, which Michelangelo had
learnt whilst apprenticed in the workshop of Domenico Ghirlandaio, one of the most competent
practitioners of this art form at the time. Michelangelo was also almost certainly influenced by the
paintings of Luca Signorelli, particularly his works in the Death and Resurrection Cycle in
Orvieto Cathedral, which feature many nudes and inventive figurative compositions.When first
beginning the Sistine ceiling project, the plaster, intonaco, began to grow mould due to being too
wet. Therefore, Michelangelo had to remove his initial attempts and start all over again. This time
he tried a new formula created by one of his assistants, Jacopo l’Indaco, which involved resisting
mould, heralding a new Italian building tradition.As the artist was painting fresco, the plaster was
laid in a new section every day, called a giornata. At the beginning of each session, the edges
would be scraped away and a new area laid down. The edges between giornate remain



somewhat visible, giving a glimpse of how the work would finally appear as they progressed. It
was customary for fresco painters to use a full-sized cartoon to transfer a design on to a plaster
surface. However, Michelangelo broke from tradition; confident the intonaco had been well
applied, he drew directly on to the ceiling. His energetic sweeping outlines can be seen scraped
on to some of the surfaces; while on others a grid is evident, indicating that he enlarged directly
on to the ceiling from a small drawing.Michelangelo painted on the damp plaster using a wash
technique to apply broad areas of colour, then as the surface became drier, he revisited these
areas with a more linear approach, adding shade and detail with a variety of brushes. For some
textured surfaces, such as facial hair and wood grain, he opted for a broad brush with bristles as
sparse as a comb. He employed all the finest workshop methods and innovations, combining
them with a range of brushwork techniques, exceeding the skills of his previous fresco master
Ghirlandaio.The work commenced at the end of the building furthest from the altar, with the
latest of the narrative scenes and progressed towards the altar with the scenes of the Creation.
The first three scenes, from the story of Noah, contain a much larger number of small figures
than the later panels. This is partly because of the subject matter, which deals with the fate of
Humanity, but also because all the figures at that end of the ceiling, including the prophets and
Ignudi are smaller than in the central section. The Ignudi are twenty athletic, nude males that
Michelangelo painted as supporting figures at each corner of the five smaller narrative scenes,
which run along the centre of the ceiling. The lean figures are represented as being decorated
with a variety of items, including pink ribbons, green bolsters and large garlands of acorns. As
the scale of the work grew larger, Michelangelo’s style became broader, with the final narrative
scene of God in the act of Creation being reportedly painted in a single day.The continual
subject matter of the ceiling is the doctrine of humanity’s need for Salvation as offered by God
through Jesus. It is a visual metaphor of Humankind’s need for a covenant with God. The Old
Covenant of the Children of Israel through Moses and the New Covenant through Christ had
already been represented around the walls of the chapel. The main components of the design
are nine scenes from the Book of Genesis, concerning The Downfall of Adam and Eve and their
expulsion from the Garden of Eden. These are formed of five smaller scenes, each framed and
supported by four naked youths or Ignudi. At either end and beneath the scenes are the figures
of twelve men and women that prophesied the birth of Christ. On the crescent-shaped areas, or
lunettes, above each of the chapel’s windows are tablets listing the Ancestors of Christ and
accompanying figures. Above them, in the triangular spandrels, a further eight groups of figures
are depicted, though these have not been identified with specific Biblical characters.The
narrative elements of the ceiling illustrate how God made the World as a perfect creation,
placing humanity into the centre. The ceiling then portrays how humanity fell into disgrace and
was punished by death and separation from God. Humanity then sank further into sin and
disgrace, finally to be punished by the Great Flood. Through a lineage of Ancestors – from
Abraham to Joseph – God sends the saviour of humanity, Jesus Christ. The coming of the
Saviour was prophesied by the Prophets of Israel and Sibyls of the Classical world. The various



components of the ceiling are linked to this Christian doctrine. Traditionally, the Old Testament
was perceived as a prefiguring of the New Testament. Many incidents and characters of the Old
Testament were commonly understood as having a direct symbolic link to a particular aspect of
the life of Jesus or to an important element of Christian doctrine or to a sacrament, such as
Baptism or the Eucharist.The scenes, from the altar towards the main door, are ordered as
follows:The Separation of Light and DarknessThe Creation of the Sun, Moon and EarthThe
Separation of Land and WaterThe Creation of AdamThe Creation of EveThe Temptation and
ExpulsionThe Sacrifice of NoahThe Great FloodThe Drunkenness of NoahThe medallions
represent:Abraham about to sacrifice his son IsaacThe Destruction of the Statue of BaalThe
worshippers of Baal being brutally slaughtered.Uriah being beaten to death.Nathan the priest
condemning King David for murder and adultery.King David’s traitorous son Absalom caught by
his hair in a tree while trying to escape and beheaded by David’s troops.Joab sneaking up on
Abner to murder himJoram being hurled from a chariot onto his head.Elijah being carried up to
HeavenOn one medallion the subject is either obliterated or incomplete.On October 1984, the
Vatican commenced a historic first stage of restoration on the Sistine Chapel’s lunettes, which
then proceeded on to the ceiling paintings and was completed by December 1989. Restoration
work then started on The Last Judgement. The whole restoration was unveiled by Pope John
Paul II on 8 April 1994. The colours, which now appear vibrantly fresh with pale pinks, apple
greens, vivid yellows and sky blues against a background of warm pearly grey, had become
greatly discoloured by candle smoke over the years, almost rendering the appearance of the
works as monochrome. The restoration has removed the filter of grime to reveal the original
colours that Michelangelo had originally intended. Nevertheless, the restoration was met with
both praise and criticism. Critics assert that much original work by Michelangelo – in particular
pentimenti, highlights and shadows – were lost in the removal of various accretions.The ceiling
of the Sistine Chapel was to have a profound effect upon other artists, even before the great
work was completed. Vasari, in his Life of Raphael, records that Bramante, who had the keys to
the chapel, let Raphael in to examine the paintings in Michelangelo’s absence. On seeing
Michelangelo’s prophets, Raphael went back to the picture of the Prophet Isaiah he was painting
on a column in the Church of Sant’Agostino and, although it was finished, scraped it off the wall
and repainted it in a much more powerful manner, in imitation of Michelangelo’s work.Five
hundred years ago, Vasari wrote: “The whole world came running when the vault was revealed,
and the sight of it was enough to reduce them to stunned silence.” In January 2007, it was
estimated that as many as 10,000 visitors pass through the Vatican Museums on an average
day and that the ceiling of the Sistine Chapel is, of course, the main attraction. The Vatican,
anxious that the newly restored frescoes would suffer damage, announced plans to reduce
visiting hours and raise the price in an attempt to discourage visitors.There are few design
elements on the Sistine ceiling that have not been subsequently imitated by a leading artist,
including the fictional depiction of architecture, the muscular anatomy, the masterful
foreshortening, the luminous colouration and the mysterious putti and Ignudi. Among the artists



in whose work can be seen the direct influence of Michelangelo are Pontormo, Andrea del Sarto,
Correggio, Tintoretto, Annibale Carracci, Paolo Veronese and El Greco — to name only a few
examples. For Michelangelo’s own work, the chapel ceiling led to his Mannerist painting of The
Last Judgement. The crowded composition of this later wall fresco allowed the artist to develop
his inventiveness further with contorted and foreshortened figures, expressing the dual polarities
of despair and jubilation.Please note: following the overall images of the ceiling and the
contextual images relating to the Sistine paintings, there is a separate table of contents, allowing
readers to navigate the various detail images of the Sistine Chapel ceiling.The ceiling in situThe
Sistine Chapel, outsideSupposed self-portrait of Domenico Ghirlandaio (1449-1494), the early
master of Michelangelo, celebrated for his fresco paintings‘Massacre of the Innocents’ by
Domenico Ghirlandaio — this fresco, which is the most celebrated of the cycle, was completed
in the Tornabuoni Chapel in the church of Santa Maria Novella, Florence, between 1485 and
1490. Michelangelo is likely to have had a hand in the work, from which he learnt the trade of
fresco painting.Lamentation of Christ, Orvieto, Monte Oliveto by Luca Signorelli — Michelangelo
was also influenced in his Sistine paintings by the work Signorelli, particularly by the Death and
Resurrection Cycle in OrvietoPope Julius II (1443-1513) by Raphael — known as “The Warrior
Pope”, the papacy of Pope Julius II was marked by an active foreign policy, ambitious building
projects and his patronage for the arts.Table of Contents for the Sistine Chapel Ceiling ‘Detail’
ImagesCONTENTSThe Ceiling Narrative Paintings: The CreationThe Ceiling Narrative
Paintings: The Creation and Downfall of Adam and EveThe Ceiling Narrative Paintings: The
Noah StoriesAncestors of Christ: TrianglesAncestors of Christ:
LunettesProphetsSibylsPendentivesIgnudiMedallionsThe Ceiling Narrative Paintings: The
CreationFirst Day of CreationDetailCreation of the Earth and the celestial
bodiesDetailDetailDividing Water and HeavensDetailThe Ceiling Narrative Paintings: The
Creation and Downfall of Adam and EveCreation of AdamDetailStudy for the hand of
GodDetailDetailDetailDetailGod creating Eve from the side of the sleeping AdamDetailAdam
and Eve: temptation and banishmentDetailDetailThe Ceiling Narrative Paintings: The Noah
StoriesThe Sacrifice of NoahDetailThe Great FloodDetailDetailNoah’s drunkennessDetail of
NoahDetailAncestors of Christ: TrianglesEzechias SpandrelJesse SpandrelAncestors of Christ
detailAncestors of Christ detailAncestors of Christ detailAncestors of Christ detailAncestors of
Christ detailAncestors of Christ detailAncestors of Christ detailAncestors of Christ: LunettesThe
family of Jacob and JosephAmminadabNahshonJesse - David - SolomonJosiah-Jechoniah-
SheatielThe family of ZorobabelThe family of AchimEzechias lunetteSalmon - Boaz -
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PaintingsThe Michelangelo Museum in Caprese near Arezzo, Tuscany — the artist’s
birthplaceThe PaintingsThe Michelangelo Museum in Caprese near Arezzo, Tuscany — the
artist’s birthplaceThe Michelangelo Museum in Caprese near Arezzo, Tuscany — the artist’s
birthplacePortrait of Michelangelo, aged 60, by Jacopino del Conte, c. 1540Portrait of
Michelangelo, aged 60, by Jacopino del Conte, c. 1540Portrait of Michelangelo, aged 60, by
Jacopino del Conte, c. 1540The Torment of St. AnthonyThis is the earliest known painting to be
ascribed to Michelangelo, completed when he was only 12 or 13 years old and inspired by an
engraving by Martin Schongauer. Housed in the Kimbell Art Museum in Fort Worth, Texas, the
canvas depicts the popular medieval subject of Saint Anthony attacked in the desert by demons.
The saint is beset by temptations, which he resists whilst being ambushed in mid-air by the
devils. The painting was previously attributed to the workshop of Domenico Ghirlandaio, under
whom Michelangelo had served his apprenticeship. Under that attribution it was bought at a
Sotheby’s auction in July 2008 by an American art dealer for $2 million. When the export license
was obtained that September, the canvas was brought to the Metropolitan Museum of Art in
New York, where it was cleaned of discoloured varnish and later overpainting and closely
examined for the first time. On the basis of stylistic hallmarks such as Michelangelo’s emphatic
cross hatching, it was decided that the painting was by the younger artist. It was soon bought by
the Kimbell Art Museum for an undisclosed amount, believed to be in excess of $6
million.Giorgio Vasari, in his Lives of the Artists, noted that Michelangelo had painted St.
Anthony after a print by Schongauer and Ascanio Condivi recorded that Michelangelo had gone
to a market to draw fish scales, a feature not present in the original engraving. Besides this
enhancement, Michelangelo also added a landscape below the figures, as well as altering the
expression of the saint.The Torment of St. AnthonyThis is the earliest known painting to be
ascribed to Michelangelo, completed when he was only 12 or 13 years old and inspired by an
engraving by Martin Schongauer. Housed in the Kimbell Art Museum in Fort Worth, Texas, the
canvas depicts the popular medieval subject of Saint Anthony attacked in the desert by demons.
The saint is beset by temptations, which he resists whilst being ambushed in mid-air by the
devils. The painting was previously attributed to the workshop of Domenico Ghirlandaio, under
whom Michelangelo had served his apprenticeship. Under that attribution it was bought at a
Sotheby’s auction in July 2008 by an American art dealer for $2 million. When the export license
was obtained that September, the canvas was brought to the Metropolitan Museum of Art in
New York, where it was cleaned of discoloured varnish and later overpainting and closely
examined for the first time. On the basis of stylistic hallmarks such as Michelangelo’s emphatic
cross hatching, it was decided that the painting was by the younger artist. It was soon bought by



the Kimbell Art Museum for an undisclosed amount, believed to be in excess of $6
million.Giorgio Vasari, in his Lives of the Artists, noted that Michelangelo had painted St.
Anthony after a print by Schongauer and Ascanio Condivi recorded that Michelangelo had gone
to a market to draw fish scales, a feature not present in the original engraving. Besides this
enhancement, Michelangelo also added a landscape below the figures, as well as altering the
expression of the
saint.DetailDetailDetailDetailDetailDetailDetailDetailDetailDetailDetailDetailMadonna and Child
with St. John and AngelsCompleted by c. 1497 and also known as The Manchester Madonna,
this unfinished painting is another attributed work of Michelangelo, which is housed in the
National Gallery, London. It is one of three surviving panel paintings attributed to the artist and is
dated to his first period in Rome. The painting’s attribution to Michelangelo was in doubt for
much of the last two centuries, although now most scholars are in agreement that it is in fact a
genuine attribution. The painting first came to public attention in the Art Treasures Exhibition in
Manchester in 1857, when it received its title the “Manchester Madonna”.The composition’s
subject arises from a non-Biblical tradition that the Virgin Mary and Jesus met Christ’s cousin,
St. John the Baptist, on the Holy Family’s Flight into Egypt. The Virgin is depicted with a bared
breast, as if she has recently been suckling her infant son, recalling the theme of the Virgin
breastfeeding common in medieval painting. She grips a book that she attempts to hold away
from her son, the contents of which foreshadow his future sacrifice. She looks over her left
shoulder at a scroll being read by a pair of angels, bearing the reading: Ecce Agnus Dei (‘Behold
the Lamb of God’), a customary attribute of John the Baptist.The figures are arranged as if in a
frieze, revealing Michelangelo’s predilection for a sculptor’s vision rather than a painter’s. The
frieze becomes more convex at its centre with the figures of Virgin and Child, as in the later Pitti
Tondo. Another similarity of the painting to the art of relief sculpture is in the plain background:
rather than the landscapes more common for exterior settings, Michelangelo has simply painted
an expanse of sky. Many areas of the painting have been left in a preliminary state, where the
artist had intended to paint over the black of the Virgin’s robe with the rich blue pigment lapis
lazuli and the angels on the left are indicated only by the green underpaint used for flesh
tones.Madonna and Child with St. John and AngelsCompleted by c. 1497 and also known as
The Manchester Madonna, this unfinished painting is another attributed work of Michelangelo,
which is housed in the National Gallery, London. It is one of three surviving panel paintings
attributed to the artist and is dated to his first period in Rome. The painting’s attribution to
Michelangelo was in doubt for much of the last two centuries, although now most scholars are in
agreement that it is in fact a genuine attribution. The painting first came to public attention in the
Art Treasures Exhibition in Manchester in 1857, when it received its title the “Manchester
Madonna”.The composition’s subject arises from a non-Biblical tradition that the Virgin Mary and
Jesus met Christ’s cousin, St. John the Baptist, on the Holy Family’s Flight into Egypt. The Virgin
is depicted with a bared breast, as if she has recently been suckling her infant son, recalling the
theme of the Virgin breastfeeding common in medieval painting. She grips a book that she



attempts to hold away from her son, the contents of which foreshadow his future sacrifice. She
looks over her left shoulder at a scroll being read by a pair of angels, bearing the reading: Ecce
Agnus Dei (‘Behold the Lamb of God’), a customary attribute of John the Baptist.The figures are
arranged as if in a frieze, revealing Michelangelo’s predilection for a sculptor’s vision rather than
a painter’s. The frieze becomes more convex at its centre with the figures of Virgin and Child, as
in the later Pitti Tondo. Another similarity of the painting to the art of relief sculpture is in the plain
background: rather than the landscapes more common for exterior settings, Michelangelo has
simply painted an expanse of sky. Many areas of the painting have been left in a preliminary
state, where the artist had intended to paint over the black of the Virgin’s robe with the rich blue
pigment lapis lazuli and the angels on the left are indicated only by the green underpaint used
for flesh tones.DetailDetailDetailDetailDetailDetailDetailDetailDetailDetailDetailDetailThe
EntombmentAlso housed in London’s National Gallery, this painting, left unfinished circa 1501,
concerns the placing of Jesus’ body in the garden tomb. The chronological position of the work
has been a source of some dispute, although it is generally considered an early work. Some
authorities believe that it may have been executed by one of Michelangelo’s pupils from a
drawing by the master or that it was a direct imitation of his work. According to documents
discovered in 1981, Michelangelo had been commissioned to paint a panel for the church of
Sant’Agostino in Rome, but eventually gave back the sum received. It is probable this was the
payment for the Entombment, which remained unfinished upon the artist’s return to
Florence.The centre of the panel portrays Christ being carried up a flight of steps to the
sepulchre, which was intended to be painted in the blank area at the top right. The bearded older
man represented behind him is most likely Joseph of Arimathea, who gave up his tomb for the
use as Christ’s sepulchre. The long-haired figure on the left is presumably Saint John, wearing a
long orange-red gown, with Mary Magdalene kneeling at his feet. The floating appearance of
some of the figures may be partly explained by the fact that the painting is intended to be viewed
from below and due to the panel’s unfinished condition. However, the apparent incongruity of the
stance of the bearer on the right remains problematic.Interestingly, there is an old story that
Michelangelo received a letter from his father at the time he was painting this panel. The letter
informed the artist that he should abandon whatever he was doing as a great piece of marble
had arrived for him. This, of course, was the marble that would become the David.The
EntombmentAlso housed in London’s National Gallery, this painting, left unfinished circa 1501,
concerns the placing of Jesus’ body in the garden tomb. The chronological position of the work
has been a source of some dispute, although it is generally considered an early work. Some
authorities believe that it may have been executed by one of Michelangelo’s pupils from a
drawing by the master or that it was a direct imitation of his work. According to documents
discovered in 1981, Michelangelo had been commissioned to paint a panel for the church of
Sant’Agostino in Rome, but eventually gave back the sum received. It is probable this was the
payment for the Entombment, which remained unfinished upon the artist’s return to
Florence.The centre of the panel portrays Christ being carried up a flight of steps to the



sepulchre, which was intended to be painted in the blank area at the top right. The bearded older
man represented behind him is most likely Joseph of Arimathea, who gave up his tomb for the
use as Christ’s sepulchre. The long-haired figure on the left is presumably Saint John, wearing a
long orange-red gown, with Mary Magdalene kneeling at his feet. The floating appearance of
some of the figures may be partly explained by the fact that the painting is intended to be viewed
from below and due to the panel’s unfinished condition. However, the apparent incongruity of the
stance of the bearer on the right remains problematic.Interestingly, there is an old story that
Michelangelo received a letter from his father at the time he was painting this panel. The letter
informed the artist that he should abandon whatever he was doing as a great piece of marble
had arrived for him. This, of course, was the marble that would become the
David.DetailDetailDetailDetailDetailDetailDetailDetailDetailDetailDetailDetailDoni Tondo: The
Holy FamilyNow housed in the Uffizi in Florence, this is the only finished panel painting by
Michelangelo to survive. The painting was commissioned by Agnolo Doni to commemorate his
marriage to Maddalena Strozzi, the daughter of a powerful Tuscan family. The tondo (a circular
framed painting) was most likely created during the period after the Doni’s marriage in 1503 or
1504, yet before the Sistine Chapel ceiling frescoes were begun in 1508, dating the painting to
approximately late 1506 or 1507.Michelangelo presents the Virgin Mary as the most prominent
figure in the composition, as she is fixed in the centre of the image, sitting directly on the ground
without a cushion, suggesting the theme of her relationship to the earth. The grass directly
below the figure is green, sharply contrasting to the grassless ground surrounding her. Saint
Joseph has a higher position in the image compared to Mary, symbolising his status as head of
the family — an unusual feature in compositions of the Holy Family. Mary is located between his
legs, as if he is protecting her. There is some debate as to whether Mary is receiving the Christ
child from Joseph or vice-versa. St. John the Baptist, the patron saint of Florence, is often
included in Florentine works depicting the Madonna and Child. He is in the middle-ground of the
panel, between the Holy Family and the background. The elements around the family include
plants and water.The painting is still contained within its original frame, which Michelangelo is
likely to have helped design. The frame is ornately carved and rather unusual for the five heads it
contains, protruding three-dimensionally into space. Similar to the nude young men in the
background, the meanings of these heads has been subject to speculation. The frame also
contains carvings of crescent moons, stars, vegetation, and lions’ heads. These symbols are,
perhaps, references to the Doni and Strozzi families, taken from each coat of arms. As depicted
on the frame, “the moons are bound together with ribbons that interlock with the lions,” possibly
referencing the marriage of the two families. There is a horizontal band separating the
foreground and background, dividing the Holy Family from the background figures and St. John
the Baptist. The background figures are five nudes, whose meaning and function are subject to
much speculation and debate. The Holy Family is much larger in size than the nudes in the
background and there appears to be water in between the land where the Holy Family and the
nudes are situated. The Holy Family all gaze at Christ, yet none of the nudes look directly at him.



Instead, they appear more concerned with their own physical beauty, like Roman youths at the
gymnasium.Doni Tondo: The Holy FamilyNow housed in the Uffizi in Florence, this is the only
finished panel painting by Michelangelo to survive. The painting was commissioned by Agnolo
Doni to commemorate his marriage to Maddalena Strozzi, the daughter of a powerful Tuscan
family. The tondo (a circular framed painting) was most likely created during the period after the
Doni’s marriage in 1503 or 1504, yet before the Sistine Chapel ceiling frescoes were begun in
1508, dating the painting to approximately late 1506 or 1507.Michelangelo presents the Virgin
Mary as the most prominent figure in the composition, as she is fixed in the centre of the image,
sitting directly on the ground without a cushion, suggesting the theme of her relationship to the
earth. The grass directly below the figure is green, sharply contrasting to the grassless ground
surrounding her. Saint Joseph has a higher position in the image compared to Mary, symbolising
his status as head of the family — an unusual feature in compositions of the Holy Family. Mary is
located between his legs, as if he is protecting her. There is some debate as to whether Mary is
receiving the Christ child from Joseph or vice-versa. St. John the Baptist, the patron saint of
Florence, is often included in Florentine works depicting the Madonna and Child. He is in the
middle-ground of the panel, between the Holy Family and the background. The elements around
the family include plants and water.The painting is still contained within its original frame, which
Michelangelo is likely to have helped design. The frame is ornately carved and rather unusual for
the five heads it contains, protruding three-dimensionally into space. Similar to the nude young
men in the background, the meanings of these heads has been subject to speculation. The
frame also contains carvings of crescent moons, stars, vegetation, and lions’ heads. These
symbols are, perhaps, references to the Doni and Strozzi families, taken from each coat of arms.
As depicted on the frame, “the moons are bound together with ribbons that interlock with the
lions,” possibly referencing the marriage of the two families. There is a horizontal band
separating the foreground and background, dividing the Holy Family from the background
figures and St. John the Baptist. The background figures are five nudes, whose meaning and
function are subject to much speculation and debate. The Holy Family is much larger in size than
the nudes in the background and there appears to be water in between the land where the Holy
Family and the nudes are situated. The Holy Family all gaze at Christ, yet none of the nudes look
directly at him. Instead, they appear more concerned with their own physical beauty, like Roman
youths at the
gymnasium.DetailDetailDetailDetailDetailDetailDetailDetailDetailDetailDetailDetailThe Doni
Tondo was influenced by an early version of Leonardo da Vinci’s ‘The Virgin and Child with St.
Anne’. This is the completed version, painted in 1510.The Doni Tondo was influenced by an
early version of Leonardo da Vinci’s ‘The Virgin and Child with St. Anne’. This is the completed
version, painted in 1510.The Doni Tondo was influenced by an early version of Leonardo da
Vinci’s ‘The Virgin and Child with St. Anne’. This is the completed version, painted in
1510.Agnolo Doni by Raphael, 1506. Doni is believed to have commissioned the ‘Doni
Tondo’Agnolo Doni by Raphael, 1506. Doni is believed to have commissioned the ‘Doni



Tondo’Agnolo Doni by Raphael, 1506. Doni is believed to have commissioned the ‘Doni
Tondo’The Battle of CascinaCopy by Aristotile da SangalloThe Battle of Cascina is a lost work,
which was commissioned by Piero Soderini, a statesman of the Republic of Florence. It was
intended to be a fresco painted on a wall of the Salone dei Cinquecento in Palazzo Vecchio. The
opposite wall was to be decorated by Leonardo da Vinci, who was commissioned to depict the
Battle of Anghiari. The two battles were notable medieval Florentine victories. The Battle of
Cascina was fought on 28 July 1364 between the troops of Florence and Pisa, resulting in the
victory of the former. A thousand Pisans were killed and two thousand more were
captured.Unfortunately, Michelangelo never completed the painting, though he did produce a
complete cartoon of the composition. The cartoon was copied by several artists, the most
notable extant copy being by Michelangelo’s pupil, Sangallo. Some of Michelangelo’s
preparatory drawings also survive, along with prints of part of the scene by Marcantonio
Raimondi. According to Michelangelo’s biographer, Giorgio Vasari, the original cartoon was
deliberately destroyed by Michelangelo’s rival Bartolommeo Bandinelli, due to his jealousy of its
fame.Michelangelo chose to depict the scene at the beginning of the battle, as the Florentine
army was taken by surprise by the Pisans’ initial attack. The artist presents Florentine soldiers,
bathing naked in the river Arno, responding to a trumpet that warns them of the sudden Pisan
assault. As the soldiers emerge from the river and buckle on their armour, they are threatened by
shots from the enemy. Several soldiers look or point towards the Pisan position to the left. One
soldier has apparently been hit and has fallen back into the river, while others leap into action.
This selected scene allowed Michelangelo to depict his favoured topic: the naked male figure in
varieties of contrapposto.The Battle of CascinaCopy by Aristotile da SangalloThe Battle of
Cascina is a lost work, which was commissioned by Piero Soderini, a statesman of the Republic
of Florence. It was intended to be a fresco painted on a wall of the Salone dei Cinquecento in
Palazzo Vecchio. The opposite wall was to be decorated by Leonardo da Vinci, who was
commissioned to depict the Battle of Anghiari. The two battles were notable medieval Florentine
victories. The Battle of Cascina was fought on 28 July 1364 between the troops of Florence and
Pisa, resulting in the victory of the former. A thousand Pisans were killed and two thousand more
were captured.Unfortunately, Michelangelo never completed the painting, though he did
produce a complete cartoon of the composition. The cartoon was copied by several artists, the
most notable extant copy being by Michelangelo’s pupil, Sangallo. Some of Michelangelo’s
preparatory drawings also survive, along with prints of part of the scene by Marcantonio
Raimondi. According to Michelangelo’s biographer, Giorgio Vasari, the original cartoon was
deliberately destroyed by Michelangelo’s rival Bartolommeo Bandinelli, due to his jealousy of its
fame.Michelangelo chose to depict the scene at the beginning of the battle, as the Florentine
army was taken by surprise by the Pisans’ initial attack. The artist presents Florentine soldiers,
bathing naked in the river Arno, responding to a trumpet that warns them of the sudden Pisan
assault. As the soldiers emerge from the river and buckle on their armour, they are threatened by
shots from the enemy. Several soldiers look or point towards the Pisan position to the left. One



soldier has apparently been hit and has fallen back into the river, while others leap into action.
This selected scene allowed Michelangelo to depict his favoured topic: the naked male figure in
varieties of contrapposto.Michelangelo’s study of Battle of CascinaMichelangelo’s study of
Battle of CascinaMichelangelo’s study of Battle of CascinaStudy of Battle of CascinaStudy of
Battle of CascinaStudy of Battle of CascinaStudy of the Battle of CascinaStudy of the Battle of
CascinaStudy of the Battle of CascinaStudy of the Battle of CascinaStudy of the Battle of
CascinaStudy of the Battle of CascinaPiero Soderini (1450-1522)Piero Soderini
(1450-1522)Piero Soderini (1450-1522)Sistine Chapel CeilingPainted between 1508 and 1512,
Michelangelo’s work on the ceiling of the Sistine Chapel, the large papal chapel built within the
Vatican by Pope Sixtus IV, remains a cornerstone work of High Renaissance art. The ceiling’s
various painted elements form part of a larger scheme of decoration within the Chapel, which
includes Michelangelo’s later wall fresco, The Last Judgment, as well as other wall paintings by
leading fifteenth century artists, including Sandro Botticelli, Domenico Ghirlandaio and Pietro
Perugino. The chapel also features a set of large tapestries by Raphael, illustrating the doctrine
of the Catholic Church.Central to Michelangelo’s celebrated ceiling decoration are nine scenes
from the Book of Genesis, of which The Creation of Adam is the best known — an image that
has achieved an iconic status only equalled by Leonardo da Vinci’s Mona Lisa — where the
hands of God and Adam are represented at the point of man’s creation. The complex design
includes several sets of individual figures, both clothed and nude, allowing Michelangelo to fully
demonstrate his skill in creating a huge variety of poses for the human figure, destined to
influence countless artists for the following centuries.In 1506 Pope Julius II designed a program
to paint the ceiling of the Sistine Chapel, where the walls of the chapel had already been
decorated twenty years earlier. The lowest of three levels was painted to resemble draped
hangings, which was hung on special occasions with the set of tapestries designed by Raphael.
The middle level contains a complex scheme of frescoes illustrating the Life of Christ on the right
side and the Life of Moses on the left side. It was carried out by some of the most renowned
Renaissance painters: Botticelli, Ghirlandaio, Perugino, Pinturicchio, Signorelli and Cosimo
Rosselli. The upper level of the walls contains the windows, between which are painted pairs of
illusionistic niches with representations of the first thirty-two popes. A draft by Matteo d’Amelia
indicates that the ceiling was painted blue and decorated with gold stars, representing the
zodiacal constellations.Michelangelo, who was primarily known as a sculptor and not a painter,
was reluctant to take on the project. At the time of the ambitious assignment he was occupied
with a very large sculptural commission for the Pope’s tomb. Nevertheless, the Pope was
adamant, leaving Michelangelo no choice but to accept. Nevertheless, a war with the French
broke out, diverting the attention of the Pope and Michelangelo fled Rome to continue working
on his sculpting. The tomb sculptures, however, were never to be finished, as in 1508 the Pope
returned to Rome victorious and summoned Michelangelo to return and commence work on the
ceiling. The contract was signed on 10 May 1508.The scheme proposed by the Pope was for
twelve large figures of the Apostles to occupy the pendentives. Michelangelo negotiated for a



grander and more complex scheme and he was eventually permitted to do as he wished with the
ceiling. His scheme for the work ultimately comprised some three hundred figures and took four
years to execute, being completed in 1512.To reach the chapel’s ceiling, Michelangelo designed
his own scaffold, a flat wooden platform on brackets built out from holes in the wall near the top
of the windows, rather than being built up from the floor. It has been speculated that this was in
order to cut the cost of timber. According to Michelangelo’s pupil and biographer Ascanio
Condivi, the brackets and frame that supported the steps and flooring were all put in place at the
beginning of the work and a lightweight screen, possibly cloth, was suspended beneath them to
catch plaster drips, dust and excess paint drips. Only half of the building was framed with
scaffolding at a time and the platform was moved as the painting was completed in stages. The
areas of the wall covered by the scaffolding still appear as unpainted areas across the bottom of
the lunettes. Interestingly, the same holes were used again to hold scaffolding in the recent
restoration.Contrary to popular belief, the artist painted in a standing position, not lying on his
back as has been passed down into legend. According to Vasari, “The work was carried out in
extremely uncomfortable conditions, from his having to work with his head tilted upwards”. The
fresco painting technique involved applying the paint to damp plaster, which Michelangelo had
learnt whilst apprenticed in the workshop of Domenico Ghirlandaio, one of the most competent
practitioners of this art form at the time. Michelangelo was also almost certainly influenced by the
paintings of Luca Signorelli, particularly his works in the Death and Resurrection Cycle in
Orvieto Cathedral, which feature many nudes and inventive figurative compositions.When first
beginning the Sistine ceiling project, the plaster, intonaco, began to grow mould due to being too
wet. Therefore, Michelangelo had to remove his initial attempts and start all over again. This time
he tried a new formula created by one of his assistants, Jacopo l’Indaco, which involved resisting
mould, heralding a new Italian building tradition.As the artist was painting fresco, the plaster was
laid in a new section every day, called a giornata. At the beginning of each session, the edges
would be scraped away and a new area laid down. The edges between giornate remain
somewhat visible, giving a glimpse of how the work would finally appear as they progressed. It
was customary for fresco painters to use a full-sized cartoon to transfer a design on to a plaster
surface. However, Michelangelo broke from tradition; confident the intonaco had been well
applied, he drew directly on to the ceiling. His energetic sweeping outlines can be seen scraped
on to some of the surfaces; while on others a grid is evident, indicating that he enlarged directly
on to the ceiling from a small drawing.Michelangelo painted on the damp plaster using a wash
technique to apply broad areas of colour, then as the surface became drier, he revisited these
areas with a more linear approach, adding shade and detail with a variety of brushes. For some
textured surfaces, such as facial hair and wood grain, he opted for a broad brush with bristles as
sparse as a comb. He employed all the finest workshop methods and innovations, combining
them with a range of brushwork techniques, exceeding the skills of his previous fresco master
Ghirlandaio.The work commenced at the end of the building furthest from the altar, with the
latest of the narrative scenes and progressed towards the altar with the scenes of the Creation.



The first three scenes, from the story of Noah, contain a much larger number of small figures
than the later panels. This is partly because of the subject matter, which deals with the fate of
Humanity, but also because all the figures at that end of the ceiling, including the prophets and
Ignudi are smaller than in the central section. The Ignudi are twenty athletic, nude males that
Michelangelo painted as supporting figures at each corner of the five smaller narrative scenes,
which run along the centre of the ceiling. The lean figures are represented as being decorated
with a variety of items, including pink ribbons, green bolsters and large garlands of acorns. As
the scale of the work grew larger, Michelangelo’s style became broader, with the final narrative
scene of God in the act of Creation being reportedly painted in a single day.The continual
subject matter of the ceiling is the doctrine of humanity’s need for Salvation as offered by God
through Jesus. It is a visual metaphor of Humankind’s need for a covenant with God. The Old
Covenant of the Children of Israel through Moses and the New Covenant through Christ had
already been represented around the walls of the chapel. The main components of the design
are nine scenes from the Book of Genesis, concerning The Downfall of Adam and Eve and their
expulsion from the Garden of Eden. These are formed of five smaller scenes, each framed and
supported by four naked youths or Ignudi. At either end and beneath the scenes are the figures
of twelve men and women that prophesied the birth of Christ. On the crescent-shaped areas, or
lunettes, above each of the chapel’s windows are tablets listing the Ancestors of Christ and
accompanying figures. Above them, in the triangular spandrels, a further eight groups of figures
are depicted, though these have not been identified with specific Biblical characters.The
narrative elements of the ceiling illustrate how God made the World as a perfect creation,
placing humanity into the centre. The ceiling then portrays how humanity fell into disgrace and
was punished by death and separation from God. Humanity then sank further into sin and
disgrace, finally to be punished by the Great Flood. Through a lineage of Ancestors – from
Abraham to Joseph – God sends the saviour of humanity, Jesus Christ. The coming of the
Saviour was prophesied by the Prophets of Israel and Sibyls of the Classical world. The various
components of the ceiling are linked to this Christian doctrine. Traditionally, the Old Testament
was perceived as a prefiguring of the New Testament. Many incidents and characters of the Old
Testament were commonly understood as having a direct symbolic link to a particular aspect of
the life of Jesus or to an important element of Christian doctrine or to a sacrament, such as
Baptism or the Eucharist.The scenes, from the altar towards the main door, are ordered as
follows:The Separation of Light and DarknessThe Creation of the Sun, Moon and EarthThe
Separation of Land and WaterThe Creation of AdamThe Creation of EveThe Temptation and
ExpulsionThe Sacrifice of NoahThe Great FloodThe Drunkenness of NoahThe medallions
represent:Abraham about to sacrifice his son IsaacThe Destruction of the Statue of BaalThe
worshippers of Baal being brutally slaughtered.Uriah being beaten to death.Nathan the priest
condemning King David for murder and adultery.King David’s traitorous son Absalom caught by
his hair in a tree while trying to escape and beheaded by David’s troops.Joab sneaking up on
Abner to murder himJoram being hurled from a chariot onto his head.Elijah being carried up to



HeavenOn one medallion the subject is either obliterated or incomplete.On October 1984, the
Vatican commenced a historic first stage of restoration on the Sistine Chapel’s lunettes, which
then proceeded on to the ceiling paintings and was completed by December 1989. Restoration
work then started on The Last Judgement. The whole restoration was unveiled by Pope John
Paul II on 8 April 1994. The colours, which now appear vibrantly fresh with pale pinks, apple
greens, vivid yellows and sky blues against a background of warm pearly grey, had become
greatly discoloured by candle smoke over the years, almost rendering the appearance of the
works as monochrome. The restoration has removed the filter of grime to reveal the original
colours that Michelangelo had originally intended. Nevertheless, the restoration was met with
both praise and criticism. Critics assert that much original work by Michelangelo – in particular
pentimenti, highlights and shadows – were lost in the removal of various accretions.The ceiling
of the Sistine Chapel was to have a profound effect upon other artists, even before the great
work was completed. Vasari, in his Life of Raphael, records that Bramante, who had the keys to
the chapel, let Raphael in to examine the paintings in Michelangelo’s absence. On seeing
Michelangelo’s prophets, Raphael went back to the picture of the Prophet Isaiah he was painting
on a column in the Church of Sant’Agostino and, although it was finished, scraped it off the wall
and repainted it in a much more powerful manner, in imitation of Michelangelo’s work.Five
hundred years ago, Vasari wrote: “The whole world came running when the vault was revealed,
and the sight of it was enough to reduce them to stunned silence.” In January 2007, it was
estimated that as many as 10,000 visitors pass through the Vatican Museums on an average
day and that the ceiling of the Sistine Chapel is, of course, the main attraction. The Vatican,
anxious that the newly restored frescoes would suffer damage, announced plans to reduce
visiting hours and raise the price in an attempt to discourage visitors.There are few design
elements on the Sistine ceiling that have not been subsequently imitated by a leading artist,
including the fictional depiction of architecture, the muscular anatomy, the masterful
foreshortening, the luminous colouration and the mysterious putti and Ignudi. Among the artists
in whose work can be seen the direct influence of Michelangelo are Pontormo, Andrea del Sarto,
Correggio, Tintoretto, Annibale Carracci, Paolo Veronese and El Greco — to name only a few
examples. For Michelangelo’s own work, the chapel ceiling led to his Mannerist painting of The
Last Judgement. The crowded composition of this later wall fresco allowed the artist to develop
his inventiveness further with contorted and foreshortened figures, expressing the dual polarities
of despair and jubilation.Please note: following the overall images of the ceiling and the
contextual images relating to the Sistine paintings, there is a separate table of contents, allowing
readers to navigate the various detail images of the Sistine Chapel ceiling.Sistine Chapel
CeilingPainted between 1508 and 1512, Michelangelo’s work on the ceiling of the Sistine
Chapel, the large papal chapel built within the Vatican by Pope Sixtus IV, remains a cornerstone
work of High Renaissance art. The ceiling’s various painted elements form part of a larger
scheme of decoration within the Chapel, which includes Michelangelo’s later wall fresco, The
Last Judgment, as well as other wall paintings by leading fifteenth century artists, including



Sandro Botticelli, Domenico Ghirlandaio and Pietro Perugino. The chapel also features a set of
large tapestries by Raphael, illustrating the doctrine of the Catholic Church.Central to
Michelangelo’s celebrated ceiling decoration are nine scenes from the Book of Genesis, of
which The Creation of Adam is the best known — an image that has achieved an iconic status
only equalled by Leonardo da Vinci’s Mona Lisa — where the hands of God and Adam are
represented at the point of man’s creation. The complex design includes several sets of
individual figures, both clothed and nude, allowing Michelangelo to fully demonstrate his skill in
creating a huge variety of poses for the human figure, destined to influence countless artists for
the following centuries.In 1506 Pope Julius II designed a program to paint the ceiling of the
Sistine Chapel, where the walls of the chapel had already been decorated twenty years earlier.
The lowest of three levels was painted to resemble draped hangings, which was hung on special
occasions with the set of tapestries designed by Raphael. The middle level contains a complex
scheme of frescoes illustrating the Life of Christ on the right side and the Life of Moses on the
left side. It was carried out by some of the most renowned Renaissance painters: Botticelli,
Ghirlandaio, Perugino, Pinturicchio, Signorelli and Cosimo Rosselli. The upper level of the walls
contains the windows, between which are painted pairs of illusionistic niches with
representations of the first thirty-two popes. A draft by Matteo d’Amelia indicates that the ceiling
was painted blue and decorated with gold stars, representing the zodiacal
constellations.Michelangelo, who was primarily known as a sculptor and not a painter, was
reluctant to take on the project. At the time of the ambitious assignment he was occupied with a
very large sculptural commission for the Pope’s tomb. Nevertheless, the Pope was adamant,
leaving Michelangelo no choice but to accept. Nevertheless, a war with the French broke out,
diverting the attention of the Pope and Michelangelo fled Rome to continue working on his
sculpting. The tomb sculptures, however, were never to be finished, as in 1508 the Pope
returned to Rome victorious and summoned Michelangelo to return and commence work on the
ceiling. The contract was signed on 10 May 1508.The scheme proposed by the Pope was for
twelve large figures of the Apostles to occupy the pendentives. Michelangelo negotiated for a
grander and more complex scheme and he was eventually permitted to do as he wished with the
ceiling. His scheme for the work ultimately comprised some three hundred figures and took four
years to execute, being completed in 1512.To reach the chapel’s ceiling, Michelangelo designed
his own scaffold, a flat wooden platform on brackets built out from holes in the wall near the top
of the windows, rather than being built up from the floor. It has been speculated that this was in
order to cut the cost of timber. According to Michelangelo’s pupil and biographer Ascanio
Condivi, the brackets and frame that supported the steps and flooring were all put in place at the
beginning of the work and a lightweight screen, possibly cloth, was suspended beneath them to
catch plaster drips, dust and excess paint drips. Only half of the building was framed with
scaffolding at a time and the platform was moved as the painting was completed in stages. The
areas of the wall covered by the scaffolding still appear as unpainted areas across the bottom of
the lunettes. Interestingly, the same holes were used again to hold scaffolding in the recent



restoration.Contrary to popular belief, the artist painted in a standing position, not lying on his
back as has been passed down into legend. According to Vasari, “The work was carried out in
extremely uncomfortable conditions, from his having to work with his head tilted upwards”. The
fresco painting technique involved applying the paint to damp plaster, which Michelangelo had
learnt whilst apprenticed in the workshop of Domenico Ghirlandaio, one of the most competent
practitioners of this art form at the time. Michelangelo was also almost certainly influenced by the
paintings of Luca Signorelli, particularly his works in the Death and Resurrection Cycle in
Orvieto Cathedral, which feature many nudes and inventive figurative compositions.When first
beginning the Sistine ceiling project, the plaster, intonaco, began to grow mould due to being too
wet. Therefore, Michelangelo had to remove his initial attempts and start all over again. This time
he tried a new formula created by one of his assistants, Jacopo l’Indaco, which involved resisting
mould, heralding a new Italian building tradition.As the artist was painting fresco, the plaster was
laid in a new section every day, called a giornata. At the beginning of each session, the edges
would be scraped away and a new area laid down. The edges between giornate remain
somewhat visible, giving a glimpse of how the work would finally appear as they progressed. It
was customary for fresco painters to use a full-sized cartoon to transfer a design on to a plaster
surface. However, Michelangelo broke from tradition; confident the intonaco had been well
applied, he drew directly on to the ceiling. His energetic sweeping outlines can be seen scraped
on to some of the surfaces; while on others a grid is evident, indicating that he enlarged directly
on to the ceiling from a small drawing.Michelangelo painted on the damp plaster using a wash
technique to apply broad areas of colour, then as the surface became drier, he revisited these
areas with a more linear approach, adding shade and detail with a variety of brushes. For some
textured surfaces, such as facial hair and wood grain, he opted for a broad brush with bristles as
sparse as a comb. He employed all the finest workshop methods and innovations, combining
them with a range of brushwork techniques, exceeding the skills of his previous fresco master
Ghirlandaio.The work commenced at the end of the building furthest from the altar, with the
latest of the narrative scenes and progressed towards the altar with the scenes of the Creation.
The first three scenes, from the story of Noah, contain a much larger number of small figures
than the later panels. This is partly because of the subject matter, which deals with the fate of
Humanity, but also because all the figures at that end of the ceiling, including the prophets and
Ignudi are smaller than in the central section. The Ignudi are twenty athletic, nude males that
Michelangelo painted as supporting figures at each corner of the five smaller narrative scenes,
which run along the centre of the ceiling. The lean figures are represented as being decorated
with a variety of items, including pink ribbons, green bolsters and large garlands of acorns. As
the scale of the work grew larger, Michelangelo’s style became broader, with the final narrative
scene of God in the act of Creation being reportedly painted in a single day.The continual
subject matter of the ceiling is the doctrine of humanity’s need for Salvation as offered by God
through Jesus. It is a visual metaphor of Humankind’s need for a covenant with God. The Old
Covenant of the Children of Israel through Moses and the New Covenant through Christ had



already been represented around the walls of the chapel. The main components of the design
are nine scenes from the Book of Genesis, concerning The Downfall of Adam and Eve and their
expulsion from the Garden of Eden. These are formed of five smaller scenes, each framed and
supported by four naked youths or Ignudi. At either end and beneath the scenes are the figures
of twelve men and women that prophesied the birth of Christ. On the crescent-shaped areas, or
lunettes, above each of the chapel’s windows are tablets listing the Ancestors of Christ and
accompanying figures. Above them, in the triangular spandrels, a further eight groups of figures
are depicted, though these have not been identified with specific Biblical characters.The
narrative elements of the ceiling illustrate how God made the World as a perfect creation,
placing humanity into the centre. The ceiling then portrays how humanity fell into disgrace and
was punished by death and separation from God. Humanity then sank further into sin and
disgrace, finally to be punished by the Great Flood. Through a lineage of Ancestors – from
Abraham to Joseph – God sends the saviour of humanity, Jesus Christ. The coming of the
Saviour was prophesied by the Prophets of Israel and Sibyls of the Classical world. The various
components of the ceiling are linked to this Christian doctrine. Traditionally, the Old Testament
was perceived as a prefiguring of the New Testament. Many incidents and characters of the Old
Testament were commonly understood as having a direct symbolic link to a particular aspect of
the life of Jesus or to an important element of Christian doctrine or to a sacrament, such as
Baptism or the Eucharist.The scenes, from the altar towards the main door, are ordered as
follows:The Separation of Light and DarknessThe Creation of the Sun, Moon and EarthThe
Separation of Land and WaterThe Creation of AdamThe Creation of EveThe Temptation and
ExpulsionThe Sacrifice of NoahThe Great FloodThe Drunkenness of NoahThe Separation of
Light and DarknessThe Creation of the Sun, Moon and EarthThe Separation of Land and
WaterThe Creation of AdamThe Creation of EveThe Temptation and ExpulsionThe Sacrifice of
NoahThe Great FloodThe Drunkenness of NoahThe medallions represent:Abraham about to
sacrifice his son IsaacThe Destruction of the Statue of BaalThe worshippers of Baal being
brutally slaughtered.Uriah being beaten to death.Nathan the priest condemning King David for
murder and adultery.King David’s traitorous son Absalom caught by his hair in a tree while trying
to escape and beheaded by David’s troops.Joab sneaking up on Abner to murder himJoram
being hurled from a chariot onto his head.Elijah being carried up to HeavenOn one medallion
the subject is either obliterated or incomplete.Abraham about to sacrifice his son IsaacThe
Destruction of the Statue of BaalThe worshippers of Baal being brutally slaughtered.Uriah being
beaten to death.Nathan the priest condemning King David for murder and adultery.King David’s
traitorous son Absalom caught by his hair in a tree while trying to escape and beheaded by
David’s troops.Joab sneaking up on Abner to murder himJoram being hurled from a chariot onto
his head.Elijah being carried up to HeavenOn one medallion the subject is either obliterated or
incomplete.On October 1984, the Vatican commenced a historic first stage of restoration on the
Sistine Chapel’s lunettes, which then proceeded on to the ceiling paintings and was completed
by December 1989. Restoration work then started on The Last Judgement. The whole



restoration was unveiled by Pope John Paul II on 8 April 1994. The colours, which now appear
vibrantly fresh with pale pinks, apple greens, vivid yellows and sky blues against a background
of warm pearly grey, had become greatly discoloured by candle smoke over the years, almost
rendering the appearance of the works as monochrome. The restoration has removed the filter
of grime to reveal the original colours that Michelangelo had originally intended. Nevertheless,
the restoration was met with both praise and criticism. Critics assert that much original work by
Michelangelo – in particular pentimenti, highlights and shadows – were lost in the removal of
various accretions.The ceiling of the Sistine Chapel was to have a profound effect upon other
artists, even before the great work was completed. Vasari, in his Life of Raphael, records that
Bramante, who had the keys to the chapel, let Raphael in to examine the paintings in
Michelangelo’s absence. On seeing Michelangelo’s prophets, Raphael went back to the picture
of the Prophet Isaiah he was painting on a column in the Church of Sant’Agostino and, although
it was finished, scraped it off the wall and repainted it in a much more powerful manner, in
imitation of Michelangelo’s work.Five hundred years ago, Vasari wrote: “The whole world came
running when the vault was revealed, and the sight of it was enough to reduce them to stunned
silence.” In January 2007, it was estimated that as many as 10,000 visitors pass through the
Vatican Museums on an average day and that the ceiling of the Sistine Chapel is, of course, the
main attraction. The Vatican, anxious that the newly restored frescoes would suffer damage,
announced plans to reduce visiting hours and raise the price in an attempt to discourage
visitors.There are few design elements on the Sistine ceiling that have not been subsequently
imitated by a leading artist, including the fictional depiction of architecture, the muscular
anatomy, the masterful foreshortening, the luminous colouration and the mysterious putti and
Ignudi. Among the artists in whose work can be seen the direct influence of Michelangelo are
Pontormo, Andrea del Sarto, Correggio, Tintoretto, Annibale Carracci, Paolo Veronese and El
Greco — to name only a few examples. For Michelangelo’s own work, the chapel ceiling led to
his Mannerist painting of The Last Judgement. The crowded composition of this later wall fresco
allowed the artist to develop his inventiveness further with contorted and foreshortened figures,
expressing the dual polarities of despair and jubilation.Please note: following the overall images
of the ceiling and the contextual images relating to the Sistine paintings, there is a separate table
of contents, allowing readers to navigate the various detail images of the Sistine Chapel
ceiling.The ceiling in situThe ceiling in situThe ceiling in situThe Sistine Chapel, outsideThe
Sistine Chapel, outsideThe Sistine Chapel, outsideSupposed self-portrait of Domenico
Ghirlandaio (1449-1494), the early master of Michelangelo, celebrated for his fresco
paintingsSupposed self-portrait of Domenico Ghirlandaio (1449-1494), the early master of
Michelangelo, celebrated for his fresco paintingsSupposed self-portrait of Domenico
Ghirlandaio (1449-1494), the early master of Michelangelo, celebrated for his fresco
paintings‘Massacre of the Innocents’ by Domenico Ghirlandaio — this fresco, which is the most
celebrated of the cycle, was completed in the Tornabuoni Chapel in the church of Santa Maria
Novella, Florence, between 1485 and 1490. Michelangelo is likely to have had a hand in the



work, from which he learnt the trade of fresco painting.‘Massacre of the Innocents’ by Domenico
Ghirlandaio — this fresco, which is the most celebrated of the cycle, was completed in the
Tornabuoni Chapel in the church of Santa Maria Novella, Florence, between 1485 and 1490.
Michelangelo is likely to have had a hand in the work, from which he learnt the trade of fresco
painting.‘Massacre of the Innocents’ by Domenico Ghirlandaio — this fresco, which is the most
celebrated of the cycle, was completed in the Tornabuoni Chapel in the church of Santa Maria
Novella, Florence, between 1485 and 1490. Michelangelo is likely to have had a hand in the
work, from which he learnt the trade of fresco painting.Lamentation of Christ, Orvieto, Monte
Oliveto by Luca Signorelli — Michelangelo was also influenced in his Sistine paintings by the
work Signorelli, particularly by the Death and Resurrection Cycle in OrvietoLamentation of
Christ, Orvieto, Monte Oliveto by Luca Signorelli — Michelangelo was also influenced in his
Sistine paintings by the work Signorelli, particularly by the Death and Resurrection Cycle in
OrvietoLamentation of Christ, Orvieto, Monte Oliveto by Luca Signorelli — Michelangelo was
also influenced in his Sistine paintings by the work Signorelli, particularly by the Death and
Resurrection Cycle in OrvietoPope Julius II (1443-1513) by Raphael — known as “The Warrior
Pope”, the papacy of Pope Julius II was marked by an active foreign policy, ambitious building
projects and his patronage for the arts.Pope Julius II (1443-1513) by Raphael — known as “The
Warrior Pope”, the papacy of Pope Julius II was marked by an active foreign policy, ambitious
building projects and his patronage for the arts.Pope Julius II (1443-1513) by Raphael — known
as “The Warrior Pope”, the papacy of Pope Julius II was marked by an active foreign policy,
ambitious building projects and his patronage for the arts.Table of Contents for the Sistine
Chapel Ceiling ‘Detail’ ImagesCONTENTSThe Ceiling Narrative Paintings: The CreationThe
Ceiling Narrative Paintings: The Creation and Downfall of Adam and EveThe Ceiling Narrative
Paintings: The Noah StoriesAncestors of Christ: TrianglesAncestors of Christ:
LunettesProphetsSibylsPendentivesIgnudiMedallionsTable of Contents for the Sistine Chapel
Ceiling ‘Detail’ ImagesCONTENTSThe Ceiling Narrative Paintings: The CreationThe Ceiling
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bodiesDetailDetailDetailDetailDetailDetailDividing Water and HeavensDividing Water and
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and EveThe Ceiling Narrative Paintings: The Creation and Downfall of Adam and EveCreation of
AdamCreation of AdamCreation of AdamDetailDetailDetailStudy for the hand of GodStudy for
the hand of GodStudy for the hand of
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from the side of the sleeping AdamGod creating Eve from the side of the sleeping AdamGod



creating Eve from the side of the sleeping AdamDetailDetailDetailAdam and Eve: temptation and
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StoriesThe Ceiling Narrative Paintings: The Noah StoriesThe Sacrifice of NoahThe Sacrifice of
NoahThe Sacrifice of NoahDetailDetailDetailThe Great FloodThe Great FloodThe Great
FloodDetailDetailDetailDetailDetailDetailNoah’s drunkennessNoah’s drunkennessNoah’s
drunkennessDetail of NoahDetail of NoahDetail of NoahDetailDetailDetailAncestors of Christ:
TrianglesAncestors of Christ: TrianglesEzechias SpandrelEzechias SpandrelEzechias
SpandrelJesse SpandrelJesse SpandrelJesse SpandrelAncestors of Christ detailAncestors of
Christ detailAncestors of Christ detailAncestors of Christ detailAncestors of Christ
detailAncestors of Christ detailAncestors of Christ detailAncestors of Christ detailAncestors of
Christ detailAncestors of Christ detailAncestors of Christ detailAncestors of Christ
detailAncestors of Christ detailAncestors of Christ detailAncestors of Christ detailAncestors of
Christ detailAncestors of Christ detailAncestors of Christ detailAncestors of Christ
detailAncestors of Christ detailAncestors of Christ detailAncestors of Christ: LunettesAncestors
of Christ: LunettesThe family of Jacob and JosephThe family of Jacob and JosephThe family of
Jacob and JosephAmminadabAmminadabAmminadabNahshonNahshonNahshonJesse -
David - SolomonJesse - David - SolomonJesse - David - SolomonJosiah-Jechoniah-
SheatielJosiah-Jechoniah-SheatielJosiah-Jechoniah-SheatielThe family of ZorobabelThe family
of ZorobabelThe family of ZorobabelThe family of AchimThe family of AchimThe family of
AchimEzechias lunetteEzechias lunetteEzechias lunetteSalmon - Boaz - ObedSalmon - Boaz -
ObedSalmon - Boaz - ObedRehoboam and AbijahRehoboam and AbijahRehoboam and
AbijahEleazar and Mattan lunetteEleazar and Mattan lunetteEleazar and Mattan lunetteUzziah -
Jotham – AhazUzziah - Jotham – AhazUzziah - Jotham – AhazOzias, Jethan und AchazOzias,
Jethan und AchazOzias, Jethan und AchazDestroyed lunette – preserved as an engraving:
Perez - Hezron - RamDestroyed lunette – preserved as an engraving: Perez - Hezron -
RamDestroyed lunette – preserved as an engraving: Perez - Hezron - RamDestroyed lunette –
preserved as an engraving: Abraham - Isaac - Jacob - JudahDestroyed lunette – preserved as
an engraving: Abraham - Isaac - Jacob - JudahDestroyed lunette – preserved as an engraving:
Abraham - Isaac - Jacob - JudahProphetsProphetsJonahJonahDetailDetailDetailJeremiahJerem
iahJeremiahDetailDetailDetailEzekielEzekielEzekielDetailDetailDetailJoelJoelJoelDetailDetailDe
tailZechariahZechariahZechariahDetailDetailDetailIsaiahIsaiahIsaiahDetailDetailDetailDanielDa
nielDanielDetailDetailDetailDetail of PuttiDetail of PuttiDetail of PuttiSibylsSibylsPersian Sibyl /
Babylonian SibylPersian Sibyl / Babylonian SibylPersian Sibyl / Babylonian SibylErythraean
SibylErythraean SibylErythraean SibylDetail of PuttiDetail of PuttiDetail of PuttiDelphic
SibylDelphic SibylDelphic SibylDetailDetailDetailCumaean SibylCumaean SibylCumaean
SibylLibyan SibylLibyan SibylLibyan SibylDetailDetailDetailPendentivesPendentivesThe Brazen
SerpentThe Brazen SerpentThe Brazen SerpentDetailDetailDetailPunishment of
HamanPunishment of HamanPunishment of HamanDavid and GoliathDavid and GoliathDavid



and GoliathJudith and HolofernesJudith and HolofernesJudith and
HolofernesDetailDetailDetailBronze nudesBronze nudesBronze nudesBronze nudesBronze
nudesBronze nudes

Delphi Complete Works of Johannes Vermeer (Illustrated) (Masters of Art Book 2) Delphi
Complete Works of Vincent van Gogh (Illustrated) (Masters of Art Book 3) Delphi Complete
Works of Edgar Degas (Illustrated) (Delphi Masters of Art Book 25) Delphi Complete Works of
Gustav Klimt (Illustrated) (Masters of Art Book 7)

http://dl.neutronbyte.com/pdf-file/18oYWaTP/e/GERQ/KqPw/rZxlq/Delphi-Complete-Works-of-Michelangelo-Illustrated-Masters-of-Art-Book-10


Peace, “That Michelangelo had a personal life as fascinating as his art.. This volume is filled with
very erudite insights as to the artist's personality, unique advances in depicting human,artistic
anatomy; in commitment to religious beliefs; and willingness to suffer to manifest his visions of
Christendom. Much will be learned about art techniques of his times.”

kikeo58, “Awesome sculpture or not so awesome paintings, decide for yourself. This book
presents the work of perhaps the greatest sculptor of all time in my opinion. Every time I see his
sculptures, I come away filled with awe for his ability and vision. That is well worth the cost of the
book. By all means read it.I can not say the same about Michelangelo's paintings. In my opinion
the paintings fell in value after they were cleaned. They became bizarre, distorted, fantastic, and
hasty. Imagine saying that about the Sistine Chapel. Sigh. How things have changed for the
worse. Still that is my opinion.Look at the pictures in this book and decide for yourself if they look
like drawings from a Men's overly muscled fitness magazine or glorify the human form as we
used to think.  Either way, the book is a good resource.”

J, “Delphi is simply the best!. I know essentially nothing about art. This book took me a long time
to get through, but reading it has given me a much greater appreciation for the circumstances in
which Michelangelo produced his creations than I could ever have expected to achieve. The
graphics are, as always, gorgeous, and the supplemental biographical material -- especially the
lengthy, thoughtful 19th century biography with which the volume ends -- really made me feel
much closer to and more enthusiastic about the works in Rome and Florence than I ever have
before. Like the Velasquez book from Delphi, this one really made me feel as though I took one
of those Fine Arts classes I was always s too busy to try back in school 40 years ago. Couldn't
recommend this more highly to the casual reader!”

no-nonsense, “Complete and beautiful. Ideal volume for art lover or art student of
Michaelangelo.Includes his sculptures, drawings, Sistine chapel paintings (restored), al fresco
paintings, and two biographies.”

Happy Schneider, “Beautifully done!. I am delighted to have such a lovely book.”

Catherine Tucker, “beautiful!. Loved the history and stories of these amazing works of art!”

Jonatan, “Buena Calidad. Excelente calidad de imagenes.”

Robert Tracy, “Excellent review of Michelangelo's many talents.. It's an excellent review of
Michelangelo's magnificent art.”



Tariki, “Magnificent. After reading Martin Gayford's biography of Michelangelo I renewed my
acquaintance with this Delphi edition of the Complete Works. It is all here - paintings, drawings,
sonnets, sculpture and biographies. Quite amazing for the small price. Many detailed images of
the various paintings and sculptures and appear sharp and defined on my Kindle.
Recommended. Thank you Delphi.”

Ebook Library Cliente, “Século XVI – Arte e Religião. Do livro podemos dizer que:
Aproximadamente 1/5 são fotografias das pinturas, esculturas, desenhos e estudos de
Michelangelo. Outro quinto são poesias e o restante são suas biografias escritas por diferentes
autores.Detenho-me nas pinturas e esculturas.Dizem que quando perguntaram a Michelangelo
como conseguia tirar de um bloco de mármore tão belas esculturas ele respondeu
simplesmente que elas já estavam dentro dos blocos. Bastava-lhe somente retirar o
excesso.Diante de uma escultura como Pietà – Cristo, pós crucificação, no colo de Maria -
vemos que não é bem assim. A desproporção entre o corpo de Maria e o de Cristo não é
notado pois é compensado pela monumental vestimenta tornando natural a relação entre as
figuras. O que sentimos, isto sim, a ponto de termos os olhos turvados, é a extrema tristeza de
Maria, a desolação que sua mão estendida expressa e a vulnerabilidade do corpo de Cristo. E
só a arte consegue transpor esses sentimentos da pedra.Mas em suas pinturas vemos uma
profusão, uma exuberância de corpos masculinos nus. Até David, uma estátua de 4.34 m de
altura, esculpida em mármore de Carrara, esses corpos eram desproporcionalmente largos. O
tronco, com o tórax, abdômen e bacia alinhados verticalmente, tira-lhes qualquer atletismo e/ou
virilidade. Foi a intenção do artista retirar qualquer sensualidade? Quanto às mulheres, com
rostos belíssimos, são poucas e quando as vemos estão em nichos como adorno secundário
ou sentadas em postura de aceitação e submissão encobertas por vestimentas monumentais e/
ou rodeadas de crianças nuas parecem estar nas coxias aguardando para entrar em cena.
Contudo os movimentos de dobras que avançam, recuam e se superpõem das suas
vestimentas são maravilhosos.Enfim é um livro barato da Delphi Ancient Classics Book que,
juntamente com outros da mesma coleção, atendem bem a qualquer apreciador de artes.”

Arthur C. Almeida, “Michelangelo nos detalhes. Muito bom o livro. Pequenos textos informam
sobre as principais obras. Mas, o melhor são as muitas fotografias, do trabalho inteiro, de
detalhes, que podem ser ampliados e apreciados com calma na tela do seu tablet. Tá bom,
olhar aquele teto na Capela Sistina, lá no Vaticano, é um prazer muito mais intenso, mesmo
descontando a correria e os empurrões dos outros turistas, mas saborear os detalhes nas fotos
ampliadas em seu tablet também é de grande valor e prazer.”

traditionstoday_art, “Great. Just as it is - complete works of Michelangelo. It helps to look at his
many works in one collection and see the progression he has made throughout the years as well
as being able to stare at the works in order to improve your own craft as well. I think it is needed.”



Ebook Library Readerjj, “nice. this Delphi series is very good collection to have”

The book by Mark Vail has a rating of  5 out of 4.7. 75 people have provided feedback.
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