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N this fifth room and the next we ﬁn,d Botticelli,
and such is the position held by this painger in
the affection of visitors to Florence, and such the wealth
of works from his hand that the Uffizi possesses, that
I feel that a single chapter may well be devoted to his
genius, more particulatly as many of his pictures were
so closely associated with Piero de’ Medici and Lorehzo
de’ Medici. We see 3otticelli here at his most varied.
Among toe great Florentine masteérs Botticelli stands
apart by reason not oply of the sensitive wistful delicacy
of his work, but the yrofound interest of his personality.
Heis n;)t essential ly oré beautiful than his friend Filipgino
Lippi or Llppr% ‘Lippi, his master, cccasionally could be;
but he is dlways\deeper. One feels that he too felt the
el vtion that his ' charactsrs display; he did not mef y
pal(tt\t he/thoucht and suffered. Hence his work is d
mgtic: Again Botticelli had far wider sympathies than
szt of his contemporaries. He was . friend of the Medici,
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124 THE UFFIZI: BOTTICELLI

a neo-Platonist, a student of theology with the poet Pal-
in)erl, an illustrator of Dar e, and a devoted follower of
Sevonarola. Of the part that women played in his life
we know nothing : in fact we know less of him intimately
than of almost any of the great painters; but this we may
guess, that he was never a happy man. His work falls
naturally into divisions corresponding to his eari; devotion
to Piero de’ Medici and his wife Lucrezia Tomsbuom in
whese house for a while he lived ; to his intercst in their
sons Lorenzo and Giuliano; a.nd finally to his belief in
Savonarola. Sublime he neve: is ; comforting he never is;
but he is everything else. One can never fo-get in his
presence the tragedy that attends the too earnest seeker
after beauty: not “all is vaaity ” does Botticelli say, but
“all i transitory "

Bott:celll, as we now call him, was the son of Mariano
Filipepi and was born in Florence in 1447. According to
one acceunt he was called Sandro di Botticelli because he
was apprenticed to a goldsmith of that namc; according
to another his brother Antonio, a goldsmith, was known
as Botticello (which means a little barrel), and Sandro be-
ing with him was called Sandro di Botticello.- Whatever
the cause, the fact remains that {the name of Filipepi is
rarely used.

And here a word as to the capriziousness of the nomen-
clature of artists. We know some by, their Christian names ;
so.ne by their surnames ; some by tncu- nicknames ;. some
by the names of their towns, and son.> by the names
of their masters. Tommaso Bigordi, a g%]dsmxth, was so

E@er i designing a pretty garland for' women’s hair taa
Ke was called Ghirlandaio, the garland-ma.ker, smd\ his
painter son ‘Domenico is thberefore. known' fcr ever as
Domenico Ghirlandio. 'Paolo Doni, a painter of biitle
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scenes, was 50 fond of birds that he was known as Uccello
(a bnd) and now has no other'name; Pietro Vannutci
coming from Perugia was called Perugino; Agnolo 3
Francesco di Migliore happened to be a tailor witha genius
of a gon, A‘ndrea; that genius is therefore Andrea of the
"l'ailor—del Sarto—for all time. And so forth.

*To return to Botticellj. In 1447, when he wus born, Fra
Angelico was sixty ; and Masaccib had been dead for some
years. At the age of twelve the boy was placed with Fra
4Lippo Lippi, then a man of a little more than fifty, to
learn painting. That Lippo was his master one may see
continually, but particularly by comparison of his head-
dresses with almost any of Botticelli’s. Both were'minutely
careful in this detail. But where Lippo was beautifully
obvious, Sandro was beautifully analytical : he was also, as
I have said, much more interesting and dramatic.

Botticelli’s best patron was Piero de’ Medici, who took
him into his house, much as his son Lorenzo was to take
Michelangelo into his, and made him one of the family.
For'Piero, Botticelli always had affection and respect, and
when he painted his “Eortitude ” as one of the Pollaiuoli’s
series of the Virtues for the Mercatanzia (of which several
are in Room V here), he made the figure symboliza Piero’s
life and charactex—or so it is possible, if one wishes, to
believe, But it should be understood that almost nothing
is known about Botticelli and the origin of his pictures,
At Pjero’s request Bofticelli painted the “ Adoration of the
Macrl” (No. 882) ‘which .was to hang in S. Maria’Novella
as an\offermg of gratitude for Piero’s escape from the con-
spi.acy of Luca Pittiin 1466. Pierohad but just syiceeeded
to Cosimo when ®Pitti, considering him, merely an invalid,
struck his blow.' By virtue lurgely of the young Lorenzo’s
address the attack iaiscarried: herce the presence of
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Lorenzo in the plcture on the extreme left, with a sword.
Piéro himself in scarlet kneels in the mlddle Giuljano,
his second son, doomed to an early death by assassination,
is kneelmg on his right. ‘ The picture is not only a sacred
pamtmg but (like the Gozzoli fresco at the Riccardi pslace)
an exaltation of the Medici family. The dead Cosimo ie
at the Chil(’s feet; the dead Giovanni, Piero’s brother,
stands close to the kneeling Giuliano. Among the other
jpersons represented are collateral Medici and certain of
their friends.

It is by some accept>d that the figure in yellow, on the
extreme right, looking out of this picture, is Botticelli
himself. But for a portrait of the painter of more authen-
ticity we must go to the Carmine, whery, in the Brancacci
chapel, we shall see a fresco by Botticelli’s friend Filippino
Lippi representing the Crucifixion of S. Peter, in which
our puainter is depicted on the right, looking on at the
scene—a rather coarse heavy face, with a large mouth and
long hair. He wears a purple cap and red cloek. Vasari
tells us that Botticelli, although: so profoundly thoughtful
and melancholy in his work, was extravagant, pleasure-
loviug, and given to practical jokes. Part at least of this
might be gatuered from observation of Filippino Lippi’s
portrait of him. According to Vasari.it was No. 1286
which brought Botticelli his invitation to Rome from
Sixtus IV to decorate the Sixtine Chapel. But that was
severnl years later and much was:'to happen in the in-
terval.

The two little “Judith” pictures (Nos. 1487 and 1488)
were pmn’red for Piero de’ Medici and had their place in
the Medici palace. In 1494, when Piero di Lorenzo de’
Medici was banjshed from Floience and the palace looted,
they were stolen and lost sight of; but during the reign
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of Francis I they reappeared and were presented to his
wife Bianca Capella and once mord placed with the Medici
treasuges. No. 1156, the Juditu walking springily n.long,
sword in hand, having slain tiie tyramt, is one of the master-
pieces of paint. Everything about it is radiant, superb,
and unforgettable.

One other picture which the young painter made for his
patron—or in this case his patroness, Lucrezia Tornabuoni,
Piero’s wife—is the “ Madonna of the Magnificat,” No. 1609,
with 1ts beautlful children and sweet Madonna, its lovely
landscape but, not too attfactive Child. The two boys are
Lorenzo, on the left, and Giuliano, in yellow. One of their
sisters leans over them. Here perhaps, the boys, in
Botticelli's way, arc typified rather than portrayed. Al-
though this picture came so early in his career, Botticelli
never excelled its richness, beauty, and depth of feeling, or
its liquid delicacy of treatment. Lucrezia Tornabuoni, for
whom he painted it, was a very remarkable woman, not
only a goodsmother to her children and a good wife to
Pierd, but a poet and exemplar. She survived Piero by
thirteen years and her son Giuliano by five. Botticelli
painted her portrait, which is now in Berlin. )

Read Pater on this work : * For with Botticelli she too,
although she holdsin her hands the ¢ Dasire of all nations,’
is one of those who are neither for Jehovah nor for His
enemies ; and her choice is on her face.. The white iig} ght
on it i cast up hard.and cheerless from below, as whgn
snoy iles upon the ground, and the children look up with
surprise ui " the strange whiteness of the ceiling. Her
trouble is ih the.very caress of the mysterious child, whose
gaze is"always far from her, and whe has already that
sweet Jook of. Hevotwn whichh men have never been able
al‘tug'ethel to love, and which, still m=kes the born saint
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an object almost of susplcxon to his eartlily brethren.
Once, indeed, he gaides ‘1er hand to transcribe in a book
tf:e words of her exaltaticu, the ‘Ave,’ and the ¢ Magni-
ficat,’ and the ‘ Gaude Maria,’ and the young angels, glad
to rouse her for a moment from her devotion, are eager
to kold the ink-horn and to support the book. But the
pen almost‘drops from her hand, and the high cold words
have no meaning for her, and her true children are those
others among whom, in her rude home, the intolerable
honour came to her, with that look of wistful inquiry on
their irregular faces vhich yon sée in startled animals—
gipsy children, such as those who, in Apennire villages,
still hold out their long bruwn arms to beg of you, with
their thick black hair nicelv combed, aad fair white linen
on their sunburnt throats.”

The picture’s frame is that which was made for it four
hundied and fifty years ago: by whom, I cannot say, but
it was the custom at that time for the painter himself o
be responsible also for the frame.

These pictures are the prircipal work of Botticelli’s
first period, wkich coincides with the five years of Piero’s
rule and the period of mourning for him.

He next appears in what many of his admirers find his
most fascinating moed, as a joyous allegorist, the picture
of Venus rising from the sea in the sixth room, the
“P:lwavera,” and the ¢ Mars and Venus” in our National
Gallery, belonging to this epoch. ' Rut in order to under-
stand them we must again go -to history. Piero -vas
succeeded in 1469 by his-son Lorenzo the-Mugnuicent,
who continued his father’s friendship for thq youag painter,
nqw twenty-two years of age. In 1474 I.orenzo deviced
for his brother Giuliano a tournament in the.Piszza of
8. Croce very like tiat which Piero had given for Lorcuzo-
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on the occasion of his betrothal in 1469; and Botticelli
was commissioned by Lorenzc) to ihake pictures cqm-
mergorating the event. Verruéchio again helped with the
costumes; Lucrezia Dorati apain was Queen of the
Tournameht ; but the Queen of Beauty was the sixteen-
year-old bride of Marco Vespuccl—the lovely Simohetta
€attaneo, a lady greatly beloved by all and & close friend
both of Giuliano and Lorenzo.

The praises of Lorenzo’s tournament had been surg by
Luca Pulci: Giuliano’s were sung by -Pollzmno, undex
the fitle “La Giostra di Giuliano*de’ Medici,” and it is
this poeny which Botticelli may be said to have illustrated,
for both poet and artist émploy the .same’ imagery.
Thus Poliziano, o: Politian’ (of whom we shall hear more
in the chapter on S, Marco) compares Simonetta to Venus,
and in stanzas 100 and 101 spea.ks of her birth, descnbmg
her blown to earth over the sea by the breath cf the
Zephyrs, and welcomed there by the Hours, one of
whom offers hgr a robe. This, Botticelli translates into
exquisite tempera with .a wealth of pretty thoughts,
The cornflowers and dgisies on the Hour’s:dress are alone
a perennial joy.

Simonetta as Venus has some of the wistfulness of the
Madonnas ; and .not without reascn does Botticelli give
her this exprasion, for her days were very, short. " In
the “Primavera” we find Slmone iagain, but we du not
see h.e; first. We see first that slénder upright command-
IW'MI flowers and youth and conquest, in her

.y Ooralidress, advancmg over the grass’like thistle-
‘down.: Nover béfore in pmntmg had anything been done
at onee so chistingmshed and joyous and pagan as this.
For- R ‘undrﬂd émotipn one Lad to go to Greek sculpt re,/
bot ﬁottlcelh whilé his {H‘B.CG and juy are'Hellenic, was

®
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intensely modern too: the problems of the Renaissance,
th@ tragedy of Christianity, equally cloud his brow.

The symbolism of the '*Primavera” is interesting.
Glorions Spring is returning tu earth—in the presence of
Venus—once more to make all glad, and with her her
‘attefdants to dance'and sing, and the Zephyrs to bring the
soft breezes; and by Spring Botticelli meant the reiza
of Lorenzo, whpse tournament motto was ‘“ Le temps re-
vien} ”. Simonetta is again the central figure, and never
did Botticelli paint more exquisitely than here. Her
bosom is the prettiest in Florence; the lining of her robe
over her right arm has such green and blue and gold ar
never were seen elsewhere ; Ler golden sandals are delicate
as gossamer. Over her head a iittle cupid hovers, directing
his armw at Mercury, on the extreme left, beside the three
Graces.

In Meicury, who is touching the trees with his caduceus
and bidding ¥hem burgeon, some see Giuliano de’ Medici,
who was not yet betrothed, But when the picture was
painted both Giuliano and Simonetta were dead : Simonetta
first, of consuniption, in 1476, and Giuliano, by stabbing,
in 1478. Lorenzo, who was at Pisa during Simonetta’s
iliness, detailed his own physician for her care. ©n hear
ing of her death he walked out into the night and noticed
for the first time a brilliant star. “See,” he. said, “either
&lie soul of that mc.c gentle lady hath been transferred
into that new star or‘else hath it been joined together
thereurto.” Of Giyliano’s end we have read in Chapter
II, and it was Bottlce]ll, whose destinies wére =~ _lusely
bound uwp with the Medici, who was commyssion d- to paint
portraits of the meirderous Pazzi to be dizplayed outside
the Palazzo\ Vacchio.

The “Primavera” is no! wearing too well : one sees *hat
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at once. Being in tempera it cannot be cleaned, and a
dulness is overlaying it; bct aothing can deprive L
figuie of Spring of her joy, and movement, a floating type
of conquering beauty and youth The inost wonderful
thing about this wonderful picture js ‘that it should have
been painted when it was: that, suddenly, out.of a solid!
phalanx of Madonnas should heve stepped these radiant
creatures of the joyous earth, earthy and joyful ’And
not only that they should have so surprisingly and sud-
denly emerged, sbut that after -all these years this figure
of Spring should still be the finest of her kind. That is the
miracle! *Luca Signorelli’s flowers in No.502at the Uffizi
remain the best, but Botticalli's are very thoughtful and
before the grass turned black théy must bave been very
lovely ; the exquisite d-a7ing ot tuo irises 1n the’ right-
hand corner can still be traced, althougun wne ~olenr tas
gone. The effect now is rather like a Chinese painting.

A third picture in what may be called thetournament
peuod is found by some in the “ Venus and Mars,”” No. 915,
in our National Gallery "Here Giuliano would be Mars,
and Venus either one woman in particular whom Florence
wished him to marry, or all women, typified by one, trying:
to lure nim from other pre-occupations, such as huntmg
Ts“make her Simonetta is to go too far; for she is not
the Simonetta of the other pxcturec and Sixoheita wuu‘
but recently married and a very mo\lel of fair repute. In
-No. Q1€ ip aur Mational Gallery is a “ Venus with C uplds
l’whxcl'\ might.be by Botticelli and lmght be by that inter-
esting pai.ter of’ whom Mr. Berem{)n has written so
uttractlvel% as Annco di Sandro), in v lnch Politian’s de-
scription o Ve}ms, in lns poem. is again closely followed.

Afves the td»uma.mfnt pictures we come 1. Botticelli's
career to the Sixtine Chap,l frescoes, and on Lis return to
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Florence to other fracom including that love!y one at the.
,V,llJa Lemmi (then the Vxla. Tornabuoni) which is now on
the staircase of the Louvre. These are followed by at !east
twoymore Medici pictures—the portrait of Piero di Lorenzo
Ae’ gedici in the fifth room, No. 1484, the sad-faced yputh
ywith tie medal ; and, Borrowed from the Pitti, the “ Pullz?
subduing the Centaur,” pamtp.d toscommemorate Lorenzo
de’ Medici's sucgessful dlplomatlc mission to the King of
Nuples in 1480, to bring about the end of the war with
Sixtus IV, the prime instigator of the Pazzi Conspiracy
and the bitter enemy of Lorenzo in pm‘hcular—whose
only fault, as he drily expressed it, had been to “escape
being murdered in the Cathédral "—and of all Tuscany in
general. Botticelli here makes the ctntaur typify war
and oppression, while the heautiful figure which is taming
mﬁl subduing hiw by reason represents Pallas, or the arts
of peace, heré identifiable with Lorenzo by the laurel
wreath end the pattern of her robe, which is composea .of
his private /rest of diamond rings intertwirmed.

The lutter part of Botticell¥'s life was spent under the
influence of Sdvonarola and in despair at the wickedness
of the world and its treatment of that prophet. His
pictures became wholly religious, butit was religion\without

éy Never capable of disguising the sorrow that un}e'bes

‘mmaqbappmees—or, as T think of it in Jooking at s
work the senstof & )lence—Bottlcelh as age came upon
-him, was more than ever depressed. One .has the feel-
ing that he was perqum‘ed that only through devotltfl and)
self-negation could pe..ce of mind be'‘zaine”, 8.l yet for
himselficou!d find n/te. The sceptic was &oo st/ 'ong in him.
bavonarola. s eloquenoe could not make him fe g e, however
wmuch he mqv ave come betieath its spell.” It b w*'ved to
increase his mel.m..holy Hence thég wlstful ds \bndent
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Madonnas, 21l so conscious of the tragedy before their
Child ; hence these troubled arjgels and shadowed saints

Savonarola was hanged ana ‘burned in 1498, and T
celli paid a last tribute to his friend in the pictures. .ue
fifth room called “The Calumny ”. Under the pret&me
of merely illustrating a passage in Lucian, who 'wa- one o,
his favourite authors, Botticelli has representea the cam:
paign against the great reformer. The hall represents
Florence ; the judge (with the ears/of an ass) the Signozia
and the Pope. Into these ears Isuorance and Suspicion are
whispering.  Calumny, with Envy at her side and tended
by Fraud. and Deception, holds a torch in one hand and
with the other drags her victith, who personifies (but with no
attempt at a likeriess) Savonasola, Behind are the figures
of Remorse, cloaked and misershle. and Truth, naled s.nd
unafraid. The statues in the niches ionically represen'
abstract virtues. Everything in the decoratidn ‘of the
P~ iace points to enlightenment and content; and beyond
is the calmest and greenest of seas. ‘

One more picture was Potticelli to paint, ana this also
was to the glory of Ssvonarola. By good fortune it be-
longs to the English people and is No. 1034 in the National
Gallery.' Ithas upon it a Greek inscriptioh in’the painter’s
own nund which runs in English as follows : ¢ This picture I,
Alessandro, painted at the end of the year 1500, in/fhe
troubles of Italy, in the half-time after-the. time during th\
frifilment of the eleventh of St. J olin, in the second woe of.
the %pocalypse, in the loosing of the deyil for three years
and a-u.l® Afterwards he shall be confined. and we shall see
him tiodden dcwn as, in this picti12”, Tne loosing of
the devil as' heé three years and a hai® after A\avonarola s
executic May 23rd, 1498, when Florer~= was mad with
1eactica fr(\m the srﬁcntv of his discipiine. 'S. John says,
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‘I will give power unto my two witnesses, and they shall
prophesy ”; the painter imakes three, Savonarcla having
*wo commdes with hi.». The picture was intended
e heart to the followers<of Savonarola and bring

proi aise of ultimate triumph.

Aer the death of -Savonarola, Botticelli became both
poor anu ~Z-=.  He had ‘saved po money and all his
friends were dead—Piero* de’” Medici, Lorenzo, Giuliano,
chre‘aa, Simonetta, Filippino Lippi, and Savonarola.
He hobbled about on c.utches for a while, a pensioner of
the Medici family, and dying at the age oi seventy-eight
was buried in Ognissanti, but without a tombstbne, for fear
of desecration by the enemiec of Savonarola’s adherents.

Such is the outline of Botticelli’s life. We will now
look at_such of the plctures in Rooms V and VI as have
net been mentloned High among these is No. 1607, the
vexy ‘tynicai circular picture—a shape which has come
to be intimately associated with this painter, “ 7w
Madonna of the Pomegranate,” one of his'most beautiful
works, and' possibly yet another designed for Lucrezia
Tornabuoni, fos the curl on the forehead of the boy to the
left, of the Madonna—who is more than usually troubled
—is very lik: that for which Giuliano de’ Medici was
famous. ,This is a very lovely work althpugh its coloxs is

a ligtle depresaed

Another glory of Room VI is the “ Annunciation,” repro-
duced in this book. The picture is a work that may perhats
not wholly please at fi irst, the cauge largely beiny ti]e{ ver-
milion on the ﬂoox,, but “a the end it con uers.,! Th- Lands

are among th most, peautiful in exxstenqe, ancJ the land-
scape, with{its one/ tree and its fairy mrclite ure, js a
continual d’l‘lg‘ht Among ‘“ Annunciatio among
pictures, it stands] very high. 1t haswore of sophm\'mtlom
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than most: *he Virgin not only l;ecognima the honour, but
the doom, which the painter himself foreshadows in She
predella, where Christ is seen ri¥ing from the grave. Nr,zo\tx-'
Fra Angelico’s simple radiince hére, and none of Fre. ;_J 3
Lippi’s glorified matter-of-fact. Here is tragedy. l‘}
painting of the Virgin’s head-dress is again marvel',as.

Next the “ Annunciation” ‘on the leli o1 Lue entrance
from Room V is, to my ey&s, one of Botticelli’s most
attractive works : No. 1601, just the Madonna and Child
agam, in a mche, with roses clir.oing bchind them the
Madonna one of his youngest, and .aore placid and simple
than most, with more than a hint of the Verrocchio type
in her face.

Finally, there is the great “ Coronation of the Virgin,”
with four saints, which used to be in the Accademia—a
work of surpassing serenity and loveliness.





