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The Highlights


 

Florence — Botticelli’s birthplace






  









 

Botticelli was born on Florence’s Borgo
Ognissanti






  









 

The site of the birthplace






  









 

Florence in a 1493 woodcut from Hartmann Schedel’s Nuremberg Chronicle






  







THE HIGHLIGHTS
 


 

In this section, a sample of Botticelli’s most celebrated works is provided, with concise introductions, special ‘detail’ reproductions and additional biographical images.






  

PORTRAIT OF A YOUNG MAN


 

Botticelli was born in Florence in a house in the Via Nuova, Borg’Ognissanti, to Mariano di
Vanni
d’Amedeo
Filipepi. Vasari reports that he was initially trained as a goldsmith by his brother Antonio. Unfortunately, there are scarce confirmed details concerning Botticelli’s life, but it is known that he became an apprentice when he was approximately fourteen years old, indicating that he had received a more rounded education than other Renaissance artists. By 1462 he was apprenticed to the Florentine master Fra
Filippo Lippi and due to this many of Botticelli’s early works have been first attributed to his master. As well as being influenced by the monumentality of Masaccio’s paintings, it was from Lippi that Botticelli learned a more intimate and detailed manner of painterly expression.

In 1469 Lippi died suddenly while working on a fresco in Spoleto’s Cathedral and by the following year Botticelli had his own workshop.  From this early date his work was characterised by a conception of the figure as if seen in low relief, drawn with clear contours and minimising strong contrasts of light and shadow, indicating fully modelled forms. The following plate, completed around the time of the setting up of Botticelli’s first workshop, was produced in the medium of tempera on panel and is now housed in the Palazzo Pitti, Florence. The portrait presents the bold, almost arrogant, portrayal of a male adolescent, who guardedly seems to peer down at us. Apart from his elaborate headpiece, we are given minimal detail as to the subject’s social class. There are scant tokens of upper class wealth and no background props or settings to give a hint as to his status.  The portrait indicates one of the artist’s principal features throughout his oeuvre: his interest in the human form alone, while setting and clothing are subordinate.  A hallmark of Botticelli’s style throughout his career would be the personal and sensitive expression he would imbue in his subject’s faces. Often his sitter’s present a melancholic, musing expression, giving an intelligent or even haughty appearance, as in the following example. 

Portrait of a Young Man has been
variously attributed to different painters over the years, though it has now been almost unanimously confirmed as a Botticelli work. It is also notable for being one of the first recorded ‘three-quarter portraits’ in western European art.
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Early 20th-century photograph of the Palazzo Pitti — a vast Renaissance palace in Florence, which was originally the town residence of Luca Pitti, an ambitious Florentine banker. It now houses some of the greatest treasures of the Italian Renaissance.






  









 

Self-portrait of Fra’ Filippo Lippi (c. 1406-1469)






  

MADONNA OF THE ROSE GARDEN


 

Housed in Florence’s Uffizi Gallery, The Madonna of the Rose Garden was completed by 1470 and is a tempera on panel painting, originally held in the city’s Chamber of Commerce. Like his earlier the Madonna della loggia, it is now believed it was commissioned either by the Wool Guild or the authorities of the Tribunale
della
Mercanzia — (Tribunal of Merchandise), where lawyers judged trials between merchants. Art scholar Wilhelm von Bode was the first to date the work to Botticelli’s juvenile phase, in particular to the period of Verrocchio, 1469-1470, which has since been confirmed by other scholars.

The image presents the Virgin Mary in a pensive attitude, holding the Christ Child on her knees, beneath a loggia with columns supporting a semicircular arch with a coffered ceiling, framing the head of the Virgin, following the curved profile of the board. Behind Mary extends a garden, with pink roses dominating the foreground, giving the composition its modern name. In the Catholic Church, roses symbolise one of the titles of Mary, “Mystical Rose”, while the pomegranate held by Mary, which the Christ Child appears to taste, represents fertility, royalty and the blood of the future Passion of Christ.

Below the Virgin is a floor with framed marble tiles, demonstrating the artist’s early mastery of the perspective technique. The painting reveals an incisive use of chiaroscuro reminiscent of the works of the Florentine master Verrocchio, in whose workshop Botticelli is believed by some to have trained. A similar representation of the Christ Child, displaying a large oval head and joyful lively expression, can be seen in Verrocchio’s sculpture Putto con delfino, produced at the same period. However, the figure of Mary is elongated and loosely posed, much more in keeping with the style of Botticelli’s first master, Filippo Lippi.






  









 






  









 

Detail






  









 

Detail






  









 

Detail






  









 

‘Madonna with the Child and two Angels’ by Filippo Lippi, Uffizi, 1465






  









 

Verrocchio’s Putto con delfino






  

PORTRAIT OF A MAN WITH A MEDAL OF COSIMO THE ELDER


 

Another treasure of the Uffizi Gallery, this famous portrait of a young man prominently holding a Medal of Cosimo the Elder was completed in tempera in 1475. The identity of the young man has tantalised art historians for centuries, yet his name still eludes confirmation. In the composition, the man is seated before a landscape and gazes upon us, while his medal displays the profiled likeness of Cosimo de’ Medici, the first of the Medici political dynasty, who became the de facto rulers of Florence during much of the Italian Renaissance. The medal is a pastiglia imitation of a real metal medal, made of gilded gesso and inset into the portrait. As the medal is not reversed, Botticelli either had access to the original mould or made a cast from the medal to produce the gesso. It appears to be the same as one possibly designed by Donatello and cast in 1465, how held in the Victoria and Albert Museum in London.

There has, of course, been considerable speculation as to who the young man might have been. In 1900, art historian George Noble Plunkett argued that he was “the Piero who has left an indelible stain on the Medici family by his betrayal of Florence. The small covetous eyes, the ignoble nose, the pursed animal mouth, with only the restraint of selfishness on it, the very manner in which he holds up the memorial of his house’s founder, as though it were his badge of honour!”. Others have suggested that the youth may be a member of the middle class, due to his garments, or an actual designer of the medal. Some have posited that he may be Cosimo de’ Medici himself in his youth. A more likely candidate would be Antonio Botticelli, Botticelli’s brother, based on the strength of the likeness of the youth to the artist himself in surviving the self-portrait, as portrayed in the Adoration of the Magi. Antonio Botticelli is also recorded as having recast and gilded medals, while working in the court of the Medicis.

In 1982 a scarce Botticelli painting came to auction from the Thomas Merton collection, similarly portraying a young man, identified as Giovanni il
Popolano in a similar pose, holding up a medal of a saint. This has encouraged speculation that it might be a companion piece and thus that the young man could possibly be his brother, Lorenzo di
Pierfrancesco de’ Medici. If so, the meaning of the medallion over the heart may simply be a profession of the loyalty of the cadet branch of the Popolani to the branch of Cosimo.

Though the origin of the painting remains shrouded in mystery, we do know that it passed at some point to Carlo de’ Medici and upon his death in 1666, the canvas entered the Uffizi collection.
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The possible companion piece, now believed to be a portrait of Giovanni il
Popolano






  

PORTRAIT OF ESMERALDA BRANDINI


 

Dating from approximately 1475, this three-quarter length portrait bears an old inscription on the portrayed windowsill in the bottom of the image, leading to historians in the past to identify the sitter as Smeralda
di M. Bandinelli
Moglie
di VI, believed to be the grandmother of the sculptor Baccio
Bandinelli. However, it is likely that the inscription was added at a later date, as the sculptor only took that surname in 1530. From archive documents it is known that in 1469 Smeralda was aged thirty. 

It has been suggested that the portrait was painted by one of Botticelli’s assistants during the 1470’s, while others still believe it to be a genuine Botticelli artwork. The painting demonstrates the artist’s great contribution to the history of portraiture, steering interest away from static profile works and introducing the engaging three-quarter pose, allowing viewers to directly interact with the subjects of canvases. Smeralda stands with her hand on the window frame, another Botticelli invention, once again challenging the notion of reality and breaking down the picture plane and the space between subject and viewer. In adopting this new style of portraiture, Botticelli was bringing a sense of movement into his portraits, radically giving life to his paintings; the artist’s innovations were quickly replicated by his contemporaries.

In the early nineteenth century the portrait was recorded in the collection of Comte James de Pourtalès
Gorgier (1776–1855) in Paris. A catalogue of public sales printed in France in 1866 records the sale of the picture by the Comte for 3,400 francs in 1865. Charles Augustus Howell bought the canvas on behalf of the Pre-Raphaelite artist Dante Gabriel Rossetti in 1867 at Christie’s. Rossetti was to later boast that he had bought the first example of a three-quarters pose in Florentine portrait painting for only £20. It was later bequeathed to the Victoria and Albert Museum with the collection of his patron Constantine Alexander Ionides, who had bought it from Rossetti for £315 in the 1880’s.
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Victoria and Albert Museum, London






  









 

Dante Gabriel Rossetti by George Frederic Watts






  

ST. SEBASTIAN


 

St. Sebastian was a third century martyr, who was killed during the Roman emperor Diocletian’s persecution of the Christians. He is commonly depicted in art and literature tied to a post or tree, having been shot with arrows. Despite this being the most common artistic depiction of the saint, he was, according to legend, rescued and healed by Irene of Rome. Shortly afterwards he criticised Diocletian in person and as a result was clubbed to death. The details of St. Sebastian’s martyrdom were first spoken of by the fourth century bishop Ambrose of Milan (Saint Ambrose), in his sermon (number 22) on Psalm 118. Ambrose stated that Sebastian came from Milan and that he was already venerated there at that time. 

Botticelli’s famous rendition of the tale was completed by 1474, having been commissioned for the Church of Santa Maria Maggiore in Florence, though it is now housed in the Staatliche Museen of Berlin. When completed it was displayed in the church on a column on the feast day of the saint. In the composition, behind Sebastian, there is a simple landscape that includes a town, appearing to be Flemish. The painting is simple in style, characteristic of Florentine paintings during that time. In spite of the saint’s perilous position, he exudes an aura of calm, as he stands by the post, his sinuous body and curve of the neck adding grace and beauty to his pose.

Clothed only in a loincloth, he stands on the stumps of a tree that has been cut to the shape of a stake, which rises in the centre of the picture, in front of the landscape and sky. The torture has finished and the saint’s tormentors have already moved on and are hunting for herons. A depiction of the torturers leaving the scene is rare for the subject. Though the artist follows classical ideas in his harmonious proportions and balanced “contrapposto”, a sense of uncertainty is suggested in the foreshortening of the saint’s feet, confirming that this picture belongs to Botticelli’s early phase.
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The Church of Santa Maria Maggiore, Florence






  

ADORATION OF THE MAGI


 

Depicting another popular subject in Renaissance art, The Adoration of the Magi dates from c. 1475 and is now housed in the Uffizi. Botticelli was commissioned to paint at least seven versions of the subject throughout his career, though this is generally considered to be his grandest version.  It was commissioned by Gaspare
di
Zanobi
del Lama, a banker of humble origins and dubious morality connected to the House of Medici, for his chapel in the church of Santa Maria Novella, which has since been destroyed. 

The scene depicts numerous real-life members of the Medici family, including Cosimo de’ Medici, as the Magus kneeling in front of the Virgin, described by Vasari as “the finest of all that are now extant for its life and vigour”, his sons Piero (the second Magus kneeling in the centre with the red mantle) and Giovanni (the third Magus) and his grandsons Giuliano and Lorenzo. The three Medici noblemen portrayed as Magi (the three wise men) were in fact all dead at the time the picture was painted, when Florence was effectively ruled by Lorenzo.

This painting established Botticelli’s fame in Florence and may rightfully be considered the high point of his early artistic output.  A comparison of the painting with Botticelli’s earlier representations of the same theme, particularly two versions now in London’s Nation Gallery, reveal the extent to which the artist had developed and improved on earlier weaknesses. Now, the ground is represented as rising gently, allowing the faces of almost everyone present to be seen, as well as ensuring that a variety of poses and gestures to be presented. The artist has moved the central king slightly away from the main axis, enabling our gaze to fall unimpeded upon the Virgin at the centre and she is no longer lost among the other figures, as in earlier depictions. Of particular interest is Botticelli’s inclusion of a self-portrait in the painting, hinting at the personal importance he attached to the image. The young man standing on the far right is believed to be the artist, staring directly out at the viewer, dressed in a red robe.
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Detail – with the self-portrait being the figure on the far right
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Santa Maria Novella, Florence






  









 

Adoration of the Magi by Botticelli, National Gallery, London 






  









 

‘Adoration of the Magi’ by Filippino Lippi, 1496






  

TEMPTATIONS OF CHRIST


 

On 27 October 1480 a group of well-established Florentine painters, including Botticelli, Domenico Ghirlandaio and Cosimo
Rosselli, left for Rome, having been summoned as part of the reconciliation project between Lorenzo de’ Medici, the de facto ruler of Florence, and Pope Sixtus IV. The Florentines started to work in the Sistine Chapel as early as the spring of 1481, along with Pietro Perugino, who was already working there. The projected plan of the decoration included a running theme of the stories of Moses and Christ, as a sign of continuity between the Old and the New Testament. The series was to cover the divine law of the Tables and the message of Jesus, who, in turn, chose Peter (the first bishop of Rome) as his successor, finally resulting in legitimising the latter’s successors, the popes of Rome.

Helped by numerous assistants, Botticelli was commissioned to paint three scenes, including the following plate, Temptations of Christ. It depicts three episodes from the gospels, in parallel with the painting on the opposite wall, also by Botticelli, detailing the Trials of Moses. A frieze, similar to that beneath the other frescos, bears the inscription TEMPTATIO IESU CHRISTI LATORIS EVANGELICAE LEGIS (“The Temptations of Christ, Bringer of the Evangelic Law”).

In the first of the three scenes, in the upper left section of the fresco, we can see Christ, who has been fasting in the desert. Disguised as a hermit, though we can still see his sinisterly shaped wings, the Devil tempts Jesus, turning stones into bread. In the second scene of temptation, in the upper middle of the picture, the Devil has carried Jesus to the top of the temple of Jerusalem, represented by the facade of the Church of the Hospital of Santo Spirito in Sassia in Rome. Satan tempts Jesus to challenge God’s promise that he will be protected by angels, by throwing himself down.  In the third temptation, to the upper right, the Devil shows Jesus the beauties of the Earth from a high mountain. The Devil promises Jesus power over this domain, if he will deny God and bow down to him instead. However, Jesus casts the Devil away and angels come to his aid.

Meanwhile, in the fresco’s foreground, a man that Jesus has healed of leprosy presents himself to the High Priest at the temple to be pronounced clean. The young man carries a basin of water, in which there is a bough of hyssop. A woman brings two fowls for sacrifice and another woman brings cedar wood. These three ingredients were part of the ritual of cleansing of a leper. The high priest is thought to represent Moses, who transmitted the Law and the young man may symbolically represent Christ, who, according to the Gospels, was wounded and slain for the benefit of mankind, and healed through the Resurrection, so that mankind might also be made spiritually clean through salvation. In Christian symbolism, many stories, such as the healing of the leper, are perceived to prefigure the crucifixion and resurrection of Jesus.

On 17 February 1482 Botticelli’s contract was extended to complete more scenes in the Sistine Chapel’s decoration. However, on 20 February the artist’s father died and he returned to Florence, where he remained, never to return to Rome.






  









 






  









 

Detail – first temptation






  









 

Detail –second temptation






  









 

Detail – third temptation
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‘The Trials of Moses’ by Botticelli, Sistine Chapel, c. 1481-1482






  









 

Inside the Sistine Chapel






  









 

A reconstruction of the appearance of the chapel in the 1480’s, prior to the painting of the ceiling






  

MAGNIFICAT MADONNA


 

When Botticelli created the tondo
Madonna del
Magnificat in the early 1480’s, it was most likely the most famous representation of the Virgin at the time, as demonstrated by the five contemporary replicas to survive. The Madonna del
Magnificat was lavishly covered with gold paint and featured almost life-size figures. In the composition, the Virgin is crowned by two angels, pronouncing her as the Queen of Heaven. The crown is a delicate piece of goldsmith’s work, consisting of numerous stars as a reference to the ‘Stella matutina’ (morning star), one of Mary’s names in contemporary hymns devoted to her.

Three angels appear to move towards the Virgin and Child, as the figure at the front is kneeling and holding an open book and inkwell. Encouraged by the Christ Child, the Virgin is about to dip her quill and write the last words of the Magnificat, beginning on the right page with the large initial “M”. The pomegranate that the mother and child are both holding, once again a symbol of the Passion, gives a further sense of melancholy to the scene.

The background opens out on to a landscape from an open window, allowing us to glimpse an idyllic view. The landscape reveals the influence of contemporary Dutch artists such as Jan van Eyck,
Rogier van der Weyden and Hubert van der Goes. Trading relations between Italy and the Netherlands had been developing since the fifteenth century, resulting in many Florentine merchants and bankers travelling further north. Among the mementos that they brought back were paintings revealing other artistic conceptions and ideals. Italian artists particularly admired the detailed execution of individual pictorial motifs, as well as the realistic fashioning of the figures in the pictures and the atmospheric effect of the landscapes, which they often included as motifs in their own works.

The Madonna del
Magnificat was the most expensive tondo that Botticelli created, as in no other painting did he employ so much gold, which he applied in the ornamentation of the robes, for the divine rays and for Mary’s crown. As the most expensive paint, gold was normally used only sparingly. Its liberal employment here will therefore have been at the express wish of the person commissioning the work. 

The tondo was acquired by the Uffizi in 1785 from Ottavio
Magherini. The painting may have come from one of the many monasteries suppressed by the Archduke Pietro
Leopoldo. It has been identified with the tondo in the church of San Francesco al Monte mentioned by Vasari and Bocchi, but this identification is unconfirmed. 
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The narrow courtyard between the two wings of the Uffizi Gallery, which features many of Botticelli’s masterpieces






  

PRIMAVERA


 

Universally acknowledged as one of the crowning achievements of Renaissance art, Botticelli’s Primavera is an Allegory of Spring, depicting an orchestrated group of mythological figures in a garden. Various meanings for the composition and arrangement have been suggested over the centuries. Now held in the Uffizi Gallery, the painting originally bore no title and was only first called La Primavera by the art historian Giorgio Vasari, who saw it at Villa Castello, outside of Florence, in 1550. The painting decorated an anteroom attached to Lorenzo di
Pierfrancesco’s chambers. Though the history of the painting remains uncertain, it is believed to have been commissioned by one of the Medici family. 

Primavera contains references to works by the Roman poets Ovid and Lucretius, and may also reference a poem by Poliziano. The composition is innovative in that it is one of the first surviving paintings from the post-classical period to depict classical gods in a life-size dominant format. Some of the figures are based on famous ancient sculptures, translated into Botticelli’s own unconventional formal language, with slender figures and bodies, at times slightly elongated.

Venus is prominent in the heart of the picture, set slightly back from the other figures. Hovering above, her son Cupid — blindfolded to denote how love is blind — aims one of his arrows of love at the Three Graces, who elegantly dance a roundel. Venus’ garden of love is guarded by Mercury on the left, who is lightly clad in a red cloak, covered with flames. The Messenger god, wearing his customary winged shoes, also wears a helmet and carries a sword, representing him as the guardian of the garden. 

On the right side of the image, two parts of a tale are being related. In the first part on the far right, Zephyr, the god of the winds, is forcefully pursuing the nymph Chloris. The resulting part of the tale presents Flora, the goddess of spring, who is scattering flowers, as Chloris was compensated for her rape by becoming the goddess Flora. The myth is recounted in Ovid’s Fasti, a poetic calendar describing Roman festivals. For the month of May, Flora tells how she was once the nymph Chloris, breathing out flowers as she does so.

The recent discovery of a disguised message in the floral pattern on Flora’s gown, to which Chloris is drawing Zephyr’s attention, indicates that the subject matter of Primavera is set in the context of the Pagan Renaissance Revival championed by Marsilio
Ficino, Florence’s foremost philosopher. He was the friend, mentor and tutor of the young Medici owner of the painting, in whom he sought to instil the Platonic philosophy that he was introducing to Europe at the time. Ficino’s Platonic teaching held that man possessed a spark of divinity, contrasting with the medieval view of man’s guilt and culpability.
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Lunette of Villa di
Castello as it appeared in 1599 — the original location of ‘Primavera’






  

MADONNA OF THE BOOK


 

Housed in Milan’s Poldi
Pezzoli Museum, this small painting dates from between 1480 and 1483 and portrays an intimate view of Mary and the Christ Child, seated by a window in the corner of a chamber. Mary is absorbed with the Book of Hours, a prayer book for laymen common in the medieval times, which she holds, while the infant gazes up at her. The hands of both mother and son are positioned similarly, with the right hands open as though in a gesture of blessing.

Symbolising the Passion of Christ, Jesus grips the three nails of the cross and the crown of thorns, though these are now thought to be later additions made by another artist, added for a more explicit message. The fruit in the bowl has an emblematic meaning, with cherries representing the blood of Christ, as well as giving an allusion to Paradise, and plums emphasising the tenderness between Mary and the Child, while the figs are characteristically used to represent the Resurrection. Mary’s blue robe, a colour she is often depicted wearing in Renaissance art, has the symbolic meanings of purity, heaven and royalty.

Botticelli interprets the scene with a sensitivity and appreciation of fine detail. The set of boxes and the bowl of lush fruits are depicted as a still life, while the pages of the book, the garments and the transparent veils exhibit a realistic quality. The artist utilises a palette with subtle differences, blending colours to complement each other. The painting is adorned with gold filigree decorating the clothes and objects. The use of gold was the result of the contractual agreement Botticelli made with the commissioner and was included in the price of the painting. Madonna of the Book indicates many elements of Botticelli’s mature poetic style, with a delicate, linearity depiction.
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VENUS AND MARS


 

Dating from c. 1483 this wide canvas reveals an intimate scene between the Roman deities Venus and Mars as an allegory of beauty and valour. The youthful and voluptuous couple recline in a forest setting, surrounded by playful satyrs. The painting is typically regarded as a depiction of the ideal of sensuous pleasure and play. Venus watches Mars sleep, while two infant satyrs play, carrying his helmet and lance, while another rests inside his breastplate under his arm. A fourth blows a small conch shell in his ear in an effort to awake him. Though the work draws from classical sources, perhaps in particular the description by Lucian of a lost painting of the marriage of Alexander the Great and Roxana, it diverges from these in important aspects and is an important example of early Renaissance Neo-Platonist thinking.

The painting concerns the theme of amorous victory. A grove of myrtle trees, the tree of Venus, forms the backdrop to the two gods who are lying opposite each other on a meadow. The composition may be based on a poem by Poliziano. Stanze 122 describes how the hero found Venus “seated on the edge of her couch, just then released from the embrace of Mars, who lay on his back in her lap, still feeding his eyes on her face”. Poliziano was one of the humanist scholars in the court of Lorenzo de’ Medici, and in his poem he alludes to Giuliano
di
Piero de’ Medici’s prowess in a jousting tournament his older brother Lorenzo had organised to celebrate a treaty with Venice.

Giuliano
di
Piero de’ Medici is most likely the model for Mars, the god of war. Venus may have been Botticelli’s favourite model, Simonetta Vespucci, a great beauty of the time, married to the cousin of Amerigo Vespucci. Interestingly, Botticelli, who would go on to portray her in paintings many times after her death, asked to be buried, as she had been, in the Church of Ognissanti in Florence. The painting is celebrated for it his emphasis on line and contour, as in the delineation of the beautiful goddess and the almost euphoric sleeping pose of Mars, both rendered with masterful shades of skin tones. 

Between 1857 and 1878, London’s National Gallery acquired five of his works, including Venus and Mars.
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PALLAS AND THE CENTAUR


 

Another painting housed in the Uffizi, Pallas and the Centaur was actually discovered in 1895 by William Blundell Spence in one of the ante-rooms of the Palazzo Pitti. According to an inventory, dating from 1499, though only discovered in 1975, Pallas and the Centaur originally hung above a door in the same room as the Primavera. 

The image presents a bare landscape, drawing our attention instead to the two figures. A centaur, a half horse, half man creature, often associated in mythology as a lustful, unthinking brute, appears to have trespassed on forbidden territory and is brought under control by the goddess of war, Pallas Athena, who is armed with a shield and halberd, as she seizes him by the hair. Various interpretations have been made about the intended message of the painting, with most judging it to be a celebration of virtue’s victory over sensuality, as depicted by the centaur. Others have identified the woman as the Amazon Camilla, the chaste heroine of Virgil’s epic poem The Aeneid. The canvas marks the end of Botticelli’s Medicean period and from this point onwards the subject-matter of his paintings changes, adopting a more overtly religious tone.
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PORTRAIT OF A YOUNG WOMAN, 1484


 

Simonetta Vespucci (née Cattaneo; c. 1453-1476), given the sobriquet la bella
Simonetta, was an Italian noblewoman from Genoa. She was renowned for being the greatest beauty of her age. At age of fifteen or sixteen she met Marco Vespucci, son of Piero, who was a distant cousin of the explorer and cartographer Amerigo Vespucci. Marco had been sent to Genoa by his father, Piero, to study at the Banco
di San Giorgio. Marco was accepted by Simonetta’s father and he was very much in love with her, so the marriage was logical. Her parents also knew the marriage would be advantageous as Marco’s family was well connected in Florence, especially to the Medici family.

Botticelli’s Portrait of a Young Woman is commonly believed to be one of his many works to feature Simonetta Vespucci, having been completed between 1480 and 1485, though some art historians ascribe the painting to Jacopo del
Sellaio. The sitter is depicted in profile, though with her bust turned in three-quarter view to reveal a cameo medallion that she wears upon her neck. The medallion is a copy in reverse of “Nero’s Seal”, a famous antique carnelian representing Apollo and Marsyas, belonging to Lorenzo de’ Medici.

Following her marriage, Simonetta was instantly popular at the Florentine court. Lorenzo Medici had even permitted the Vespucci wedding to be held at the palazzo in Via Larga and hosted the wedding reception at their lavish Villa di
Careggi. Simonetta, upon arriving in Florence, was discovered by Botticelli and other prominent painters through the Vespucci family. Before long, every nobleman in the city was reported to be besotted with her, even the brothers Lorenzo and Giuliano of the ruling Medici family. Lorenzo was occupied with affairs of state, but his younger brother was free to pursue her.

It is now agreed that Vespucci is presented as an idealised beauty in the portrait. In spite of their realistic quality, Renaissance portraits of women had to conform to an ideal of beauty. Most Florentine women, then, as now, would have had brown eyes and dark hair, yet they are often portrayed with blonde hair, ivory skin and sparkling eyes. These portraits reflect a principle of beauty derived from literature, especially from Petrarch’s sonnets composed in the fourteenth century in praise of his beloved Laura. Beauty was closely linked to virtue in Renaissance thought, since physical beauty signified an inner beauty of spirit — a beautiful woman was seen as an agent that could draw man to love, and through love, to God.

The portrait is now housed in Frankfurt’s Städel, though similar works exist in the National Gallery, London, the Gemäldegalerie, Berlin and in the Marubeni Collection, Tokyo.
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‘Portrait of a Young Woman’, Gemäldegalerie, Berlin






  

THE BIRTH OF VENUS


 

The Birth of Venus is generally believed to have been painted in the mid 1480’s, having been commissioned by the Medici family, most likely Lorenzo di
Pierfrancesco de’ Medici under the influence of his cousin Lorenzo de’ Medici, Botticelli’s close patron, though much speculation still surrounds this famous work. There are no extant documents associated with the painting and its first identification with the Medici family only comes in the 1550 edition of Vasari’s Lives. 

The title of the painting can be traced back to the sixteenth century. The represented scene, revealing the moment when Venus arrived on shore, following her birth from the sea, is described in the epic poem Stanze per la Giostra
by Botticelli’s contemporary Angelo Poliziano.  The poet describes Venus as being driven towards the shore on a shell by Zephyr and how an onlooker would have seen the flash in the goddess’ eye and the Horae of the seasons standing on the shore in white garments, their flowing hair caressed by the wind. The god of the winds, Zephyr, and the breeze Aura are portrayed in a tight embrace, gently driving Venus towards the shore with their breath. Venus stands naked on a golden shining shell, which reaches the shore floating on rippling waves. A Hora of Spring is approaching on the tips of her toes, in a graceful dancing motion, spreading out a magnificent cloak for the goddess. Venus rises with her marble-coloured carnations above the ocean next to her, much like a statue. Her hair, which is playfully fluttering around her face in the wind, is given a particularly lustrous sheen by the use of fine golden strokes. Roses are blown around by Zephyr and Aura, as, according to tradition, the rose flowered for the first time when Venus was born.

The goddess of love, one of the first non-biblical female nudes in Italian art, is depicted in accordance with the classical Venus pudica, a form of classical sculpture where the female subject would be represented covering her naked pubis with her right hand. Botticelli’s use of this convention would later inspire many later artists throughout art history.  Tradition associates the model of Venus in Botticelli’s painting with Simonetta Vespucci, with whom it is suspected both Botticelli’s powerful patrons Lorenzo and his younger brother, Giuliano Medici, were much enamoured. Simonetta was, not coincidentally, born in the Ligurian seaside town of Portovenere (‘the port of Venus’). 
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The Aphrodite of Knidos was one of the most famous works of the ancient Greek sculptor Praxiteles of Athens (4th century BC). The statue and its copies are often referred to as the Venus Pudica (“modest Venus”) type, on account of her covering her naked pubis with her right hand. Variants of the Venus Pudica (suggesting an action to cover the breasts) are the Venus de’ Medici or the Capitoline Venus.






  









 

Capitoline Venus, derived from Aphrodite of Cnidus






  









 

Angelo Ambrogini (1454-1494), the Italian classical scholar and poet of the Florentine Renaissance, whose epic poem inspired the famous scene depicted in ‘The Birth of Venus’.






  

MADONNA OF THE POMEGRANATE


 

This depiction of the Virgin is titled after the pomegranate portrayed in Mary’s hand, intended to symbolise Christ’s Passion, with the many seeds representing the fullness of Christ’s suffering. Unlike in the earlier tondo of a similar theme, Madonna del
Magnificat, this time Botticelli has arranged the angels symmetrically, revealing his development in compositional design. The Christ Child, whose hand is raised in blessing, lies securely in the arms of Mary, though the melancholy expression on the faces of both mother and child are intended to remind us of the torments that await Christ. Surrounding them, finely delineated angels salute Mary with lilies and garlands of roses. The Rosary prayer was created in its present form in the fifteenth century and rapidly became widespread, as demonstrated by its significance in this tondo. The beginning of this prayer is embroidered on the stole of the angel on the far left: AVE GRAZIA PLENA (Hail Mary, full of grace).  The whole scene is bathed in a golden glow, emanating from above and finely illuminating the graceful skin tones of the figures, while counterbalancing with the dark blue of Mary’s robe.

Completed by 1487, the tondo is now housed in Florence’s Uffizi, though several copies of the work exist, including versions in the Berlin State Museums, the Wernher Collection in London and the Aynard Collection at Lyon.
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CESTELLO ANNUNCIATION


 

Yet another Uffizi treasure, this tempera painting was commissioned in May of 1489 to decorate the chapel of the Florentine monastery Cestello, which is now known as Santa Maria Maddalena
de’Pazzi.  The Annunciation, the moment when the angel Gabriel announces to the Virgin that she will be the Mother of Christ, was a very common theme for artists during the Renaissance. 

In his bold composition, Botticelli allows us to glimpse through a room structured according to the laws of perspective, looking across the red floor tiles, along its converging lines and out on to a landscape. The dramatic postures of the figures contrast with the static spatial dynamics and the outdoor background. From the edge of Gabriel’s robes to his raised hand, a diagonal line is formed, directing our attention to Mary’s arm, which she holds across her chest. The angel’s robes gather and billow in folds, suggesting Gabriel has just landed, further increasing the drama. As Gabriel kneels reverently before Mary, his mouth opens slightly, as though about to utter the famous words of St. Luke’s Gospel, which are written in Latin on the painting’s original frame: “The Holy Ghost shall come upon thee, and the power of the Highest shall overshadow thee.”
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Botticelli’s earlier version of the same subject, revealing a much less dramatic interpretation of the subject — ‘Annunciation’, Metropolitan Museum of Art, New York, 1485






  

CALUMNY OF APELLES


 

Inspired by a description of a lost painting by Apelles, the renowned painter of ancient Greece, Calumny of Apelles was completed in c. 1494 and is held in the Uffizi. According to legend, Apelles created his painting in response to an unjust slander by a jealous rival artist, Antiphilos, who accused him in front of the naive king of Egypt, Ptolemy, of being an accomplice in a conspiracy. After Apelles had been proven to be innocent, he dealt with his rage and desire for revenge by producing an allegorical image. The Roman author Lucian recorded details of Apelles’ original painting in his On Calumny: 

“On the right of it sits King Midas with large ears, extending his hand to Slander while she is still at some distance from him. Near him, on one side, stand two women — personifying Ignorance and Suspicion. On the other side, Slander is coming up, a woman beautiful beyond measure, but full of malignant passion and excitement, evincing as she does fury and wrath by carrying in her left hand a blazing torch and with the other dragging by the hair a young man who stretches out his hands to heaven and calls the gods to witness his innocence. She is conducted by a pale ugly man who has piercing eye and looks as if he had wasted away in long illness; he represents envy. There are two women in attendance to Slander, one is Fraud and the other Conspiracy. They are followed by a woman dressed in deep mourning, with black clothes all in tatters — she is Repentance. At all events, she is turning back with tears in her eyes and casting a stealthy glance, full of shame, at Truth, who is slowly approaching.”
 

Botticelli faithfully reproduces the scene, presenting a throne room elaborately decorated with sculptures and reliefs of Classical heroes and battle scenes. Midas is presented with donkey ears, into which the women that flank him speak. A richly gowned Calumny, with her hair being dressed by her attendants, is being led by her slender, robed companion. An innocent man is being dragged before the king’s throne by the personifications of Calumny, Malice, Fraud and Envy. They are followed to one side by Remorse as an old woman, turning to face the naked Truth, who is pointing towards Heaven. The nakedness of Truth places her in a relationship with the innocent youth, whose folded hands are also an appeal to a higher power.

The legend of Apelles’ painting became popular in Renaissance Italy and Botticelli was neither the first nor last Italian Renaissance artist to depict it. Calumny of Apelles was the last secular painting he would produce. It may have been undertaken as a commission of a Florentine banker, who oversaw the Papal Mint. Over the years, art historians have surmised various historical figures that may have been slandered, inspiring Botticelli to produce the painting, while others have argued that the artist himself was the victim, since an anonymous person once accused him of sodomy.
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Reconstruction of a mosaic depiction of the Battle of Issus, after a painting supposed to be by Apelles, found in the House of the Faun at Pompeii.






  

THE STORY OF VIRGINIA


 

This painting forms part of a pair of panels on the subjects of Virginia and Lucretia. The following plate depicts events that led to the tragic death of Virginia, as narrated in Livy’s History of Rome, and is indicative of Botticelli’s late style. Both are finely worked furniture paintings, intended to be fitted to the wall of a Renaissance palace, usually placed above a bed. It has been suggested that the panels were commissioned for a nuptial chamber to celebrate chastity and virtue, as exemplified by the two young women, both traditional victims of lust. 

The composition of approximately fifty figures is dominated by the central grouping of Appius Claudius Crassus seated in judgement, as armed horsemen below take an oath of revenge against him. According to the tale, Appius had conceived a guilty passion for the maiden Virginia, already betrothed by her centurion father. Appius hired Marcus Claudius to abduct her on the pretence that she was one of his slaves that had been stolen. On the far left, the terrified Virginia is assaulted by Claudius, urged on by Appius, while her maidservants cry out in protest. She is saved by those around her, but nevertheless must appear before the Tribunal to prove her innocence. The central scene portrays Virginia approaching Appius, both the judge and architect of the plot, who declares her to be his slave. To the right of the panel, Virginia’s father raises his sword to kill her, so freeing her from her shame. According to Livy, indignation at Virginia’s death provoked a successful revolt against Rome’s tyrannical government.

It is assumed that the panels were commissioned by Guidantonio Vespucci for the palace in Florence’s Via dei
Servi, which he purchased for his son Giovanni, who married Namicina
di
Benedetto
di
Tanai de Nerli in 1500. Some art historians have interpreted political anti-Medicean messages in the imagery. Given the ever-changing politics of Guidantonio Vespucci, who after 1494 was against the return to Florence of the Medici — previously in favour of their return — he may in 1500 have wished to proclaim the virtues of republicanism to the young couple.
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THE MYSTICAL NATIVITY


 

Completed by 1501 and housed in London’s National Gallery, The Mystical Nativity is Botticelli’s only signed work and presents an unusual iconography of the Nativity subject. The top of the canvas bears a Greek inscription, translated as: “This picture, at the end of the year 1500, in the troubles of Italy, I Alessandro, in the half-time after the time, painted, according to the eleventh chapter of Saint John, in the second woe of the Apocalypse, during the release of the devil for three-and-a-half years; then he shall be bound in the twelfth chapter and we shall see him buried as in this picture”. Botticelli believed himself to be living during the Tribulation, possibly due to the upheavals in Europe at the time and was predicting Christ’s Millennium as stated in Biblical text. It is believed that the painting was influenced by Girolamo Savonarola (1452-1498), a Dominican friar known for his prophecies of civic glory, the destruction of secular art and culture and his bold calls for Christian renewal. Savonarola’s influence appears in a number of Botticelli’s late paintings, though the specific contents of the composition may have been specified by the unknown patron. 

The Mystical Nativity was produced when Savonarola was at the height of his powers in Florence. He had arrived in the city in 1490 and was appalled by the artistic decadence and enormous wealth abundant at the time and so preached against the corrupt and vice-ridden place. A great scourge was approaching and his damning words made a great impact, seeming to presage the Italian War of 1494–1498. In 1494 a huge French army invaded Italy and 10,000 troops entered Florence so that the Florentines feared that the King of France would sack the city. Savonarola stepped into the political vacuum, meeting with the French king and persuading him to leave Florence peacefully. In their gratitude and relief the Florentines increasingly regarded the friar as a prophet and his preaching attracted huge crowds to Florence’s Duomo. Savonarola claimed that Florence could become the new Jerusalem if the citizens would repent and abandon their sinful luxuries – and that included much of their art. His beliefs were made real as groups of evangelical youths went on to the streets to encourage people to part with their luxuries, their lewd pictures and books, their vanities, combs and mirrors. Botticelli may well have seen his own paintings fed to the flames. Savonarola’s preaching attracted huge crowds to the Cathedral – like much of the city, Botticelli had come under his sway and it appears that a sermon preached by Savonarola bears directly upon the Mystical Nativity.

In the sermon Savonarola explains a vision that had come to him in which he saw an extraordinary heavenly crown. At its base were twelve hearts with twelve ribbons wrapped around them and written on these in Latin were the unique mystical qualities or privileges of the Virgin Mary – she is ‘mother of her father’, ‘daughter of her son’, ‘bride of God’ etc. Though much of the writing on the ribbons held by the dancing angels is now invisible to the naked eye, infra-red reflectography has revealed that the original words on the angels’ ribbons correspond exactly to Savonarola’s twelve privileges of the Virgin. In his sermon, preached on Assumption Day, Savonarola went on to explore the 11th and 12th chapters of the Book of Revelation – the precise chapters mentioned in the painting’s inscription. He connected the glory of Mary with the imminent coming of the power of Christ on Earth.

For years Savonarola held Florence firmly in his grasp, but his hard line charismatic rule made him dangerous political enemies. He was challenged to prove his holiness by walking through fire and when he refused, the tide of opinion turned against him. He was arrested, and under torture confessed to being a false prophet. On 23 May 1498 he was hanged with two of his leading lieutenants, their bodies burnt and their ashes scattered in the river Arno. Some commentators see the figures of the three men at the bottom of the painting as representatives of the three executed holy men, raised up and restored to grace – though persecution not peace awaited Savonarola’s followers.

The Mystical Nativity portrays a scene of earthly and heavenly delight, with angels celebrating and dancing at the top of the painting, bearing olive branches, while above them heaven opens in a great golden dome; at the bottom of the canvas three angels embrace three men, seeming to raise them from the ground. Nevertheless, there are dark connotations too, as the vulnerable Christ Child rests on a white sheet, hinting at the shroud in which Christ’s body will one day be wrapped, while the cave in which the scene is set calls to mind his tomb. The common medieval convention of depicting the Virgin Mary and infant Jesus as larger than other figures is employed in the image, giving these central figures a more monumental presence. The Kings on the left bear no gifts, but their own devotion, while they hold scrolls that proclaim in Latin, “peace on earth to men of goodwill”. Behind them seven devils flee to the underworld, some impaled on their own weapons. 

In Rome at the end of the 18th century, the young Englishman William Young Ottley, who was wealthy art lover, possessing a slave plantation in the Caribbean, bought up many Renaissance paintings cheaply. At the Villa Aldobrandini, he first saw a small, unknown work, which would be known in later years as Botticelli’s famous Mystical Nativity. The canvas arrived in London where Ottley’s house became in effect a private museum of Italian masterpieces. After Ottley’s death, William Fuller Maitland of Stansted picked up the painting at an auction for £80. When he loaned it to the Art Treasures Exhibition, Manchester 1857, it was now on open display. The exhibition’s newspaper the Art Treasures Examiner printed a new engraving of it. The great critic John Ruskin helped to give the painting its current name. After seeing it in London he referred to Botticelli’s ‘mystic symbolism’. When Maitland died London’s National Gallery stepped in and had to find £1500, being nearly twenty times what the painting had cost only thirty years earlier.
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Girolamo Savonarola (1452-1498)






  

The Paintings


 

Esztergom, a city in northern Hungary, 29 miles northwest of Budapest — it is believed by some that Botticelli worked on a fresco in Esztergom, ordered in the workshop of Filippo Lippi by János
Vitéz, archbishop of Hungary.






  

THE COMPLETE PAINTINGS


 

Botticelli’s paintings are presented in chronological order, with an alphabetical table of contents following immediately after.

CONTENTS
 

Virgin and Child Supported by an Angel in a Garland

Madonna and Child with an Angel

The Virgin and Child with Two Angels and the Young St. John the Baptist

Madonna and Child

Madonna della Loggia

Madonna with Child

Madonna and Child with St. John the Baptist

Madonna and Child with Adoring Angel

Madonna and Child and Two Angels

Portrait of a Young Man

Madonna in Glory with Seraphim

Madonna of the Sea

Fortitude

Adoration of the Magi

Madonna with Child and Five Angels

Madonna of the Rosegarden (Madonna del Roseto)

Madonna and Child with Six Saints

Madonna and Child with an Angel

Madonna and Child

Madonna delle Grazie

The Discovery of the Body of Holofernes

The Return of Judith to Bethulia

Portrait of Esmeralda Brandini

Adoration of the Kings

Nativity

St. Sebastian

Portrait of a Man with a Medal of Cosimo the Elder

Portrait of a Young Woman

Adoration of the Magi

Portrait of a Lady

Three Scenes from the Story of Esther

Portrait of Giuliano de’ Medici

Saint Francis of Assisi with Angels

Madonna and Child

The Birth of Christ

Portrait of a Young Man with Red Cap

Madonna and Child with Eight Angels

Portrait of Giuliano de’ Medici

Portrait of Giuliano de’ Medici

Adoration of the Magi

The Annunciation

St. Augustine

Workshop of Esther at the Palace Gate

Portrait of a Young Woman

The Triumph of Mordecai, from The Story of Esther

The Resurrected Christ

Madonna of the Book (Madonna del Libro)

Portrait of a Young Man

Portrait of a Young Woman

The Virgin Adoring the Child

Annunciation

St. Sixtus II

Punishment of Korah, Dathan and Abiram

The Temptations of Christ

The Trials of Moses

Magnificat Madonna

Spring (Primavera)

Pallas and the Centaur

Portrait of a Young Man

The Story of Nastagio degli Onesti I

The Story of Nastagio degli Onesti II

The Story of Nastagio degli Onesti III

The Story of Nastagio degli Onesti IV

Venus and the Three Graces Presenting Gifts to a Young Woman

A Young Man Being Introduced to the Seven Liberal Arts

The Virgin and Child Enthroned

Annunciation

Venus and Mars

The Birth of Venus

Virgin and Child with Six Angels and the Baptist

Madonna Adoring the Child with Five Angels

Madonna and Child

Madonna of the Pomegranate (Madonna della Melagrana)

The Virgin and Child, St. John and an Angel

The Virgin and Child with Four Angels and Six Saints

Vision of St. Augustine

Christ in the Sepulchre

Salome with the Head of St. John the Baptist

Extraction of St. Ignatius’ Heart

Coronation of the Virgin

St. John on Patmos

St. Augustine in His Cell

Annunciation

St. Jerome in Penitence

Miracle of St. Eligius

Cestello Annunciation

Christ Carrying the Cross

Figures on the Road to Calvary

Flagellation

The Resurrection

The Annunciation

Lamentation over the Dead Christ

Portrait of Michelle Marullo

Madonna with Child and Two Angels

The Virgin Adoring the Sleeping Christ Child

St. Augustine in His Cell

Madonna and Child and the Young St John the Baptist

Portrait of a Youth

Portrait of Lorenzo di Ser Piero Lorenzi

The Flight into Egypt

Virgin and Child with the Infant St. John the Baptist

Holy Trinity

Virgin and Child with St. John the Baptist

Fortune

The Virgin and Child with Three Angels (Madonna del Padiglione)

The Annunciation

Calumny of Apelles

Last Communion of St. Jerome

Portrait of Dante

Lamentation over the Dead Christ

Judith Leaving the Tent of Holofernes

The Descent of the Holy Ghost

The Story of Virginia

The Outcast (Despair)

The Story of Lucretia

St. Jerome

St. Dominic

The Mystical Nativity

Mystic Crucifixion

Christ Crowned with Thorns

Transfiguration, St. Jerome, St. Augustine

Agony in the Garden

Adoration of the Child

Adoration of the Christ Child

Adoration of the Magi

Four Scenes from the Early Life of Saint Zenobius

Three Miracles of Saint Zenobius

Three Miracles of St. Zenobius

Last Miracle and the Death of St. Zenobius

 






  

ALPHABETICAL LIST OF PAINTINGS


 

CONTENTS
 

A Young Man Being Introduced to the Seven Liberal Arts

Adoration of the Child

Adoration of the Christ Child

Adoration of the Kings

Adoration of the Magi

Adoration of the Magi

Adoration of the Magi

Adoration of the Magi

Agony in the Garden

Annunciation

Annunciation

Annunciation

Calumny of Apelles

Cestello Annunciation

Christ Carrying the Cross

Christ Crowned with Thorns

Christ in the Sepulchre

Coronation of the Virgin

Extraction of St. Ignatius’ Heart

Figures on the Road to Calvary

Flagellation

Fortitude

Fortune

Four Scenes from the Early Life of Saint Zenobius

Holy Trinity

Judith Leaving the Tent of Holofernes

Lamentation over the Dead Christ

Lamentation over the Dead Christ

Last Communion of St. Jerome

Last Miracle and the Death of St. Zenobius

Madonna Adoring the Child with Five Angels

Madonna and Child

Madonna and Child

Madonna and Child

Madonna and Child

Madonna and Child and the Young St John the Baptist

Madonna and Child and Two Angels

Madonna and Child with Adoring Angel

Madonna and Child with an Angel

Madonna and Child with an Angel

Madonna and Child with Eight Angels

Madonna and Child with Six Saints

Madonna and Child with St. John the Baptist

Madonna della Loggia

Madonna delle Grazie

Madonna in Glory with Seraphim

Madonna of the Book (Madonna del Libro)

Madonna of the Pomegranate (Madonna della Melagrana)

Madonna of the Rosegarden (Madonna del Roseto)

Madonna of the Sea

Madonna with Child

Madonna with Child and Five Angels

Madonna with Child and Two Angels

Magnificat Madonna

Miracle of St. Eligius

Mystic Crucifixion

Nativity

Pallas and the Centaur

Portrait of a Lady

Portrait of a Man with a Medal of Cosimo the Elder

Portrait of a Young Man

Portrait of a Young Man

Portrait of a Young Man

Portrait of a Young Man with Red Cap

Portrait of a Young Woman

Portrait of a Young Woman

Portrait of a Young Woman

Portrait of a Youth

Portrait of Dante

Portrait of Esmeralda Brandini

Portrait of Giuliano de’ Medici

Portrait of Giuliano de’ Medici

Portrait of Giuliano de’ Medici

Portrait of Lorenzo di Ser Piero Lorenzi

Portrait of Michelle Marullo

Punishment of Korah, Dathan and Abiram

Saint Francis of Assisi with Angels

Salome with the Head of St. John the Baptist

Spring (Primavera)

St. Augustine

St. Augustine in His Cell

St. Augustine in His Cell

St. Dominic

St. Jerome

St. Jerome in Penitence

St. John on Patmos

St. Sebastian

St. Sixtus II

The Annunciation

The Annunciation

The Annunciation

The Birth of Christ

The Birth of Venus

The Descent of the Holy Ghost

The Discovery of the Body of Holofernes

The Flight into Egypt

The Mystical Nativity

The Outcast (Despair)

The Resurrected Christ

The Resurrection

The Return of Judith to Bethulia

The Story of Lucretia

The Story of Nastagio degli Onesti I

The Story of Nastagio degli Onesti II

The Story of Nastagio degli Onesti III

The Story of Nastagio degli Onesti IV

The Story of Virginia

The Temptations of Christ

The Trials of Moses

The Triumph of Mordecai, from The Story of Esther

The Virgin Adoring the Child

The Virgin Adoring the Sleeping Christ Child

The Virgin and Child Enthroned

The Virgin and Child with Four Angels and Six Saints

The Virgin and Child with Three Angels (Madonna del Padiglione)

The Virgin and Child with Two Angels and the Young St. John the Baptist

The Virgin and Child, St. John and an Angel

Three Miracles of Saint Zenobius

Three Miracles of St. Zenobius

Three Scenes from the Story of Esther

Transfiguration, St. Jerome, St. Augustine

Venus and Mars

Venus and the Three Graces Presenting Gifts to a Young Woman

Virgin and Child Supported by an Angel in a Garland

Virgin and Child with Six Angels and the Baptist

Virgin and Child with St. John the Baptist

Virgin and Child with the Infant St. John the Baptist

Vision of St. Augustine

Workshop of Esther at the Palace Gate

 






  







Virgin and Child Supported by an Angel in a Garland
 

1465-1467

Tempera on panel

115.2 x 70 cm

Musée Fesch, Ajaccio


 






  







Madonna and Child with an Angel
 

1465-1467

Tempera on panel

87 x 60 cm

Ospedale
degli
Innocenti, Florence


 






  







The Virgin and Child with Two Angels and the Young St. John the Baptist
 

1465-1470

Tempera on panel

85 x 62 cm

Accademia
di Belle Arti Firenze, Florence


 






  







Madonna and Child
 

1465-1470

Tempera on panel

73 x 50 cm

Musée du Louvre, Paris


 






  







Madonna della Loggia
 

c.1467

Tempera on panel

72 x 50 cm

Uffizi, Florence


 






  







Madonna with Child
 

c.1467

Tempera on panel

71 x 51 cm

Musée du Petit Palais, Avignon


 






  







Madonna and Child with St. John the Baptist
 

1468

Tempera on panel

90 x 67 cm

Musée du Louvre, Paris


 






  







Madonna and Child with Adoring Angel
 

c. 1468

Tempera on panel

88.9 x 68 cm

Norton Simon Museum, Pasadena


 






  







Madonna and Child and Two Angels
 

c.1468-1470

Tempera on panel

100 x 71 cm

Galleria Nazionale
di
Capodimonte, Naples


 






  







Portrait of a Young Man
 

c.1469

Tempera on panel

51 x 33.7 cm

Palazzo Pitti, Florence


 






  







Madonna in Glory with Seraphim
 

1469-1470

Tempera on panel

120 x 65 cm

Uffizi, Florence


 






  







Madonna of the Sea
 

1469-1470

Tempera on panel

40 x 28 cm

Accademia
di Belle Arti, Florence


 






  







Fortitude
 

1470

Tempera on panel

167 x 87 cm

Uffizi, Florence


 






  







Adoration of the Magi
 

c.1470

Tempera on panel

50.2 x 136 cm

National Gallery, London


 






  







Madonna with Child and Five Angels
 

c.1470

Tempera on panel

58 x 40 cm

Musée du Louvre, Paris


 






  







Madonna of the Rosegarden (Madonna del
Roseto)
 

c.1470

Tempera on panel

124 x 64 cm

Uffizi, Florence


 






  







Madonna and Child with Six Saints
 

c.1470

Tempera on panel

170 x 194 cm

Uffizi, Florence


 






  







Madonna and Child with an Angel
 

c.1470

Tempera on panel

85.2 x 65 cm

Isabella Stewart Gardner Museum, Boston


 






  







Madonna and Child
 

c.1470

Tempera on panel

74.5 x 54.5 cm

National Gallery of Art, Washington


 






  







Madonna delle Grazie
 

c.1470

Tempera on panel

80 x 58 cm

Private collection


 






  







The Discovery of the Body of Holofernes
 

c.1470

Tempera on panel

31 x 25 cm

Uffizi, Florence


 






  







The Return of Judith to Bethulia
 

1470-1472

Tempera on panel

31 x 24 cm

Uffizi, Florence


 






  







Portrait of Esmeralda Brandini
 

1470-1475

Tempera on panel

65.7 x 41 cm

Victoria and Albert Museum, London


 






  







Adoration of the Kings
 

1470-1475

Tempera on panel

diameter 130.8 cm

National Gallery, London


 






  







Nativity
 

1473-1475

Fresco transferred to canvas

160 x 140 cm

Columbia Museum of Art, Columbia


 






  







St. Sebastian
 

1474

Tempera on panel

195 x 75 cm

Gemäldegalerie, Berlin


 






  







Portrait of a Man with a Medal of Cosimo the Elder
 

c.1474-1475

Tempera on panel

51.5 x 44 cm

Uffizi, Florence


 






  







Portrait of a Young Woman
 

c.1475

Tempera on panel

61 x 40 cm

Palazzo Pitti, Florence


 






  







Adoration of the Magi
 

c.1475

Tempera on panel

111 x 134 cm

Uffizi, Florence


 






  







Portrait of a Lady
 

c.1475

Tempera on panel

53.2 x 37.8 cm

Lindenau-Museum, Altenburg


 






  







Three Scenes from the Story of Esther
 

1470-75

Wood, 48 x 132 cm

Musée du Louvre, Paris


 






  







Portrait of Giuliano de’ Medici
 

c.1475

Tempera on panel

54 x 36 cm

Accademia
Carrara, Bergamo


 






  







Saint Francis of Assisi with Angels
 

c.1475-1480

Tempera and oil on panel

49.5 x 31.8 cm

National Gallery, London


 






  







Madonna and Child
 

c.1475-1485

Tempera on panel

85.8 x 59.1 cm

Art Institute of Chicago


 






  







The Birth of Christ
 

1476-1477

Fresco

200 x 300 cm

Basilica of Santa Maria Novella, Florence


 






  







Portrait of a Young Man with Red Cap
 

1477

Tempera on wood

51 x 36 cm


 






  







Madonna and Child with Eight Angels
 

c.1478

Tempera on panel

diameter 135 cm

Gemäldegalerie, Berlin


 






  







Portrait of Giuliano de’ Medici
 

1478

Tempera on panel

54 x 36 cm

Gemäldegalerie, Berlin


 






  







Portrait of Giuliano de’ Medici
 

1478-1482

Tempera on panel

75.5 x 52.5 cm

National Gallery of Art, Washington


 






  







Adoration of the Magi
 

1478-1482

Tempera on panel

70 x 104.2 cm

National Gallery of Art, Washington

s
 






  







The Annunciation
 

c.1479

Tempera on panel

19 x 30 cm

The Hyde Collection, Glens Falls


 






  







St. Augustine
 

1480

Fresco

152 x 112 cm

Ognissanti, Florence


 






  







Workshop of Esther at the Palace Gate
 

1480

Tempera on wood

48.4 x 43.2 cm


 






  







Portrait of a Young Woman
 

c. 1480

Tempera on panel

47.5 x 35 cm

Gemäldegalerie, Berlin


 






  







The Triumph of Mordecai, from The Story of Esther
 

1480

Tempera on wood

48.3 x 43.2 cm


 






  







The Resurrected Christ
 

c.1480

Paint on wood panel (transferred)

45.7 x 29.8 cm

Detroit Institute of Arts


 






  







Madonna of the Book (Madonna del
Libro)
 

c.1480-1481

Tempera on panel

58 x 39.6 cm

Museo
Poldi
Pezzoli, Milan


 






  







Portrait of a Young Man
 

1480-1485

Tempera and oil on panel

37.5 x 28.3 cm

National Gallery, London


 






  







Portrait of a Young Woman
 

1480-1485

Tempera on panel

82 x 54 cm

Städel, Frankfurt


 






  







The Virgin Adoring the Child
 

1480-1490

Tempera on panel

diameter 58.9 cm

National Gallery of Art, Washington


 






  







Annunciation
 

1481

Fresco

243 x 550 cm

Uffizi, Florence


 






  







St. Sixtus II
 

1481

Fresco

210 x 80 cm

Sistine Chapel, Vatican


 






  







Punishment of Korah, Dathan and Abiram
 

1481-1482

Fresco

348.5 x 570 cm

Sistine Chapel, Vatican


 






  







The Temptations of Christ
 

1481-1482

Fresco

345 x 555 cm

Sistine Chapel, Vatican


 






  







The Trials of Moses
 

1481-1482

Fresco

348.5 x 558 cm

Sistine Chapel, Vatican


 






  







Magnificat Madonna
 

1481-1485

Tempera on panel

diameter 118 cm

Uffizi, Florence


 






  







Spring (Primavera)
 

c.1482

Tempera on panel

203 x 314 cm

Uffizi, Florence


 






  







Pallas and the Centaur
 

1482-1483

Tempera on canvas

207 x 148 cm

Uffizi, Florence


 






  







Portrait of a Young Man
 

c.1482-1485

Tempera on panel

43.5 x 46.2 cm

National Gallery of Art, Washington


 






  







The Story of Nastagio
degli
Onesti I
 

c.1483

Tempera on panel

83 x 138 cm

Museo del Prado, Madrid


 






  







The Story of Nastagio
degli
Onesti II
 

c.1483

Tempera on panel

82 x 138 cm

Museo del Prado, Madrid


 






  







The Story of Nastagio
degli
Onesti III
 

c.1483

Tempera on panel

84 x 142 cm

Museo del Prado, Madrid


 






  







The Story of Nastagio
degli
Onesti IV
 

c.1483

Tempera on panel

83 x 142 cm

Private collection


 






  







Venus and the Three Graces Presenting Gifts to a Young Woman
 

c.1483-1486

Fresco

211 x 283 cm

Musée du Louvre, Paris


 






  







A Young Man Being Introduced to the Seven Liberal Arts
 

c.1483-1486

Fresco

237 x 269 cm

Musée du Louvre, Paris


 






  







The Virgin and Child Enthroned
 

1484

Tempera on panel

185 x 180 cm

Gemäldegalerie, Berlin


 






  







Annunciation
 

1485

Tempera and gold on panel

19.1 x 31.4 cm

Metropolitan Museum of Art, New York


 






  







Venus and Mars
 

c.1485

Tempera and oil on panel

69.2 x 173.4 cm

National Gallery, London


 






  







The Birth of Venus
 

c.1485

Tempera on canvas

172.5 x 278.5 cm

Uffizi, Florence


 






  







Virgin and Child with Six Angels and the Baptist
 

c.1485

Tempera on panel

diameter 170 cm

Galleria Borghese, Rome


 






  







Madonna Adoring the Child with Five Angels
 

1485-1490

Tempera on panel

?

Baltimore Museum of Art


 






  







Madonna and Child
 

c.1485-1495

Tempera on panel

diameter 34.4 cm

Art Institute of Chicago


 






  







Madonna of the Pomegranate (Madonna della
Melagrana)
 

c.1487

Tempera on panel

diameter 143.5 cm

Uffizi, Florence


 






  







The Virgin and Child, St. John and an Angel
 

c.1488

Tempera on panel

111 x 108 cm

National Museum in Warsaw


 






  







The Virgin and Child with Four Angels and Six Saints
 

c.1488

Tempera on panel

268 x 280 cm

Uffizi, Florence


 






  







Vision of St. Augustine
 

c.1488

Tempera on panel

20 x 38 cm

Uffizi, Florence


 






  







Christ in the Sepulchre
 

c.1488

Tempera on panel

21 x 41 cm

Uffizi, Florence


 






  







Salome with the Head of St. John the Baptist
 

c.1488

Tempera on panel

21 x 40.5 cm

Uffizi, Florence


 






  







Extraction of St. Ignatius’ Heart
 

c.1488

Tempera on panel

21 x 38 cm

Uffizi, Florence


 






  







Coronation of the Virgin
 

1488-1490

Tempera on panel

378 x 258 cm

Uffizi, Florence


 






  







St. John on Patmos
 

1488-1490

Tempera on panel

21 x 268 cm

Uffizi, Florence


 






  







St. Augustine in His Cell
 

1488-1490

Tempera on panel

21 x 268 cm

Uffizi, Florence


 






  







Annunciation
 

1488-1490

Tempera on panel

21 x 268 cm

Uffizi, Florence


 






  







St. Jerome in Penitence
 

1488-1490

Tempera on panel

21 x 268 cm

Uffizi, Florence


 






  







Miracle of St. Eligius
 

1488-1490

Tempera on panel

21 x 268 cm

Uffizi, Florence


 






  







Cestello Annunciation
 

1489

Tempera on panel

150 x 156 cm

Uffizi, Florence


 






  







Christ Carrying the Cross

 

c.1490

Tempera on canvas

132.5 x 106.7 cm

Beaverbrook Art Gallery 


 






  







Figures on the Road to Calvary

 

1490

Tempera on canvas 

Museo
Nazionale, Arezzo, Italy


 






  







Flagellation

 

1490

Tempera on canvas 

132 x 107 cm

Galleria degli Uffizi, Florence


 






  







The Resurrection

 

c.1490

32.1 x 106.4 cm

Beaverbrook Art Gallery 


 






  







The Annunciation
 

1490

Tempera on canvas

45 x 13 cm each panel

Pushkin Museum, Moscow


 






  







Lamentation over the Dead Christ
 

c.1490

Tempera on panel

140 x 207 cm

Alte
Pinakothek, Munich


 






  







Portrait of Michelle Marullo
 

c.1490

Tempera on canvas transferred from panel

49 x 35 cm

Guardans-Cambó collection, Spain (on loan at the Prado Museum, Madrid)


 






  







Madonna with Child and Two Angels
 

c.1490

Tempera on panel

diameter 115 cm

Liechtenstein Museum, Vienna


 






  







The Virgin Adoring the Sleeping Christ Child
 

c.1490

Tempera and gold on canvas

122 x 80.3 cm

National Gallery of Scotland, Edinburgh


 






  







St. Augustine in His Cell
 

1490-1494

Tempera on panel

41 x 27 cm

Uffizi, Florence


 






  







Madonna and Child and the Young St John the Baptist
 

1490-1495

Tempera on canvas

134 x 92 cm

Palazzo Pitti, Florence


 






  







Portrait of a Youth
 

c. 1490

Wood, 57 x 39 cm

Musée du Louvre, Paris


 






  







Portrait of Lorenzo di Ser Piero
Lorenzi
 

1490-1495

Tempera on panel

50 x 36.5 cm

Philadelphia Museum of Art


 






  







The Flight into Egypt
 

1490-1500

Tempera on canvas,

151 x 89 cm

Venetian Gallery


 






  







Virgin and Child with the Infant St. John the Baptist
 

1490-1500

Tempera on panel

diameter 74 cm

São Paulo Museum of Art


 






  







Holy Trinity
 

1491-1493

Tempera on panel

215 x 192 cm

Courtauld Institute of Art, London


 






  







Virgin and Child with St. John the Baptist
 

1491-1493

Tempera on panel

47.65 x 38.1 cm

Private Collection, NY


 






  







Fortune
 

c.1492

Oil on canvas


 






  







The Virgin and Child with Three Angels (Madonna del
Padiglione)
 

c.1493

Tempera on panel

diameter 65 cm

Biblioteca
Ambrosiana, Milan

 
 






  







The Annunciation
 

c.1493

Tempera and gold on panel

51 x 62 cm

Kelvingrove Art Gallery and Museum, Glasgow


 






  







Calumny of Apelles
 

c.1495

Tempera on panel

62 x 91 cm

Uffizi, Florence


 






  







Last Communion of St. Jerome
 

c.1495

Tempera on panel

34.5 x 25.4 cm

Metropolitan Museum of Art, New York


 






  







Portrait of Dante
 

c.1495

Tempera on canvas

54.7 x 47.5 cm

Private collection


 






  







Lamentation over the Dead Christ
 

1495-1500

Tempera on panel

106 x 71 cm

Museo
Poldi
Pezzoli, Milan


 






  







Judith Leaving the Tent of Holofernes
 

1495-1500

Tempera on panel

36.5 x 20 cm

Rijksmuseum, Amsterdam


 






  







The Descent of the Holy Ghost
 

1495-1505

Oil on panel

207 x 230 cm

Birmingham Museums & Art Gallery


 






  







The Story of Virginia
 

1496-1504

Tempera on panel

85 x 165 cm

Accademia
Carrara, Bergamo


 






  







The Outcast (Despair)
 

c.1496

Tempera

47 x 41 cm








  







The Story of Lucretia
 

1496-1504

Tempera on panel

83.8 x 176.8 cm

Isabella Stewart Gardner Museum, Boston


 






  







St. Jerome
 

1498-1505

Tempera on canvas

44.5 x 26 cm

Hermitage Museum, Saint Petersburg


 






  







St. Dominic
 

1498-1505

Tempera on canvas

44.5 x 26 cm

Hermitage Museum, Saint Petersburg


 






  







The Mystical Nativity
 

1500

Tempera on canvas

108.6 x 74.9 cm

National Gallery, London


 






  







Mystic Crucifixion
 

c.1500

Tempera and oil on canvas (transferred from panel)

72.39 x 51.44 cm

Fogg Art Museum, Cambridge


 






  







Christ Crowned with Thorns
 

c.1500

Tempera on panel

47.6 x 32.3 cm

Accademia
Carrara, Bergamo


 






  







Transfiguration, St. Jerome, St. Augustine
 

c.1500

Tempera on panel

27.5 x 35.5 cm

Palazzo Pallavicini-Rospigliosi, Rome


 






  







Agony in the Garden
 

c.1500

Tempera on panel

53 x 35 cm

Capilla Real, Granada


 






  







Adoration of the Child
 

c.1500

Tempera on panel

diameter 125.7 cm

North Carolina Museum of Art, Raleigh


 






  







Adoration of the Christ Child
 

c.1500

Oil on panel

diameter 47 ½ inches

Museum of Fine Arts, Houston


 






  







Adoration of the Magi
 

c. 1500

Tempera on panel

108 x 173 cm

Uffizi, Florence


 






  







Four Scenes from the Early Life of Saint Zenobius
 

c.1500

Tempera on panel

66.7 x 149.2 cm

National Gallery, London


 






  







Three Miracles of Saint Zenobius
 

c.1500

Tempera on panel

64.8 x 139.7 cm

National Gallery, London


 






  







Three Miracles of St. Zenobius
 

1500-1505

Tempera on panel

67 x 150.5 cm

Metropolitan Museum of Art, New York


 






  







Last Miracle and the Death of St. Zenobius
 

1500-1505

Tempera on panel

66 x 182 cm

Gemäldegalerie, Dresden


 






  

The Drawings


 

The Sistine Chapel, Rome — in 1481, Pope Sixtus IV summoned Botticelli to fresco the walls of the Sistine Chapel.
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Study of Two Standing Figures
 

c. 1475

Metal point on primed paper, white highlights, 165 x 100 mm

Musée des Beaux-Arts, Lille


 






  







Three Angels
 

1475-80

Pen with brown shading on pink prepared paper, 100 x 235 mm

Galleria degli Uffizi, Florence


 






  







Allegory of Abundance
 

1480-85

Pen, brown ink, brown wash over black chalk and pink tinted paper, 

317 x 253 mm

British Museum, London


 






  







St John the Baptist
 

1480s

Pen with bistre on pink paper, 360 x 155 mm

Galleria degli Uffizi, Florence


 






  







Pallas
 

c. 1490

Pen and bistre over black chalkon a pink ground, 220 x 140 mm

Galleria degli Uffizi, Florence


 






  







Angel
 

c. 1490

Chalk, traced with pen, washed and heightened with white, 266 x 165 mm

Galleria degli Uffizi, Florence


 






  







Adoration of the Child
 

c. 1495

Pen shaded with brown, white heeightening and pink wash, 

161 x 258 mm

Galleria degli Uffizi, Florence


 






  







Dante: Divina Commedia - Abyss of Hell
 

1480s

Manuscript (Reg. lat. 1986), 320 x 470 mm

Biblioteca
Apostolica, Vatican


 






  







Dante: Divina Commedia
 

1480s

Manuscript (Ms. Hamilton 201), 320 x 470 mm

Staatliche Museen, Berlin


 






  







Inferno, Canto XXXI
 

1480s

Silverpoint on parchment, completed in pen and ink, 320 x 470 mm

Staatliche Museen, Berlin


 






  







Dante: Divina Commedia
 

1480s

Manuscript (Reg. lat. 1986)

Biblioteca
Apostolica, Vatican


 






  







Dante: Divina Commedia
 

1480s

Manuscript (Reg. lat. 1986)

Biblioteca
Apostolica, Vatican


 






  







Purgatory X
 

1490s

Drawing on parchment, 320 x 470 mm

Staatliche Museen, Berlin


 






  







Paradise, Canto VI
 

1490s

Silverpoint on parchment, completed in pen and ink, 320 x 470 mm

Staatliche Museen, Berlin


 






  







Paradise, Canto XXX
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Drawing on parchment, 320 x 470 mm
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The Biographies


 

Florence Cathedral (Duomo) — Botticelli spent much of his later years in Florence and in 1491 he served on a committee to decide upon a façade for the Cathedral.






  

LIFE OF SANDRO BOTTICELLI by Giorgio Vasari


 

Translated by Gaston du C. de Vere
 

ALESSANDRO FILIPEPI OR SANDRO DI BOTTICELLO
 

PAINTER OF FLORENCE
 

At the same time with the elder Lorenzo de’ Medici, the Magnificent, which was truly a golden age for men of intellect, there also flourished one Alessandro, called Sandro after our custom, and surnamed Di Botticello for a reason that we shall see below. This man was the son of Mariano Filipepi, a citizen of Florence, who brought him up with care, and had him instructed in all those things that are usually taught to children before they are old enough to be apprenticed to some calling. But although he found it easy to learn whatever he wished, nevertheless he was ever restless, nor was he contented with any form of learning, whether reading, writing, or arithmetic, insomuch that his father, weary of the vagaries of his son’s brain, in despair apprenticed him as a goldsmith with a boon-companion of his own, called Botticello, no mean master of that art in his day.

Now in that age there was a very close connection — nay, almost a constant intercourse — between the goldsmiths and the painters; wherefore Sandro, who was a ready fellow and had devoted himself wholly to design, became enamoured of painting, and determined to devote himself to that. For this reason he spoke out his mind freely to his father, who, recognizing the inclination of his brain, took him to Fra
Filippo of the Carmine, a most excellent painter of that time, with whom he placed him to learn the art, according to Sandro’s own desire. Thereupon, devoting himself heart and soul to that art, Sandro followed and imitated his master so well that Fra
Filippo, growing to love him, taught him very thoroughly, so that he soon rose to such a rank as none would have expected for him.

While still quite young, he painted a figure of Fortitude in the Mercatanzia of Florence, among the pictures of Virtues that were wrought by Antonio and Piero
del
Pollaiuolo. For the Chapel of the Bardi in S. Spirito at Florence he painted a panel, wrought with diligence and brought to a fine completion, which contains certain olive-trees and palms executed with consummate lovingness. He painted a panel for the Convertite
Nuns, and another for those of S. Barnaba. In the tramezzo[26] of the Ognissanti, by the door that leads into the choir, he painted for the Vespucci a S. Augustine in fresco, with which he took very great pains, seeking to surpass all the painters of his time, and particularly Domenico
Ghirlandajo, who had made a S. Jerome on the other side; and this work won very great praise, for in the head of that Saint he depicted the profound meditation and acute subtlety that are found in men of wisdom who are ever concentrated on the investigation of the highest and most difficult matters. This picture, as was said in the Life of Ghirlandajo, has this year (1564) been removed safe and sound from its original position.

Having thus come into credit and reputation, he was commissioned by the Guild of Porta Santa Maria to paint in S. Marco a panel with the Coronation of Our Lady and a choir of angels, which he designed and executed very well. He made many works in the house of the Medici for the elder Lorenzo, particularly a Pallas on a device of great branches, which spouted forth fire: this he painted of the size of life, as he did a S. Sebastian. In S. Maria Maggiore in Florence, beside the Chapel of the Panciatichi, there is a very beautiful Pietà with little figures. For various houses throughout the city he painted round pictures, and many female nudes, of which there are still two at Castello, a villa of Duke Cosimo’s; one representing the birth of Venus, with those Winds and Zephyrs that bring her to the earth, with the Cupids; and likewise another Venus, whom the Graces are covering with flowers, as a symbol of spring; and all this he is seen to have expressed very gracefully. Round an apartment of the house of Giovanni Vespucci, now belonging to Piero
Salviati, in the Via de’ Servi, he made many pictures which were enclosed by frames of walnut-wood, by way of ornament and panelling, with many most lively and beautiful figures. In the house of the Pucci, likewise, he painted with little figures Boccaccio’s tale of Nastagio
degli
Onesti in four square pictures of most charming and beautiful workmanship, and the Epiphany in a round picture. For a chapel in the Monastery of Cestello he painted an Annunciation on a panel. Near the side-door of S. Pietro Maggiore, for Matteo
Palmieri, he painted a panel with an infinite number of figures — namely, the Assumption of Our Lady, with the zones of Heaven as they are represented, and the Patriarchs, the Prophets, the Apostles, the Evangelists, the Martyrs, the Confessors, the Doctors, the Virgins, and the Hierarchies; all from the design given to him by Matteo, who was a learned and able man. This work he painted with mastery and consummate diligence; and at the foot is a portrait of Matteo on his knees, with that of his wife. But for all that the work is most beautiful, and should have silenced envy, nevertheless there were certain malignant slanderers who, not being able to do it any other damage, said that both Matteo and Sandro had committed therein the grievous sin of heresy. As to whether this be true or false, I cannot be expected to judge; it is enough that the figures painted therein by Sandro are truly worthy of praise, by reason of the pains that he took in drawing the zones of Heaven and in the distribution of figures, angels, foreshortenings, and views, all varied in diverse ways, the whole being executed with good design.


 

SANDRO BOTTICELLI: PALLAS AND THE CENTAUR
 (Florence: Pitti Palace, Panel) 
 View larger image
 


 

SANDRO BOTTICELLI: GIOVANNA TORNABUONI AND THE GRACES
 (Paris: Louvre, 1297. Fresco) 
 View larger image
 

At this time Sandro was commissioned to paint a little panel with figures three-quarters of a braccio in length, which was placed between two doors in the principal façade of S. Maria Novella, on the left as one enters the church by the door in the centre. It contains the Adoration of the Magi, and wonderful feeling is seen in the first old man, who, kissing the foot of Our Lord, and melting with tenderness, shows very clearly that he has achieved the end of his long journey. The figure of this King is an actual portrait of the elder Cosimo de’ Medici, the most lifelike and most natural that is to be found of him in our own day. The second, who is Giuliano de’ Medici, father of Pope Clement VII, is seen devoutly doing reverence to the Child with a most intent expression, and presenting Him with his offering. The third, also on his knees, appears to be adoring Him and giving Him thanks, while confessing that He is the true Messiah; this is Giovanni, son of Cosimo.

It is not possible to describe the beauty that Sandro depicted in the heads that are therein seen, which are drawn in various attitudes, some in full face, some in profile, some in three-quarter face, others bending down, and others, again, in various manners; with different expressions for the young and the old, and with all the bizarre effects that reveal to us the perfection of his skill; and he distinguished the Courts of the three Kings one from another, insomuch that one can see which are the retainers of each. This is truly a most admirable work, and executed so beautifully, whether in colouring, drawing, or composition, that every craftsman at the present day stands in a marvel thereat. And at that time it brought him such great fame, both in Florence and abroad, that Pope Sixtus IV, having accomplished the building of the chapel of his palace in Rome, and wishing to have it painted, ordained that he should be made head of that work; whereupon he painted therein with his own hand the following scenes — namely, the Temptation of Christ by the Devil, Moses slaying the Egyptian, Moses receiving drink from the daughters of Jethro the Midianite, and likewise fire descending from Heaven on the sacrifice of the sons of Aaron, with certain Sanctified Popes in the niches above the scenes. Having therefore acquired still greater fame and reputation among the great number of competitors who worked with him, both Florentines and men of other cities, he received from the Pope a good sum of money, the whole of which he consumed and squandered in a moment during his residence in Rome, where he lived in haphazard fashion, as was his wont.

Having at the same time finished and unveiled the part that had been assigned to him, he returned immediately to Florence, where, being a man of inquiring mind, he made a commentary on part of Dante, illustrated the Inferno, and printed it; on which he wasted much of his time, bringing infinite disorder into his life by neglecting his work. He also printed many of the drawings that he had made, but in a bad manner, for the engraving was poorly done. The best of these that is to be seen by his hand is the Triumph of the Faith effected by Fra
Girolamo Savonarola of Ferrara, of whose sect he was so ardent a partisan that he was thereby induced to desert his painting, and, having no income to live on, fell into very great distress. For this reason, persisting in his attachment to that party, and becoming a Piagnone[27] (as the members of the sect were then called), he abandoned his work; wherefore he ended in his old age by finding himself so poor, that, if Lorenzo de’ Medici, for whom, besides many other things, he had done some work at the little hospital in the district of Volterra, had not succoured him the while that he lived, as did afterwards his friends and many excellent men who loved him for his talent, he would have almost died of hunger.


 

THE ADORATION OF THE MAGI
 (After the panel by Sandro Botticelli. Florence: Uffizi, 1286)

M. S.

 View larger image
 

In S. Francesco, without the Porta a San Miniato, there is a Madonna in a round picture by the hand of Sandro, with some angels of the size of life, which was held a very beautiful work. Sandro was a man of very pleasant humour, often playing tricks on his disciples and his friends; wherefore it is related that once, when a pupil of his who was called Biagio had made a round picture exactly like the one mentioned above, in order to sell it, Sandro sold it for six florins of gold to a citizen; then, finding Biagio, he said to him, “At last I have sold this thy picture; so this evening it must be hung on high, where it will be seen better, and in the morning thou must go to the house of the citizen who has bought it, and bring him here, that he may see it in a good light in its proper place; and then he will pay thee the money.” “O, my master,” said Biagio, “how well you have done.” Then, going into the shop, he hung the picture at a good height, and went off. Meanwhile Sandro and Jacopo, who was another of his disciples, made eight caps of paper, like those worn by citizens, and fixed them with white wax on the heads of the eight angels that surrounded the Madonna in the said picture. Now, in the morning, up comes Biagio with his citizen, who had bought the picture and was in the secret. They entered the shop, and Biagio, looking up, saw his Madonna seated, not among his angels, but among the Signoria of Florence, with all those caps. Thereupon he was just about to begin to make an outcry and to excuse himself to the man who had bought it, when, seeing that the other, instead of complaining, was actually praising the picture, he kept silent himself. Finally, going with the citizen to his house, Biagio received his payment of six florins, the price for which his master had sold the picture; and then, returning to the shop just as Sandro and Jacopo had removed the paper caps, he saw his angels as true angels, and not as citizens in their caps. All in a maze, and not knowing what to say, he turned at last to Sandro and said: “Master, I know not whether I am dreaming, or whether this is true. When I came here before, these angels had red caps on their heads, and now they have not; what does it mean?” “Thou art out of thy wits, Biagio,” said Sandro; “this money has turned thy head. If it were so, thinkest thou that the citizen would have bought the picture?” “It is true,” replied Biagio, “that he said nothing to me about it, but for all that it seemed to me strange.” Finally, all the other lads gathered round him and wrought on him to believe that it had been a fit of giddiness.

Another time a cloth-weaver came to live in a house next to Sandro’s, and erected no less than eight looms, which, when at work, not only deafened poor Sandro with the noise of the treadles and the movement of the frames, but shook his whole house, the walls of which were no stronger than they should be, so that what with the one thing and the other he could not work or even stay at home. Time after time he besought his neighbour to put an end to this annoyance, but the other said that he both would and could do what he pleased in his own house; whereupon Sandro, in disdain, balanced on the top of his own wall, which was higher than his neighbour’s and not very strong, an enormous stone, more than enough to fill a wagon, which threatened to fall at the slightest shaking of the wall and to shatter the roof, ceilings, webs, and looms of his neighbour, who, terrified by this danger, ran to Sandro, but was answered in his very own words — namely, that he both could and would do whatever he pleased in his own house. Nor could he get any other answer out of him, so that he was forced to come to a reasonable agreement and to be a good neighbour to Sandro.


 

SANDRO BOTTICELLI: THE MADONNA OF THE POMEGRANATE
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It is also related that Sandro, for a jest, accused a friend of his own of heresy before his vicar, and the friend, on appearing, asked who the accuser was and what the accusation; and having been told that it was Sandro, who had charged him with holding the opinion of the Epicureans, and believing that the soul dies with the body, he insisted on being confronted with the accuser before the judge. Sandro therefore appeared, and the other said: “It is true that I hold this opinion with regard to this man’s soul, for he is an animal. Nay, does it not seem to you that he is the heretic, since without a scrap of learning, and scarcely knowing how to read, he plays the commentator to Dante and takes his name in vain?”

It is also said that he had a surpassing love for all whom he saw to be zealous students of art; and that he earned much, but wasted everything through negligence and lack of management. Finally, having grown old and useless, and being forced to walk with crutches, without which he could not stand upright, he died, infirm and decrepit, at the age of seventy-eight, and was buried in Ognissanti at Florence in the year 1515.

In the guardaroba of the Lord Duke Cosimo there are two very beautiful heads of women in profile by his hand, one of which is said to be the mistress of Giuliano de’ Medici, brother of Lorenzo, and the other Madonna Lucrezia de’ Tornabuoni, wife of the said Lorenzo. In the same place, likewise by the hand of Sandro, is a Bacchus who is raising a cask with both his hands, and putting it to his mouth — a very graceful figure. And in the Duomo of Pisa he began an Assumption, with a choir of angels, in the Chapel of the Impagliata; but afterwards, being displeased with it, he left it unfinished. In S. Francesco at Montevarchi he painted the panel of the high-altar; and in the Pieve of Empoli, on the same side as the S. Sebastian of Rossellino, he made two angels. He was among the first to discover the method of decorating standards and other sorts of hangings with the so-called inlaid work, to the end that the colours might not fade and might show the tint of the cloth on either side. By his hand, and made thus, is the baldacchino of Orsanmichele, covered with beautiful and varied figures of Our Lady; which proves how much better such a method preserves the cloth than does the use of mordants, which eat it away and make its life but short, although, being less costly, mordants are now used more than anything else.

Sandro’s drawings were extraordinarily good, and so many, that for some time after his death all the craftsmen strove to obtain some of them; and we have some in our book, made with great mastery and judgment. His scenes abounded with figures, as may be seen from the embroidered border of the Cross that the Friars of S. Maria Novella carry in processions, all made from his design. Great was the praise, then, that Sandro deserved for all the pictures that he chose to make with diligence and love, as he did the aforesaid panel of the Magi in S. Maria Novella, which is marvellous. Very beautiful, too, is a little round picture by his hand that is seen in the apartment of the Prior of the Angeli in Florence, in which the figures are small but very graceful and wrought with beautiful consideration. Of the same size as the aforesaid panel of the Magi, and by the same man’s hand, is a picture in the possession of Messer Fabio Segni, a gentlemen of Florence, in which there is painted the Calumny of Apelles, as beautiful as any picture could be. Under this panel, which Sandro himself presented to Antonio Segni, who was much his friend, there may now be read the following verses, written by the said Messer Fabio:

INDICIO QUEMQUAM NE FALSO LÆDERE TENTENT
 TERRARUM REGES, PARVA TABELLA MONET.
 HUIC SIMILEM ÆGYPTI REGI DONAVIT APELLES;
 REX FUIT ET DIGNUS MUNERE, MUNUS EO.
 


 

THE CALUMNY OF APELLES
 (After the panel by Sandro Botticelli. Florence: Uffizi, 1182)
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PLATE I. — THE BIRTH OF VENUS.
From the tempera on canvas in the Uffizi. (Frontispiece)
 

This picture is generally regarded as the supreme achievement of Botticelli’s genius. It was probably painted about 1485, after his return from Rome. The canvas measures 5 ft 8 in. by 9 ft 1 in., so that the figures are nearly life size. No reproduction can do justice to the exquisite delicacy of expression in the original. Something of the same quality will be found in the “Mars and Venus” in the National Gallery, which was probably painted about the same time. The two figures on the left are usually described as Zephyrus and Zephyritis, representing the south and south-west winds: that on the right may be one of the Hours of Homer’s Hymn, or possibly the Spring.
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From Florence, in the second half of the fifteenth century, men looked into a new dawn. When the Turk took Constantinople in 1443, the “glory that was Greece” was carried to her by fleeing scholars, and she became for one brilliant generation the home of that Platonic worship of beauty and philosophy which had been so long an exile from the hearts of men. I say Platonic, because it was especially to Plato, the mystic, that she turned, possessed still by something of the mystical intensity of her own great poet, himself an exile. When, in 1444, Pope Eugenius left her to return to Rome, Florence was ready to welcome this new wanderer, the spirit of the ancient world. And the almost childish wonder with which she received that august guest is evident in all the marvellous work of the years that followed, in none more than in that of Sandro Botticelli.

 

PLATE II. — SPRING. (From the tempera on wood in the Florence Academy)

The date of this painting is much debated. It may probably be about 1478, before the Roman visit. It is somewhat larger than the “Venus,” but the figures are of similar size. Reading from the left they are usually described as Mercury, the Three Graces, Venus, Primavera the Spring-maiden, Flora, and Zephyrus. The robed Venus is in striking contrast with that of the later picture.

 


 

PLATE II. — SPRING.
 

 
 

He indeed was born in the very year of that new advent, lived through the period of its sunshine into one of storms — Stygian darkness and frightful flashes of light — and went down at last, an old broken man, staggering between two crutches, to his grave. His times were those of Lorenzo the Magnificent, who was a few years his junior, the unacknowledged despot of the Tuscan Republic, a prince, cold and hard as steel, worthy to be an example for young Macchiavelli, yet none the less a poet, and a devoted lover both of philosophy and of all beautiful things.

It was an age when a new synthesis was being made, and old enemies reconciled, so that men were less ready then to blame than to admire, and the best feeling of the time was that of reverent wonder. It is this which, more than any other painter, Botticelli has expressed for us. His pictures are living witnesses to the reverence which, in his day, the mystery of human life evoked in spirits such as his.

But while this is true, and true in the first degree of Sandro and his work, they express besides other moods, and betray other influences. The later quatrocento was the time not only of Lorenzo and the Platonists, but of Savonarola also, the last great figure of the Middle Ages, strangely proclaiming the new days; and with him, of foreign incursions into Italy and Florence, of violence and all the black-brood of religious and civil strife. And at the end of those days came Michael Angelo, whose sombre masculine genius stands in such striking contrast to all the subtle grace and wistful gladness of Botticelli.

But Botticelli, who was of the circle of the neo-Platonists, was also among those who loved the friar of Ferrara; if he was the friend of Leonardo da Vinci he was associated also with Michael Angelo. In his life, and in the work which is the expression of that life, we can read plainly the perplexity and the discords, as well as the new and arresting harmonies of that time. His wonder is not all a glad reverence; it is sometimes, and increasingly, a poignant questioning of the sibyls.

I
 

The life of the painter appears to have been uneventful, and all that is known of him can be told in little space. His father was a Florentine tanner, and his elder brother followed the same trade, and was nicknamed Botticello, “little barrel.” The family patronymic was dei
Filipepi, but the painter signed himself “Sandro di Mariano,” the latter being his father’s name. Sandro (Alexander) was, perhaps, the son of a second marriage, for he was young enough to have been the child of his brother Giovanni, the tanner, whose nickname became affixed to him. He was probably born in 1444, in a house close to All Saints (Ognissanti) Cemetery in the present Via della
Porcellana. His father was now in middle life, and a prosperous man. The lad was delicate, quick and wilful, perhaps a spoilt child. He was older than usual when he went at about fifteen into a goldsmith’s shop, doubtless that of Antonio his second brother. But he was not long contented there. A year or two later he was studying painting under that famous friar, Fra
Lippo Lippi. Unless Browning has misunderstood the Carmelite brother, the worship of beauty was his real religion; and, mere child of nature as he was, he sought to tell the significance which he found in her face — not indeed by the mere illustration of theological doctrine and pietistic conception, but by the transcription in pure line and perfect colour of a language that had for him no other words.

The friar was living in the neighbouring city of Prato, painting frescoes in the Cathedral, when Sandro joined him and became his favourite pupil. How long he remained with his master is uncertain, but it is probable that the fruitful relationship continued until after he came of age. Perhaps he was twenty-four when he returned to Florence, and became associated with the brothers Pollajuolo, for whom, in 1470, he executed the first commission of which we have record. But as he was now twenty-six, this cannot be his earliest work. There is a hillside shrine near Settignano, which contains a Madonna — Madonna della
Vannella — formerly ascribed to the friar, but which is now believed to be one of the earliest efforts of his pupil. And in the National Gallery the long panel of the “Adoration” officially ascribed to “Filippino Lippi” has by general consent been transferred to Sandro, and assigned to the period before his association with the Pollajuoli.

Here it should be said that none of Botticelli’s paintings is clearly signed and dated; and even indirect documentary proofs are wanting in the case of the majority of his works. Much has therefore to be decided by the doubtful and highly technical tests of internal evidence. These are rendered more difficult by the receptivity of this artist, who came late to maturity and was throughout his life profoundly affected by external influence; but on the other hand, his work has certain mannerisms as well as excellences special to it, which even his imitators and students failed to reproduce.

The brothers Piero and Antonio Pollajuolo exercised a profound influence over the young artist. Filippo had taught him to paint emotion — the Pollajuoli were masters in another school, and sought to delineate physical force. There is a little panel by Antonio in the Uffizi, of Hercules and the Hydra, in which every line is almost incredibly tense with the expression of energy — the fierce muscular swing and clutch of struggle. To some extent Sandro was already a man standing upon his own feet; and the scientific studies of anatomy and perspective in which he was now encouraged, increased his power of expression without distracting it from its proper purpose.

In 1469 Fra
Filippo died, and three years later his son Filippino, then fourteen years old, became Sandro’s pupil. From this it would appear that by 1472, when he was twenty-eight years of age, Botticelli had left the Pollajuoli, and had a workshop, or bottega, of his own, in the family house where the income-tax returns of 1480 describe him as still working. Here in 1473 Lorenzo the Magnificent, who four years earlier had become master of Florence, commissioned him to paint a St. Sebastian; and from this time forward the Medici gave him frequent proofs of their appreciation. In the following year he went to Pisa, where he had some prospect of a large commission. This, however, fell through; he failed, Vasari tells us, to satisfy himself in his trial picture of the Assumption of the Virgin, a subject not well suited to his mind. Instead he returned home and painted a banner of Pallas, for Lorenzo’s younger brother Giuliano, the idol of Florence, to carry in the magnificent tournament of January 1475. The banner has been lost, but it marks a point of departure in Sandro’s art; as a banner, it recalls the fact that the artist was also a craftsman, and introduced a new method of making such things; the new patron, too, whose life and love were alike destined to so brief a course, whose personality was so vivid and so knightly, exercised no little influence on the painter; but most of all we note the changed theme, first among those classical subjects which the artist was in a special sense to make his own. Botticelli painted portraits both of Giuliano
dei Medici and his adored lady, Simonetta, the beautiful young wife of Marco Vespucci; and, though these are lost, it is generally believed that Simonetta’s lovely and innocent charm of face and character inspired many of his happiest fancies. She died in 1476, and two years later, Giuliano was assassinated during Mass in the Duomo. Sandro was employed by his brother — who himself had narrowly escaped death on the same occasion — to commemorate the assassins’ shame by painting their portraits on the face of the Palazzo Publico. A task more suited to his temper was the celebration of Lorenzo’s diplomatic success, when in 1479 he succeeded in detaching the King of Naples from a hostile alliance against Florence. This occasioned the painting of “Pallas and the Centaur,” now on the walls of the Pitti, one of Sandro’s most consummate pieces of decorative work.

 

PLATE III. — PORTRAIT OF A MAN. (From the panel in the Florence Academy)

This portrait of a young man holding a medal of Cosimo
dei Medici is interestingly related to the only other undisputed separate portrait of Sandro’s, that in the National Gallery. It is supposed to represent Giovanni, younger son of Cosimo, who died in 1461: if this be correct the portrait cannot have been painted by Botticelli for several years after its subject’s death. There is little convincing evidence on the matter. The panel measures 21 by 14 inches.
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The enumeration of these commissions shows that the artist had become closely associated with the Medici. Lorenzo’s palace and country villas were at this time the centre of the most brilliant group of scholars, philosophers, poets, and artists in the world. In this atmosphere Botticelli’s genius came to flower. He appears, moreover, to have enjoyed the friendship of Leonardo da Vinci, a man eight years his junior, who had been studying in Verocchio’s workshop, hard by that of the Pollajuoli. His was a spirit yet more subtle than Sandro’s own — subtle even with the subtlety of the serpent — and the two men must have understood one another intimately. Botticelli himself was a pleasant, even a jovial man, but a man of moods. Like Leonardo he never married.

Another contemporary, very different from Leonardo, with whom Sandro was brought into frequent contact, was Ghirlandajo, the dexterous genre illustrator, decorator, and popular realist.
Ghirlandajo’s work is, in its essentials, the antithesis of Sandro’s, but it is marked by great journalistic talent. Crowded with interest for the Florentines, it brought its author an immense success. In 1480 both he and Botticelli were painting together in the Church of All Saints, and at the close of the year they were both invited to Rome by Pope Sixtus IV. to decorate his new (Sixtine) Chapel. Thither they repaired with their assistants and other artists, probably remaining there during the greater part of the next three years. Sandro is believed to have had some general oversight or arrangement of the whole work, while he himself contributed certain portraits of Popes, and three great frescoes occupying nearly a thousand square feet of the chapel walls. During his prolonged stay in Rome he must also have painted some easel pictures; one, an “Adoration of the Magi,” is now in St Petersburg. This Roman interlude in his Florentine life, marked by direct rivalry and daily contact with artists of genius different from his own, is in every respect central in his story. He was now in his maturity, a man approaching forty years of age, working on a conspicuous task, in that Eternal City to which the greatest sons of Florence were ever the foremost to offer spiritual homage.

But it may be doubted whether the task itself was calculated to evoke his highest powers and most characteristic qualities. Neither in its subjects, its scale, nor the conditions under which it was accomplished, was it well suited to Sandro’s genius, and while the frescoes contain noble passages and inimitable illustrations of his art, they cannot be regarded as among his masterpieces.

The frescoes were completed and the chapel opened in August 1483. Vasari tells how great renown, above that of all his fellows, in the work, Sandro gained in Rome, and what large sums he received and squandered there. Before settling again in his own city, he worked with Ghirlandajo upon the decorations of the Medici Villa at Volterra.

From 1480 to 1490 he was probably regarded as the greatest of living masters in Florence, and was busy with many commissions. To this period belong several of his greatest works, probably the “Birth of Venus,” greatest of them all, with the Madonnas of the Pomegranate and of St. Barnabas, certainly the Lemmi frescoes and the Bardi Madonna. Venus and the frescoes are in the perfect manner which characterises his classical subjects. The others are marked by some decline in technical handling. But in saying this, one must add that Sandro’s work is, in all periods, amazingly unequal, alike in execution and conception. One almost wishes indeed that Vasari’s dictum, that he worked “when he was minded,” was even more true than it appears to be. For Sandro’s subtle, wilful, whimsical genius hardly ever expressed its true nature in mere rivalry with other artists, or in the service of ecclesiastical patrons. Yet his undisputed works are too few, hardly fifty in all, for us really to wish any away. Even the panels of the St. Barnabas predella, and the tondo of the Ambrosiana Madonna can hardly be spared.

We come now to the later and stormier years of his life and work — years dominated for him and for Florence by the figure of the Dominican Prior of San Marco. Savonarola had already been for a time in the city, but it was not till 1490 that he made it his home, and began to fill it, as he was soon to fill the whole world, with his prophetic denunciations of corruption both in the Republic and in the Church. 1492 saw not only the death of Lorenzo, and with him of the golden age in Florence, but the enthronement of a Borgia as Father of the Church. It was the end of an epoch. For a few years the prior held the city by the power and fascination of his inspired personality. He welcomed Charles VIII. of France as a new Cyrus, the sword of the Lord, restorer and protector of the liberties of the Republic; and when the king and his army became a public menace, it was he who bade them on their way. In 1496 he was at grips with the Pope. But two years later he had lost his hold upon Florence, and died upon the gallows amid the ferocious yells of the populace.

Sandro, the poet-painter, was less happy than Pico della
Mirandola, the beautiful marvellous youth, who had died at the beginning of these troubles wrapped in a friar’s cloak, the beloved follower of the lion-hearted preacher. His own brother Simone, with whom he lived, was one of the Prate’s followers, and suffered exile for his cause. There can be no doubt that he himself was profoundly influenced by Savonarola. After the tragedy of May 23, 1498, his workshop became a rendezvous for the many unemployed artists who had sympathised with the lost cause; and during the long evenings, those men would talk together of the dead days when “Christ was King of Florence.” Sandro lived on for more than a decade, through evil days. Ghirlandajo had died in the same year as Pico, when Charles had entered the city: in 1504 his own pupil Filippino preceded him to the grave. The Pollajuoli were dead; Leonardo was but an occasional visitor, while Michael Angelo was dividing his time between Florence and Rome. In 1503 Botticelli was one of the artists consulted as to the position which should be allotted to the great sculptor’s “David.” He still shared some small property with his brother, but his principal patrons were dead, the times were out of joint, and he was seeking consolation in the study of Dante. A folio volume of drawings by his hand, illustrating the Divine Comedy, remains uncompleted; whether owing to the death of him for whom it was intended, or of the artist himself, we cannot tell. Sandro died on May 17, 1510, and was buried in All Saints.

 

PLATE IV. — THE MADONNA OF THE MAGNIFICAT, KNOWN ALSO AS THE CORONATION OF THE VIRGIN. (From the tondo in the Uffizi)

Probably painted about 1479, this is the most perfect example of Botticelli’s circular pictures. The lines of the composition have been compared with those of the corolla of an open rose. The colour is rich and harmonious, and every detail exquisitely finished. The Virgin is still writing her song of the Magnificat, while the Child handles a symbolic pomegranate. The tondo is 44 inches in diameter.

 


 

PLATE IV. — THE MADONNA OF THE MAGNIFICAT, KNOWN ALSO AS THE CORONATION OF THE VIRGIN.
 

II
 

Botticelli was a Florentine in as intimate a sense as was Dante himself, and nowhere but in his native city can his work be fully appreciated. It is true that notable examples of his art have been carried away from time to time to other places, and that pictures attributed to him are still more widely scattered. New York has one of his most beautiful early works, the Madonna formerly belonging to Prince Chigi, for whose sale to America the unpatriotic Prince was heavily fined; St. Petersburg has an “Adoration of the Magi” belonging to Sandro’s years in Rome. The “St. Sebastian” painted for Lorenzo has found its way to Berlin, where there is besides the Bardi Madonna; the badly damaged frescoes celebrating the wedding of Lorenzo Tornabuoni are at the head of a staircase in the Louvre; Rome has the Sixtine frescoes; Milan has two Madonnas; Bergamo has a panel; while our own National Gallery has five works, ranging from the earliest to the latest period.

But it is in Florence that all but a small minority of Sandro’s masterpieces are to be found, and it is in Florence that one first really comes under the spell of the magician. There, in the Uffizi, in the Sala de Lorenzo Monaco, in the holy company of Fra Angelico’s saints and angels, is Sandro’s masterpiece, “The Birth of Venus.” It is a large canvas painted in tempera:[1] but a horizontal join just apparent and running right across the picture, together with the medium used, gives it at first sight the appearance of being executed upon wood. It is in the pale cool colours of early morning, enriched by the heavy red of the robe which is about to embrace the wanderer’s lovely form. There is a great sense of space behind her, over the grey sea. All about her the wind blows, making the light very clean and clear. She stands upon the edge of the great gleaming shell which has carried her, tilting it down with her weight as she leans forward to step ashore. Her figure, tall, slender, and quite central in the picture, feels the wind and light about it, but not shrinkingly. It floats and moves, yet without consciousness of movement, as it were a somnambulist moving across the sea. The pearly luminous quality of this living ethereal body, the heavy golden tresses of the long hair that hangs heavily against the wind, which with one hand she holds, while she lays the other dreamily on her breast, these are in the most perfect harmony with that flower-like immortal wistfulness which Sandro has put into her face. In striking contrast with this sea-born vision of Love, this strange visitant from an unknown world, stands the comparatively prosaic maiden who welcomes her and is about to wrap her in a rich mantle. This earth maiden, the representative of the Spring, in her pale gown sprigged with cornflowers, and her long plaits of dark hair, is garlanded, like the goddess in “Pallas and the Centaur,” with olive branches. The curves of the mantle, which she holds out against the boisterous wind, make a delicious line that balances that of the “Venus.” After the figure of the goddess, however, who really is no Venus, but rather the Muse of Sandro’s art, the ideal of his aspirations — after her figure, the interest of the picture lies in the intricate whirl of living lines, of dark wings, pale limbs, and delicately coloured scarfs, with which Botticelli has symbolised the winds of Spring, stirring up the water with their feet and blowing the voyager on her way.

 

PLATE V. — THE MADONNA OF THE POMEGRANATE. (From the tondo in the Uffizi)

A companion to the earlier tondo, this was probably not painted before Sandro’s return from Rome, about the same time as the “Venus.” It is broader in treatment and of more sombre colour than the “Magnificat.” The eyes of the Child, who raises his hand in blessing, look straight out of the picture, in marked contrast to the attitude of the earlier work. There is a striking resemblance in many details, but the two pictures are quite distinct in character and feeling. This tondo measures 56 inches.
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Any attempt to convey by description the mystical significance of this decorative design would obviously be idle. Yet to miss that significance is to miss all. Regarded as the mere illustration of some verse of Politian’s, or of Homer’s hymn, the picture is open to endless criticism — the figure of Venus is out of drawing; the promontories, waves, and laurel trees are bare shorthand notes. It is when the spirit in the onlooker responds to the spirit entangled in the magical lines and tones and colours of the painting, that its indefinable beauty dawns upon him. You must love Botticelli’s drawing if you are to understand it.

In the same room hangs a smaller picture, very different in style, an “Adoration of the Kings” — a masterpiece too, and worthy of the closest study, but worlds removed from the “Venus.” It is very highly and deliberately finished, and unlike its companion, belongs to the years before Sandro worked in Rome. It contains portraits of the Medicis and, more important to us, of the painter himself.[2] Detached from the others he stands in the right-hand corner, under the peacock, wrapped in an orange mantle, gazing at us over his shoulder — a tall figure of a man with powerful enigmatic face. The composition of this picture, with its thirty figures and varied colouring, has been often and rightly praised. In spite of the clear individualisation of personalities and the elaboration of magnificent accessories, the unity and balance of design with its semi-circular grouping and the nobility and distinction of its lines, are well kept. If it was painted in rivalry with Ghirlandajo, for whose work it was at one time mistaken, it is marked by an intensity of realisation foreign to that worthy painter.

These two pictures of the Sala
di Lorenzo Monaco, the “Venus” and the “Adoration,” are representative of the two realms in which Sandro worked; the one, of pure imagination, wedding Platonic ideas with a new conception of the possibilities of decorative art; the other, of the patrons and atmosphere of fifteenth-century Florence. Very few of his pictures belong exclusively to the one realm or the other, but to one or other belongs the influence which predominates in any one. Of the first class are notably the remaining works painted with classical motives. Foremost among these is the “Spring” of the Florence Academy, with its inimitable group of the Graces dancing in a marvellous rhythm of flowing intertwining lines, somewhat over-mannered, it is true, and with feeling a little forced, but yet of quite unique grace and intensity of conception. Much wordy debate over the literary signification of this painting has come between the vital meaning of the design and those who behold it. We may find suggestions in Lucian or Alberti, in Politian’s or Lorenzo’s verses, but as a work of art it derives only secondarily from any of these. It is a representation of beauty in a whimsical and even bizarre group of figures gleaming whitely under the dark trees between whose trunks shines the pale serene sky, while the grass through which their delicately modelled feet are moving is rich and full of flowers. This picture, in which the figures are nearly life size, while it has much in common with the “Venus,” belongs to an earlier period, and is probably nearer in date to the “Adoration” already described, painted when the artist was about thirty-four years old.

Some two years later he painted his “Pallas and the Centaur.” The figure of the goddess, beautiful as it is, lacks something of the vitality and motion of the “Spring” and the “Venus”; perhaps the artist has given too much thought to the lovely wreathing of the symbolic olive boughs about her breast and arms and head; but on the other hand, the melancholy Centaur whom she leads by his heavy forelock is one of the most perfect expressions of his art. It is among the peculiar qualities of Sandro that he makes one feel, in looking at this picture, that it is one’s own hand which grasps those dark curling locks; just as in the “Venus” one is conscious of the light and the wind falling upon one’s own body. Behind the Centaur rises a mass of sculptured overhanging rocks, beyond lies a boat in the bay. Almost always there is some note of vista and distance in Botticelli’s pictures. The colour of this large canvas is very pleasing. Pallas is clad in a loose green mantle and an under-robe of white adorned with the triple rings of the Medici; she is wreathed with olive, her auburn hair blows out behind her, and her feet are covered with a sort of orange buskin. Nothing could be finer than the contrast she presents with the dark, wild, pathetic figure of “Chaos and Old Night” whom she is leading captive.

The most beautiful of Sandro’s earlier works, a little panel only 10 inches by 8, representing the return of Judith to Bethulia after the slaying of Holofernes, is in the Uffizi. It has suffered from repainting, the figure of Judith having been shortened and its movement limited by the drawing back of the right foot at least half an inch, so that it does not now correspond with that of Abra following so close behind with her horrid burden; but in spite of this, it retains a wonderful joyous serenity of light, line, and colour, and the same windy clearness of air and buoyant rhythmical movement as distinguishes the “Venus.” The figure of Judith is so closely related to that of the Fortezza, painted for the Pollajuoli in 1470, and exhibited in the same gallery, that it may well belong to the years immediately succeeding it, when Sandro was between twenty-six and thirty years of age. The companion panel of Holofernes, though interesting, is much inferior as a design and is somewhat comic in its frank and ghastly violence; it was evidently painted while the artist was under the influence of the Pollajuoli.

 

PLATE VI. — THE ANNUNCIATION. (From the panel in the Uffizi)

This interesting picture is probably only in part the work of Botticelli. It seems to have been produced in his workshop about 1490 for the monks of Cestello. It is less harmonious and convincing in colour than Sandro’s masterpieces, but is redeemed by the living movement expressed in the figure of Gabriel, which is usually regarded as his work. This figure is related to two others of his angels, one in the Ambrosiana
tondo, the other in the predella of the “Coronation.”

 


 

PLATE VI. — THE ANNUNCIATION.
 

 
 

There are two other masterpieces which belong to this division of Sandro’s work, but they are neither of them in Florence. The beautiful, but sadly mutilated fresco of Giovanna (Albizzi) Tornabuoni, with Venus and the Graces, long hidden under coats of whitewash in a villa near Fiesole, was discovered in 1873 by Dr. Lemmi, then its owner, and carefully cleaned and removed. In 1882 it was acquired by the French government. In spite of the blank patches, and the great cracks which break its surface, this remains one of the most gracious and captivating of Sandro’s works. It has the joyousness of flower-like colour, the breadth and simplicity of treatment, and withal the virginal quality which, in his best moments, were characteristic of the artist. The masterly contrast between the flowing moving lines and strange symbolic faces of the four visitors, and the upright demure girl with the kerchief on her head who receives them is very striking. The second fresco, of Giovanna’s husband, Lorenzo, introduced into the company of the Liberal Arts and Philosophy, is less interesting. A third fell to pieces immediately after discovery. All were painted about the year 1486, probably a little later than the “Venus.”

The remaining picture of this group is the so-called “Mars and Venus” in our own National Gallery, a long panel designed to stand above a doorway, and probably painted about the same time as the more famous “Spring.” As in the case of that picture, its subject has been a matter of much ingenious conjecture. Some commentators see in the two figures portrait studies of Giuliano
dei Medici, and of Simonetta Vespucci, and conceive that the sleeping Giuliano is dreaming of his lady, formerly clad in all the panoply of Pallas, but now disarmed by laughing loves. It is obvious, however, that the armour belongs to the man who lies asleep leaning upon some of it. The little satyrs with their roguish baby faces, curly goats’ flanks, and budding horns, who play with the warrior’s lance and helm, blow the conch in his ear, and wriggle through his breastplate, seem to have been suggested by a passage in Lucian describing the marriage of Alexander. But the subject of the picture need not now detain us, nor need the long outstretched figure of the dreaming warrior; its charm is in the exquisitely realised youthful grace of the lady in her long white robe, leaning upon a crimson cushion with the dark grove of laurels behind her. She is of the same spiritual family as the Graces, and the central figure of Venus in the “Spring.” She may indeed be Simonetta, perhaps Simonetta already deceased, of whom her lover dreams; but, whatever her name, her face and figure, and from her the whole picture, is radiant with that singleness and intensity of artistic conception, which gives to some of Sandro’s pictures the power of suggesting a sort of immortality of life. And they have a surcharge of meaning, an enigmatic quality like that of life itself, which is seen in no other pictures of the time with the exception of Leonardo’s — and in Sandro’s the enigma suggests no sinister solution. His women are creations of passionate love and human intimacy, but withal they have an abiding quality which only a very reverent and chaste lover, a lover not unlike Pico della
Mirandola, could have adored and chosen. The date of this picture is quite uncertain. The lady’s face is curiously related to the faces in the Lemmi fresco described above.

 

[1] Though his contemporaries were beginning to use the new medium of oil for their easel paintings, Botticelli adhered to tempera, or distemper, in which yolk of egg was generally the vehicle employed. Nearly all his pictures, except, of course, his frescoes, are upon wood. The “Pallas and the Centaur,” “Venus,” and “Nativity” of 1500, are however on prepared canvas.

[2] There are two separate portraits by Sandro which are full of character and interest: the portrait of a youth in our National Gallery, and of a man holding a medal in the Florence Academy. Other portraits, such as those of Giuliano
dei Medici at Berlin and Bergamo, and of Simonetta, may have come from his workshop, but are not now numbered among the master’s own works.

III
 

We must turn to the principal pictures in Botticelli’s other, and as I think, inferior manner, indicating first, however, the links which exist between the two groups.

The first of these is the “Calumny,” painted to the description given in Alberti’s Treatise on Painting of a picture by Apelles. It is a comparatively small panel, 2 feet by 3, containing ten figures, and an elaborate background of sculptured marble arches, literally covered with friezes and bas-reliefs. It belongs to Sandro’s later years, and is marred by a busy and somewhat theatrical violence. One can hardly look without laughing at the helpless boyish figure of Innocence, with crossed ankles and folded hands, dragged along dancingly by the ladylike Calumny; and unfortunately, these form the central motive. Their poses mar a little the detached nude figure of Truth, standing on the extreme left with arm upraised and noble face lifted to heaven. She is intimately related to the figure of Venus Anadyomene — but here she seems tragically out of place. The fancy lavished upon the bas-reliefs bears witness to Sandro’s whimsical imagination even in the midst, as we may suppose, of the dark days when Florence was full of the false spirit suggested in this panel.

With the “Calumny” I must mention, though only in passing, the several panels of the life of Saint Zenobius, two of which are in the collection of Mrs. Ludwig Mond. Less theatrical, but often more violent in manner than the “Calumny,” and not less definitely of the genre character of illustration, they contain some pleasing colour, geranium reds, soft greys, and mauves, blues, and much white. These, with the illustrative panels from the stories of Virginia and Lucretia, were probably painted after 1490, for wedding chests.

A more important group of pictures comprises the six — including the “Adoration” already described — which centre in the three figures of the Holy Family, whether they be called Adorations or Nativities; and the Sixtine frescoes. All these pictures are full of figures, most of them are set in large, carefully studied landscapes, which seem to challenge Leonardo’s assertion that Botticelli was indifferent to this part of his art. The two most pleasing compositions, after the aforesaid “Adoration” — the “Adoration” now in St. Petersburg, and the “Scenes from the Life of Moses” in the Sixtine Chapel, were painted about the same time in Rome. In the former, the Holy Family is housed, as in the tondo in the National Gallery, under a wooden shed erected between the ruined pillars of an older order, a temple or perhaps a palace of kings. It contains some forty figures, besides horses, which Sandro loved to introduce, not always very successfully, into his pictures. Too often, like the charger of Holofernes, they are studied not from life, but from some other model: occasionally, as for example in the Medicean “Adoration,” one recognises the real creature. This St. Petersburg “Adoration” is broadly conceived, and full of interest, but it suffers from that conscious and obvious emotion which belongs to Sandro’s inferior work. In his best, his figures are pure creations, certain of their purpose, confident of conveying a sense of beauty transcending mere subject-interest; they are not “lifelike,” they are ideas and symbols of life, and therefore able to convey the spiritual contact of living forms. This is not the case in any of the Adorations I am describing, nor is it in any of the Sixtine frescoes if we except that of “Moses at the Well.”

 

PLATE VII. — THE VIRGIN AND CHILD WITH ST. JOHN AND AN ANGEL. (From the panel in the National Gallery)

This beautiful painting is no longer ascribed to Botticelli; but it is obviously an indirect, if not a direct, product of his genius. The Virgin is distinct in type from those of the master, and the painting of the Child is dissimilar. The name of Giuliano
da San Gallo, one of Sandro’s friends, and a famous Florentine architect, is written across the back of the picture.

 


 

PLATE VII. — THE VIRGIN AND CHILD WITH ST. JOHN AND AN ANGEL.
 

 
 

But in this marvellous central scene of a large fresco, the very sheep are so intensely realised as to have an individuality over and above their mere sheepiness. By the well, under the great oak tree of the Papal (Rovere) family, Moses is pouring water into the troughs for Zipporah and her sister. His long luxuriant hair falls about a sensitive face. Behind and below him are the sheep, so woolly that you can in fancy pass your hand over their fleeces. On the opposite side of the well are the two Midianitish maidens, standing out, the bright central motive of the whole design; one with her back turned and hands extended, the other walking in a sort of dream, her head drooping forward under the long thick locks of its heavy hair. A skin full of fruit is slung round her waist, and a distaff is in her hand. About this group, whose lines follow those of the well-mouth, the painter has contrived to introduce half-a-dozen other incidents from Moses’ life. It was of the little terrier in this picture that Ruskin wrote: “Without any doubt I can assert to you that there is not any other such piece of animal painting in the world — so brief, intense, vivid, and absolutely balanced in truth: as tenderly drawn as if it had been a saint, yet as humorously as Landseer’s Lord Chancellor Poodle.” He is sure that the dog has been barking all the morning at Moses.

I quote this because it is almost the only passage of Ruskin’s which is true to Botticelli’s work. Sandro’s “Venus” is a creative spirit, she is not a mere individual, but a living Platonic Idea; and through his power of realisation, this little terrier, a mere accessory in the foreground of a great fresco filled with details, has a life of its own. Thus, at its best, his work is not representation at all, nor mere illustration; it is the re-creation in a new medium of the creatures and ideas he has conceived, even to their least characteristics.

The two other Sixtine frescoes represent the “Punishment of Korah,” painted in celebration of the revolt and suicide of the Archbishop of Krain; and that known either as the “Leper’s Offering,” or the “Temptation of Christ,” which was also intended to flatter the sensibilities of the Pope.

IV
 

We now come to the second great division of Sandro’s pictures, his Madonnas and Saints, tondos, panels, and altar-pieces, painted for different patrons at intervals during his lifetime. The most celebrated of these are the two tondos, or round panels, of Mary with the Child and several young angels, hanging opposite to one another in the Uffizi. Somewhat similar in design, they are yet essentially different. From its style, the first was probably painted about 1479, and the second in the same period as the “Venus,” and the “Bardi Madonna” (1484-1485); the two pictures being thus separated by Sandro’s sojourn in Rome. The earlier, that of the “Magnificat,” is more brilliant and varied in colour, and of consummate finish: Mary’s face is related to that of the “Pallas “; between her and the group of angels on the left is a distant landscape with curving river; behind her shoulder, supporting on one side the celestial crown, which is so much too large to rest upon her head, is a beautiful young angel of a distinctive type which hardly recurs in Sandro’s work. This composition, with its intricately curved, and unobtrusively harmonious lines, so perfectly adapted to the circular form, has often been praised. In the later tondo, the Madonna with the Pomegranate, there is no distant scene, but the sense of infinite vista is conveyed by the far-away, pensive expression, not only of the central figure with her slender drooping shoulders, but, as I think, of the Child himself. The grouping is simple, but less perfect than in the earlier work; and there is a lack of harmony between the secular little beings with their wings, flowers, and singing books, and the rapt Mother and Child, which we did not feel in the other, where Madonna herself, guided by the Babe, is writing her song of praise. But here Botticelli has concentrated the religious feeling of the picture in Mary’s face, and in it he has struck again the mystical note which vibrates through the whole of his “Venus.” Much has been said of the misery of this Madonna; for myself, I see in her face far more of the rapt vision of one who sees immortal things in a mystery. She is not glad because of them, but her whole thought and being is separated by them from the things that change, being set upon the things that endure.

With these two tondos, I must mention for beauty and unity of conception the “Chigi” Madonna and that in the Poldo-Pezzoli Gallery at Milan. The former is generally regarded as among his earlier works. An open casement shows a river winding among wooded hills, a church steeple having been painted in as an afterthought. Mary’s attitude, as she fingers the ears of corn thrust among the grapes in the bowl presented by a mysterious garlanded angel, is not unlike that of the “Magnificat,” to which the whole composition is related. But Mary herself is of a very different type, more nearly related to the Madonna at Milan of which I shall now speak. She, also, is seated by a window, and like her sister of the “Magnificat” she is reading in a missal with decipherable words. As in that picture too, the Child looks up at her with his hand on hers, a crown of thorns circling his chubby wrist. The colour is rich and harmonious; Mary being magnificently coiffed and clad. Another Madonna in Milan, that in the Ambrosiana
Gallery, bears some resemblance both to the Virgin just described, and to her of the “Magnificat.” As in the Poldo-Pezzoli Madonna, the glories are either repainted or unusually elaborate, and Mary has a star embroidered on her left shoulder. Here again is the open missal, but now quite undecipherable, resting upon a cushion. It is possible to conceive of the Babe being another version of that in the Poldo-Pezzoli picture. But this Ambrosiana Madonna with her unimaginative face and uncompromising attitude, this grotesquely sentimental Child, these three spiritless attitudinising angels prancing about on their errands, is perhaps the least pleasing or characteristic of all the works now attributed to the master. The picture is conventional to a degree; a great canopy hangs in space over the Virgin, between its curtains are seen the hills, towers, and river of a distant scene.[1]

A somewhat similar canopy overhangs the Virgin in the Madonna of St. Barnabas in the Florentine Academy. Here, too, angels are holding back the curtains, while others display the crown of thorns and the nails. Mary sits on a raised throne worked with elaborate bas-reliefs. Before her, with their backs to her and the Child, are six saints, among them, with beautiful face, but rather bunchy figure, St. Catherine. Similarly elaborate and enthroned, though this time under a canopy of palm, is the Bardi “Madonna with the two Saints John” at Berlin. This, perhaps the most elaborately detailed of all Sandro’s pictures, measures 6 feet by 6. Like Augustine in the St. Barnabas picture, the Evangelist is occupied with his book and pen, while an eagle stands behind him; the Baptist, carrying his tall staff and banderole, “Behold the Lamb of God,” is very nobly drawn, recalling in handling the figure of the “Centaur.” But the picture is not a happy one; it is set and conventional, the result of great skill and labour, but little love.

 

PLATE VIII. — THE VIRGIN AND CHILD BY AN OPEN WINDOW. (From the panel in the National Gallery)

An interesting school-work, in which the different parts of the picture are all taken from some design or painting of the master. The colour and line are, however, lacking in the distinction belonging to his own work.

 


 

PLATE VIII. — THE VIRGIN AND CHILD BY AN OPEN WINDOW.
 

 
 

The same must be said of the “Coronation of the Virgin” in the Florence Academy, one of Sandro’s largest tempera works, an upright altar-piece measuring 12 feet by 8, commissioned by the guild of gold-workers for Savonarola’s Church of San Marco. It is painted in two sections — like Titian’s “Assumption” — the lower, containing four too carefully posing saints; the upper, a sort of tondo, with a golden ground, in which the figures of the Virgin and the Father are both obviously incommoded by the shape of the frame. But the picture is notable for its ring of dancing angels, and the plucked roses scattered among them are like those in the “Birth of Venus.”

Much the same plan is adopted in the last of Sandro’s paintings, which is evidently related to this one, the “Nativity” in the National Gallery, already referred to. Here again is an upper and a lower picture, and in the upper, the dancing angels re-appear against the “glory.” Instead of roses, however, there are crowns and banderoles, and the angels carry olive branches. At the head of this picture is an inscription in base Greek which has been thus translated: “This picture was painted by me, Alessandro, at the end of 1500, during the troubles of Italy, at the half time after the time which was prophesied in the eleventh chapter of St. John the Evangelist, and the Second Woe of the Apocalypse, and when Satan shall be loosed on the earth for three years and a half. After which the devil shall be enchained, and we shall see him trodden under foot as in this picture.” It indicates Sandro’s belief in a final reconciliation and justification, and refers plainly to the execution of Savonarola which had occurred just three and a half years before. Thus it forms a kind of sequel to the “Calumny.” While the picture is somewhat naïvely explanatory, it is filled with intense feeling, and suggests the influence upon Sandro of the Prate’s favourite master, Fra Angelico.[2]

It is generally believed to be the last of his paintings, but it seems probable that the drawings to illustrate the Divine Comedy may belong to a time even later. They were made for a second-cousin and namesake of the Magnificent, Lorenzo di Pier Francesco, who died in 1503 and was a patron of Michael Angelo as well as of Sandro. The original MS. was purchased about the beginning of last century by the then Duke of Hamilton, but was sold in 1882 to the Prussian Government. It is now in the Berlin Museum, and contains eighty-five drawings in silver-point, finished with pen and ink. Eight other drawings belonging to the same series are in the Vatican Library. As eight are still missing, the complete series would have consisted of a hundred, in addition to the chart of the Inferno.

The drawings vary much in value and interest. Many of them are deficient in both respects; but some are perfect examples of his art. Such is the design for Paradise I., with its slender trees bowing their tops to the morning breeze in the meadows watered by the circling stream Eunoë, over which Beatrice and Dante rise together against the wind, lifted by the light of Divine Love. It is full of aspiration and wide air, and has a curious Japanese quality. Very different in suggestion is that of the Chained Giants (Inferno XXXI.) which recalls some early German work, and reminds us that Sandro may have been influenced by the drawings of Schongauer, and other Northern artists and designers. Vasari says that Botticelli was a prolific designer, and some of his drawings, notably the exquisite “Abundance,” in the British Museum, are among his finest works.

 

[1] The “Annunciation” in the Uffizi, is an interesting but doubtful work. The figure of Gabriel is closely related to two others of Sandro’s; one the angel supporting the Child in the Ambrosian Madonna, the other the Gabriel in the Predella to the Coronation. But in the larger work the angel is much more fully realised; in face he is nearest in type to the beautiful angel already noted in the tondo of the “Magnificat,” but graver. The colour of the picture is hard, crude, and unpleasing. It is supposed to have been painted about 1490.

[2] There are many other uncertain pictures which were formerly credited to Botticelli; and several of these still parade under the master’s name in our National Gallery. No. 275, reproduced in this volume, may have issued from his workshop. It has San Gallo’s name written on the reverse side. Neither Nos. 782 nor 1126 are by Sandro. But the genuine works in London include the attractive portrait of a young Florentine (No. 626); and the two “Adorations” ascribed to his pupil Filippino Lippi (592, 1033). The Print-Room in the British Museum has the exquisite drawing of the “Abundance” (Silver-point). In the basement of the National Gallery are copies (Arundel Society) of the Sixtine Frescoes, the “Birth of Venus,” “Spring,” and the best of the Lemmi frescoes. Facsimiles of the drawings for the Divine Comedy have been published. The other London pictures usually accredited to Sandro are the “Madonna” (partly by his hand) in Mr. Heseltine’s collection and the panels already referred to in that of Mrs Mond, all belonging to his later years. The former shows the use Botticelli made of gold to give a sunny sheen between the spectator and distant hillside.

V
 

In reviewing the subjects chosen by Sandro for his pictures, one is struck by certain characteristic omissions. With the exception of a most perfunctory and even grotesque panel of Christ rising from the Sepulchre, forming part of the S. Barnabas predella, of the doubtful “Pieta” at Munich, which may have been partially executed by Sandro after Savonarola’s great sermons in Holy Week, and the figure of Christ thrice introduced as an afterthought into the first of the Sixtine frescoes; Botticelli has only painted the central figure of Christian art as an infant. Twice only has he introduced the figure of God the Father into his work, and then without distinction. His devotional pictures represent a very young Madonna, with a chubby but thoughtful child, and, where there are other figures, either an aged patriarchal Joseph, or one or more attendant or messenger angels, winged in the later work, and certain saints. His favourite amongst these was Augustine.

But Botticelli is at his best when he escapes from conventionality of subject, and is able to give wing to a lyrical imagination comparable to that of Shelley. He is one of those who feel the wind of the spirit blowing out toward new worlds. He loved the wind, and all things that the wind caresses, trees, draperies, floating hair, and the naked body. Also he loved the light and hated darkness. He had inspired moments when he beheld that the old order of the mediæval world had passed already away, and the hearts of men were turning to the pure worship of living incarnate loveliness — the mystery of a re-born and immortal pleasure, Venus Anadyomene, beheld with mystic sight. But in that age it was a prophetic vision, and his own eyes failed him. He died in a time of darkness. For four centuries his visions were forgotten, to be beheld again by us with a renewal of the wonder and aspiration, the passionate desire for freedom and for beauty, out of which they came.






  

BRIEF BIOGRAPHY: SANDRO BOTTICELLI by Sir Sidney Colvin


 

SANDRO BOTTICELLI, properly Alessandro di Mariano dei
Filipepi (1444-1510), Florentine painter, was born at Florence in 1444, in a house in the Via Nuova, Borg’ Ognissanti. This was the home of his father, Mariano di
Vanni
dei
Filipepi, a struggling tanner. Sandro, the youngest child but one of his parents, derived the name Botticelli, by which he was commonly known, not, as related by Vasari, from a goldsmith to whom he was apprenticed, but from his eldest brother Giovanni, a prosperous broker, who seems to have taken charge of the boy, and who for some reason bore the nickname Botticello or Little Barrel. A return made in 1457 by his father describes Sandro as aged thirteen, weak in health, and still at school (if the words sta al legare are to be taken as a misspelling of sta al leggere, otherwise they might perhaps mean that he was apprenticed either to a jeweller or a bookbinder). One of his elder brothers, Antonio, who afterwards became a bookseller, was at this time in business as a goldsmith and gold-leaf-beater, and with him Sandro was very probably first put to work. Having shown an irrepressible bent towards painting, he was apprenticed in 1458-1459 to Fra
Filippo Lippi, in whose workshop he remained as an assistant apparently until 1467, when the master went to carry out a commission for the decoration with frescoes of the cathedral church of Spoleto. During his apprentice years Sandro was no doubt employed with other pupils upon the great series of frescoes in the choir of the Pieve at Prato upon which his master was for long intermittently engaged. The later among these frescoes in many respects anticipate, by charm of sentiment, animation of movement and rhythmic flutter of draperies, some of the prevailing characteristics of Sandro’s own style. One of Sandro’s earliest extant pictures, the oblong “Adoration of the Magi” at the National Gallery, London (No. 592, long ascribed in error to Filippino), shows him almost entirely under the influence of his first master. Left in Florence on Fra
Filippo’s departure to Spoleto, he can be traced gradually developing his individuality under various influences, among which that of the realistic school of the Pollaiuoli is for some time the strongest. From that school he acquired a knowledge of bodily structure and movement, and a searching and expressive precision of linear draughtsmanship, which he could never have learnt from his first master. The Pollaiuolo influence dominates, with some slight admixture of that of Verrocchio, in the fine figure of Fortitude, now hi the Uffizi, which was painted by Botticelli for the Mercanzia about 1470; this is one of a series of the seven Virtues, of which the other six, it seems, were executed by Piero
Pollaiuolo from the designs of his brother Antonio. The same influence is again very manifest in the two brilliant little pictures at the Uffizi in which the youthful Botticelli has illustrated the story of Judith and Holofernes; in his injured portrait of a man holding a medal of Cosimo de’ Medici, No. 1286 at the Uffizi; and in his life-sized “St Sebastian” at Berlin, which we know to have been painted for the church of Sta Maria Maggiore in 1473. Tradition and internal evidence seem also to point to Botticelli’s having occasionally helped, in his earliest or Pollaiuolo period, to furnish designs to the school of engravings in Florence which had been founded by the goldsmith Maso
Finiguerra.

Some authorities hold that he must have attended for a while the much-frequented workshop of Verrocchio. But the “Fortitude” is the only authenticated early picture in which the Verrocchio influence is really much apparent; the various other pictures on which this opinion is founded, chiefly Madonnas dispersed among the museums of Naples, Florence, Paris and elsewhere, have been shown to be in all probability the work not of Sandro himself, but of an anonymous artist, influenced partly by him and partly by Verrocchio, whose individuality it has been endeavoured to reconstruct under the provisional name of Amico
di Sandro. At the same time we know that the young Botticelli stood in friendly relations with some of the pupils in Verrocchio’s workshop, particularly with Leonardo da Vinci. Among the many “Madonnas” which bear Botticelli’s name in galleries public and private, the earliest which carries the unmistakable stamp of his own hand and invention is that which passed from the Chigi collection at Rome to that of Mrs Gardner at Boston. At the beginning of 1474 he entered into an agreement to work at Pisa, both in the Campo Santo and in the chapel of the Incoronata in the Duomo, but after spending some months in that city abandoned the task, we know not why. Next in the order of his preserved works comes probably the much-injured round of the “Adoration of the Magi” in the National Gallery (No. 1033), long ascribed in error, like the earlier oblong panel of the same subject, to Filippino Lippi. (To about this date is assigned by some the well-known “Assumption of the Virgin surrounded with the heavenly hierarchies,” formerly at Hamilton Palace and now in the National Gallery [No. 1126]; but recent criticism has proved that the tradition is mistaken which since Vasari’s time has ascribed this picture to Botticelli, and that it is in reality the work of a subordinate painter somewhat similarly named, Francesco Botticini.)

A more mature and more celebrated “Adoration of the Magi” than either of those in the National Gallery is that now in the Uffizi, which Botticelli painted for Giovanni Lami, probably in 1477, and which was originally placed over an altar against the front wall of the church of Sta Maria Novella to the right inside the main entrance. The scene is here less crowded than in some other of the master’s representations of the subject, the conception entirely sane and masculine, with none of those elements of bizarre fantasy and over-strained sentiment to which he was sometimes addicted and which his imitators so much exaggerated; the execution vigorous and masterly. The picture has, moreover, special interest as containing lifelike portraits of some of the chief members of the Medici family. Like other leading artists of his time in Florence, Botticelli had already begun to profit by the patronage of this family. For the house of Lorenzo Il Magnifico in the Via Larga he painted a decorative piece of Pallas with lance and shield (not to be confounded with the banner painted with a similar allegoric device of Pallas by Verrocchio, to be carried by Giuliano
de’Medici in the famous tournament in 1475 in which he wore the favour of La Bella Simonetta, the wife of his friend Marco Vespucci). This Pallas by Botticelli is now lost, as are several other decorative works in fresco and panel recorded to have been done by him for Lorenzo Il Magnifico between 1475 and Lorenzo’s death in 1492. But Sandra’s more especial patron, for whom were executed several of his most important still extant works, was another Lorenzo, the son of Pierfrancesco de’ Medici, grandson of a natural brother of Cosimo Pater Patrice, and inheritor of a vast share of the family estates and interests. For the villa of this younger Lorenzo at Castello Botticelli painted about 1477-1478 the famous picture of “Primavera” or Spring now in the Academy at Florence. The design, inspired by Poliziano’s poem the “Giostra,” with reminiscences of Lucretius and of Horace (perhaps also, as has lately been suggested, of the late Latin “Mythologikon” of Fulgentius) thrown in, is of an enchanting fantasy, and breathes the finest and most essential spirit of the early Renaissance at Florence. Venus fancifully draped, with Cupid hovering above her, stands in a grove of orange and myrtle and welcomes the approach of Spring, who enters heralded by Mercury, with Flora and Zephyrus gently urging her on. In pictures like this and in the later “Birth of Venus,” the Florentine genius, brooding with passion on the little that it really yet knew of the antique, and using frankly and freshly the much that it was daily learning of the truths of bodily structure and action, creates a style wholly new, in which something of the strained and pining mysticism of the middle ages is intimately and exquisitely blended with the newly awakened spirit of naturalism and the revived pagan delight in bodily form and movement and richness of linear rhythm. In connexion with this and other classic and allegoric pictures by the master, much romantic speculation has been idly spent on the supposition that the chief personages were figured in the likeness of Giuliano de’ Medici and Simonetta Vespucci. Simonetta in point of fact died in 1476, Giuliano was murdered in 1478; the web of romance which has been spun about their names in modern days is quite unsubstantial; and there is no reason whatever why Botticelli should have introduced the likenesses of these two supposed lovers (for it is not even certain that they were lovers at all) in pictures all of which were demonstrably painted after the death of one and most of them after the death of both.

The tragedy of Giuliano’s assassination by the Pazzi conspirators in 1478 was a public event which certainly brought employment to Botticelli. After the capture and execution of the criminals he was commissioned to paint their effigies hanging by the neck on the walls of the Palazzo del Podestà, above the entrance of what was formerly the Dogana. In the course of Florentine history public buildings had on several previous occasions received a similar grim decoration: the last had been when Andrea del Castagno painted in 1434 the effigies, hanging by the heels, of the chief citizens outlawed and expelled on the return of Cosimo de’ Medici. Perhaps from the time of this Pazzi commission may be dated the evidences which are found in some of Botticelli’s work of a closer study than heretofore of the virile methods and energetic types of Castagno. His frescoes of the hanged conspirators held their place for sixteen years only, and were destroyed in 1494 in consequence of another revolution in the city’s politics. Two years later (1480) he painted in rivalry with Ghirlandaio a grand figure of St Augustine on the choir screen of the Ognissanti, now removed to another part of the church. About the same time we find clear evidence of his contributing designs to the workshops of the “fine-manner” engravers in the shape of a beautiful print of the triumph of Bacchus and Ariadne adapted from an antique sarcophagus (the only example known is in the British Museum), as well as in nineteen small cuts executed for the edition of Dante with the commentary of Landino printed at Florence in 1481 by Lorenzo della Magna. This series of prints was discontinued after canto xix., perhaps because of the material difficulties involved by the use of line engravings for the decoration of a printed page, perhaps because the artist was at this time called away to Rome to undertake the most important commission of his life. Due possibly to the same call is the unfinished condition of a much-damaged, crowded “Adoration of the Magi” by Botticelli preserved in the Uffizi, the design of which seems to have influenced Leonardo da Vinci in his own Adoration (which in like manner remains unfinished) of nearly the same date, also at the Uffizi.

The task with which Botticelli was charged at Rome was to take part with other leading artists of the time (Ghirlandaio, Cosimo
Rosselli, Perugino and Pinturicchio) in the decoration of Sixtus
IV.’s chapel at the Vatican, the ceiling of which was afterwards destined to be the field of Michelangelo’s noblest labours. Internal evidence shows that Sandro and his assistants bore a chief share in the series of papal portraits which decorate the niches between the windows. His share in the decoration of the walls with subjects from the Old and the New Testament consists of three frescoes, one illustrating the history of Moses (several episodes of his early life arranged in a single composition); another the destruction of Korah, Dathan and Abiram; a third the temptation of Christ by Satan (in this case the main theme is relegated to the background, while the foreground is filled with an animated scene representing the ritual for the purification of a leper). On these three frescoes Botticelli laboured for about a year and a half at the height of his powers, and they may be taken as the central and most important productions of his career, though they are far from being the best-known, and from their situation on the dimmed and stained walls of the chapel are by no means easy of inspection. Skill in the interlinking of complicated groups; in the principal actors energy of dramatic action and expression not yet overstrained, as it came to be in the artist’s later work; an incisive vigour of portraiture in the personages of the male bystanders; in the faces and figures of the women an equally vital grasp of the model, combined with that peculiar strain of haunting and melancholy grace which is this artist’s own; the most expressive care and skill in linear draughtsmanship, the richest and most inventive charm in fanciful costume and decorative colouring, all combine to distinguish them. During this time of his stay in Rome (1481-1482) Botticelli is recorded also to have painted another “Adoration of the Magi,” his fifth or sixth embodiment of the same subject; this has been identified, no doubt rightly, with a picture now in the Hermitage gallery at St Petersburg.

Returning to Florence towards the end of 1482, Botticelli worked there for the next ten years, until the death of Lorenzo Il
Magnifico in 1492, with but slight variations in manner and sentiment, in the now formed manner of his middle life. Some of the recorded works of this time have perished; but a good many have been preserved, and except in the few cases where the dates of commission and payment can be established by existing records, their sequence can only be conjectured from internal evidence. A scheme of work which he was to have undertaken with other artists in the Sala
dei
Gigli in the Palazzo Pubblico came to nothing (1483); a set of important mythologic frescoes carried out by him in the vestibule of a villa of Lorenzo Il Magnifico at Spedaletto near Volterra in 1484 has been destroyed by the effects first of damp and then of fire. To 1482-1483 belongs the fine altar-piece of San Barnabo (a Madonna and Child with six saints and four angels), now in the academy at Florence. Very nearly of the same time must be the most popular and most often copied, though very far from the best-preserved, of his works, the round picture of the Madonna with singing angels in the Uffizi, known, from the text written in the open choir-book, as the “Magnificat.” Somewhere near this must be placed the beautiful and highly finished drawing of “Abundance,” which has passed through the Rogers, Morris Moore and Malcolm collections into the British Museum, as well as a small Madonna in the Poldi-Pezzoli collection at Milan, and the fine full-faced portrait of a young man, probably some pupil or apprentice in the studio, at the National Gallery (No. 626). For the marriage of Antonio Pucci to Lucrezia
Dini in 1483 Botticelli designed, and his pupils or assistants carried out, the interesting and dramatic set of four panels illustrating Boccaccio’s tale of Nastagio
degl’ Onesti, which were formerly in the collection of Mr Barker and are now dispersed. His magnificent and perfectly preserved altar-piece of the Madonna between the two saints John, now in the Berlin gallery, was painted for the Bardi chapel in the church of San Spirito in 1486. In the same year he helped to celebrate the marriage of Lorenzo Tornabuoni with Giovanna degli
Albizzi by an exquisite pair of symbolical frescoes, the remains of which, after they had been brought to light from under a coat of whitewash on the walls of the Villa Lemmi, were removed in 1882 to the Louvre. Within a few years of the same date (1485-1488) should apparently be placed that second masterpiece of fanciful classicism done for Lorenzo di
Pierfrancesco’s villa at Castello, the “Birth of Venus,” now in the Uffizi, the design of which seems to have been chiefly inspired by the “Stanze” of Poliziano, perhaps also by the Pervigilium
Veneris; together with the scarcely less admirable “Mars and Venus” of the National Gallery, conceived in the master’s peculiar vein of virile sanity mingled with exquisite caprice; and the most beautiful and characteristic of all his Madonnas, the round of the “Virgin with the Pomegranate” (Uffizi). The fine picture of “Pallas and the Centaur,” rediscovered after an occultation of many years in the private apartments of the Pitti Palace, would seem to belong to about 1488, and to celebrate the security of Florentine affairs and the quelling of the spirit of tumult in the last years of the power of the great Lorenzo (1488-1490). “The Annunciation” from the convent of Cestello, now in the Uffizi, shows a design adapted from Donatello, and expressive, in its bending movements and vehement gestures, of that agitation of spirit the signs of which become increasingly perceptible in Botticelli’s work from about this time until the end. The great altar-piece at San Marco with its predelle, commissioned by the Arte della Seta in 1488 and finished in 1490, with the incomparable ring of dancing and quiring angels encircling the crowned Virgin in the upper sky, is the last of Botticelli’s altar-pieces on a great scale. To nearly the same date probably belongs his deeply felt and beautifully preserved small painting of the “Last Communion of St Jerome” belonging to the Marchese
Farinola.

In 1490 Botticelli was called to take part with other artists in a consultation as to the completion of the façade of the Duomo, and to bear a share with Alessio
Baldovinetti and others in the mosaic decorations of the chapel of San Zenobio in the same church. The death of Lorenzo Il
Magnifico in 1492, and the accession to chief power of his worthless son Piero, soon plunged Florence into political troubles, to which were by and by added the profound spiritual agitation consequent upon the preaching and influence of Savonarola. Lorenzo di
Pierfrancesco de’ Medici, who with his brother Giovanni was in a position of political rivalry against their cousin Piero, continued his patronage of Botticelli; and it was for him, apparently chiefly between the years 1492 and 1495, that the master undertook to execute a set of drawings in illustration of Dante on a far more elaborate and ambitious plan than the little designs for the engraver which had been interrupted in 1481. Eighty-five of these drawings are in the famous manuscript acquired for the Berlin museum at the sale of the Hamilton Palace collection in 1882, and eleven more in the Vatican library at Rome. The series is one of the most interesting that has been preserved by any ancient master; revealing an intimate knowledge of and profound sympathy with the text; full of Botticelli’s characteristic poetic yearning and vehemence of expression, his half-childish intensity of vision; exquisite in lightness of touch and in swaying, rhythmical grace of linear composition and design. These gifts were less suited on the whole to the illustration of the Hell than of the later parts of the poem, and in the fiercer episodes there is often some puerility and inadequacy of invention. Throughout the Hell and Purgatory Botticelli maintains a careful adherence to the text, illustrating the several progressive incidents of each canto on a single page in the old-fashioned way. In the Paradise he gives a freer rein to his invention, and his designs become less a literal illustration of the text than an imaginative commentary on it. Almost all interest is centred on the persons of Dante and Beatrice, who are shown us again and again in various phases of ascending progress and rapt contemplation, often with little more than a bare symbolical suggestion of the beatific visions presented to them. Most of the drawings remain in pen outline only over a light preliminary sketch with the lead stylus; all were probably intended to be finished in colour, as a few actually are. To the period of these drawings (1492-1497) would seem to belong the fine and finely preserved small round of the “Virgin and Child with Angels” at the Ambrosiana, Milan, and the famous “Calumny of Apelles” at the Uffizi, inspired no doubt by some contemporary translation of the text by Lucian, and equally remarkable by a certain feverish energy in its sentiment and composition, and by its exquisite finish and richness of execution and detail. Probably the small “St Augustine” in the Uffizi, the injured “Judith with the head of Holofernes” in the Kaufmann collection at Berlin, and the “Virgin and Child with St John,” belonging to Mr Heseltine in London, are works of the same period.

Simone di Mariano, a brother of Botticelli long resident at Naples, returned to Florence in 1493 and shared Sandro’s home in the Via Nuova. He soon became a devoted follower of Savonarola, and has left a manuscript chronicle which is one of the best sources for the history of the friar and of his movement. Sandro himself seems to have remained aloof from the movement almost until the date of the execution of Savonarola and his two followers in 1498. At least there is clear evidence of his being in the confidence and employ of Lorenzo di
Pierfrancesco so late as 1496 and 1497, which he could not possibly have been had he then been an avowed member of the party of the Piagnoni. It was probably the enforced departure of Lorenzo from Florence in 1497 that brought to a premature end the master’s great undertaking on the illustration of Dante. After Lorenzo’s return, following on the overthrow and death of Savonarola in 1498, we find no trace of any further relations between him and Botticelli, who by that time would seem to have become a declared devotee of the friar’s memory and an adherent, like his brother, of the defeated side. During these years of swift political and spiritual revolution in Florence, documents give some glimpses of him: in 1497 as painting in the monastery of Monticelli a fresco of St Francis which has perished; in the winter of the same year as bound over to keep the peace with, a neighbour living next to the small suburban villa which Sandro held jointly with his brother Simone in the parish of San Sepolcro; in 1499 as paying belated matriculation fees to the gild of doctors and druggists (of which the painters were a branch); and again in 1499 as carrying out some decorative paintings for a member of the Vespucci family. It has been suggested, probably with reason, that portions of these decorations are to be recognized in two panels of dramatic scenes from Roman history, one illustrating the story of Virginia, which has passed with the collection of Senatore
Morelli into the gallery at Bergamo, the other a history of Lucretia formerly belonging to Lord Ashburnham, which passed into Mrs Gardner’s collection at Boston. These and the few works still remaining to be mentioned are all strongly marked by the strained vehemence of design and feeling characteristic of the master’s later years, when he dramatizes his own high-strung emotions in figures flung forward and swaying out of all balance in the vehemence of action, with looks cast agonizingly earthward or heavenward, and gestures of wild yearning or appeal. These characters prevail still more in a small Pietà at the Poldi-Pezzoli gallery, probably a contemporary copy of one which the master is recorded to have painted for the Panciatichi chapel in the church of Sta Maria Maggiore; they are present to a degree even of caricature in the larger and coarser painting of the same subject which bears the master’s name in the Munich gallery, but is probably only a work of his school. The mystic vein of religious and political speculation into which Botticelli had by this time fallen has its finest illustration in the beautiful symbolic “Nativity” which passed in succession from the Aldobrandini, the Ottley, and the Fuller Maitland collections into the National Gallery in 1882, with the apocalyptic inscription in Greek which the master has added to make his meaning clear (No. 1034). In a kindred vein is a much-injured symbolic “Magdalene at the foot of the Cross” in private possession at Lyons. Among extant pictures those which from internal evidence we must put latest in the master’s career are three panels illustrating the story of St Zenobius, of which one is at Dresden and the other two in the collection of Dr Mond in London. The documentary notices of him after 1500 are few. In 1502 he is mentioned in the correspondence of Isabella d’Este, marchioness of Gonzaga, and in a poem by Ugolino
Verino. In 1503–1504 he served on the committee of artists appointed to decide where the colossal David of Michelangelo should be placed. In these and the following years we find him paying fees to the company of St Luke, and the next thing recorded of him is his death, followed by his burial in the Ortaccio or garden burial-ground of the Ognissanti, in May 1510.

The strong vein of poetical fantasy and mystical imagination in Botticelli, to which many of his paintings testify, and the capacity for religious conviction and emotional conversion which made of him an ardent, if belated, disciple of Savonarola, coexisted in him, according to all records, with a strong vein of the laughing humour and love of rough practical and verbal jesting which belonged to the Florentine character in his age. His studio in the Via Nuova is said to have been the resort, not only of pupils and assistants, of whom a number seem to have been at all times working for him, but of a company of more or less idle gossips with brains full of rumour and tongues always wagging. Vasari’s account of the straits into which he was led by his absorption in the study of Dante and his adhesion to the sect of Savonarola are evidently much exaggerated, since there is proof that he lived and died, not rich indeed, but possessed of property enough to keep him from any real pinch of distress. The story of his work and life, after having been the subject in recent years of much half-informed study and speculation, has at length been fully elucidated in the work of Mr H. P. Horne cited below, — a masterpiece of documentary research and critical exposition.

Bibliography. — Vasari, Le Opere (ed. Milanesi), vol. iii.; Crowe-Cavalcaselle, Hist. of Painting in Italy, vol. ii.; Fr. Lippmann, Botticellis
Zeichnungen
zu
Dantes
Göttlicher
Komödie; Dr Karl Woermann, “Sandro Botticelli” (in Dohme, Kunst u. Künstler); Dr Hermann Ulmann, Sandro Botticelli; Dr E. Steinmann, Sandro Botticelli (in Knackfuss series, valuable for the author’s elucidation of the Sixtine frescoes); I. B. Supino, Sandro Botticelli; Bernhard Berenson, The Drawings of Florentine Painters; The Florentine Painters of the Renaissance (2nd ed.); The Study and Criticism of Italian Art; papers in the Burlington Magazine, the Gazette des Beaux-Arts (to this critic is due the first systematic attempt to discriminate between the original work of Botticelli and that of his various pupils); J. Mesnil, Miscellanea d’Arte and papers in the Rivista
d’Arte, &c.; W. Warburg, Sandro Botticelli’s “Geburt
der Venus” and “Frühling”; Julia Cartwright (Mrs Ady), The Life and Art of Sandro Botticelli (1904); F. Wickhoff in the Jahrbuch
der k. Preussischen
Kunstsammlungen (1906); Herbert P. Horne, Alessandro Filipepi commonly called Sandro Botticelli (1908); this last authority practically supersedes all others.
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Abbazia Di Ognissanti, Florence — Botticelli’s final resting place






  









 

Botticelli’s grave

 


  

images/00009.jpg





images/00008.jpg





images/00011.jpg





images/00010.jpg





images/00013.jpg





images/00012.jpg





images/00029.jpg





images/00028.jpg





images/00031.jpg





images/00030.jpg





images/00033.jpg





images/00032.jpg





images/00035.jpg





images/00034.jpg





images/00026.jpg





images/00025.jpg





images/00027.jpg





images/00018.jpg





images/00020.jpg





images/00019.jpg





images/00022.jpg





images/00021.jpg





images/00024.jpg





images/00023.jpg





images/00015.jpg





images/00014.jpg





images/00017.jpg





images/00016.jpg





images/00049.jpg





images/00048.jpg





images/00051.jpg





images/00050.jpg





images/00053.jpg





images/00052.jpg





images/00055.jpg





images/00054.jpg





images/00057.jpg





images/00056.jpg





images/00047.jpg





images/00038.jpg





images/00040.jpg





images/00039.jpg





images/00042.jpg





images/00041.jpg





images/00044.jpg





images/00043.jpg





images/00046.jpg





images/00045.jpg





images/00037.jpg





images/00036.jpg





images/00069.jpg





images/00068.jpg





images/00071.jpg





images/00070.jpg





images/00073.jpg





images/00072.jpg





images/00075.jpg





images/00074.jpg





images/00077.jpg
) A






images/00076.jpg





images/00058.jpg





images/00060.jpg





images/00059.jpg





images/00062.jpg





images/00061.jpg





images/00064.jpg





images/00063.jpg





images/00066.jpg





images/00065.jpg





images/00067.jpg





images/00089.jpg





images/00088.jpg





images/00091.jpg





images/00090.jpg





images/00093.jpg





images/00092.jpg





images/00095.jpg





images/00094.jpg





images/00097.jpg





images/00096.jpg





images/00078.jpg





images/00080.jpg





images/00079.jpg





images/00082.jpg





images/00081.jpg





images/00084.jpg
e





images/00083.jpg





images/00086.jpg





images/00085.jpg





images/00087.jpg





images/00196.jpg





images/00195.jpg





images/00197.jpg





images/00192.jpg





images/00191.jpg
M i A
=






images/00194.jpg





images/00193.jpg





images/00188.jpg





images/00190.jpg





images/00189.jpg





images/00185.jpg





images/00184.jpg





images/00187.jpg





images/00186.jpg





images/00181.jpg





images/00180.jpg





images/00183.jpg





images/00182.jpg





cover.jpeg





images/00179.jpg





images/00178.jpg





images/00174.jpg





images/00295.jpg





images/00173.jpg





images/00294.jpg





images/00176.jpg





images/00297.jpg





images/00175.jpg





images/00296.jpg





images/00170.jpg





images/00291.jpg





images/00169.jpg





images/00290.jpg





images/00172.jpg





images/00293.jpg





images/00171.jpg





images/00292.jpg





images/00177.jpg





images/00168.jpg





images/00289.jpg





images/00288.jpg





images/00163.jpg





images/00284.jpg





images/00162.jpg





images/00283.jpg





images/00165.jpg





images/00286.jpg





images/00164.jpg





images/00285.jpg





images/00159.jpg





images/00280.jpg





images/00158.jpg
T e T





images/00279.jpg





images/00161.jpg





images/00282.jpg





images/00160.jpg





images/00281.jpg





images/00167.jpg





images/00166.jpg





images/00287.jpg





images/00278.jpg





images/00152.jpg





images/00273.jpg





images/00151.jpg





images/00272.jpg





images/00154.jpg





images/00275.jpg





images/00153.jpg





images/00274.jpg
bl






images/00148.jpg





images/00269.jpg





images/00268.jpg





images/00150.jpg





images/00271.jpg





images/00149.jpg





images/00270.jpg





images/00156.jpg





images/00277.jpg





images/00155.jpg





images/00276.jpg





images/00157.jpg





images/00002.jpg





images/00001.jpg
Masters of Art





images/00004.jpg
DELPHI Q) CLASSICS

Masters of Art Series

The world’s first e-Art books, featuring stunning digital images

/

Sargent

www.delphiclassics.com

Buy direct and receive special discounted prices





images/00003.jpg
Bulﬂwm





images/00006.jpg
Titian}





images/00005.jpg





images/00007.jpg





images/00141.jpg





images/00262.jpg





images/00140.jpg





images/00261.jpg





images/00143.jpg





images/00264.jpg





images/00142.jpg





images/00263.jpg





images/00258.jpg





images/00139.jpg





images/00260.jpg





images/00138.jpg





images/00259.jpg





images/00145.jpg





images/00266.jpg





images/00144.jpg





images/00265.jpg





images/00147.jpg





images/00146.jpg





images/00267.jpg





images/00130.jpg





images/00251.jpg





images/00129.jpg





images/00250.jpg





images/00132.jpg





images/00253.jpg





images/00131.jpg





images/00252.jpg





images/00128.jpg





images/00249.jpg





images/00248.jpg





images/00137.jpg





images/00134.jpg





images/00255.jpg





images/00133.jpg





images/00254.jpg





images/00136.jpg





images/00257.jpg





images/00135.jpg





images/00256.jpg





images/00119.jpg





images/00240.jpg





images/00118.jpg





images/00239.jpg





images/00121.jpg





images/00242.jpg





images/00120.jpg





images/00241.jpg





images/00238.jpg





images/00127.jpg





images/00126.jpg





images/00247.jpg





images/00123.jpg





images/00244.jpg





images/00122.jpg





images/00243.jpg





images/00125.jpg





images/00246.jpg





images/00124.jpg





images/00245.jpg





images/00108.jpg





images/00229.jpg





images/00228.jpg





images/00110.jpg





images/00231.jpg





images/00109.jpg





images/00230.jpg





images/00116.jpg





images/00237.jpg





images/00115.jpg





images/00236.jpg





images/00117.jpg





images/00112.jpg





images/00233.jpg





images/00111.jpg





images/00232.jpg





images/00114.jpg





images/00235.jpg





images/00113.jpg





images/00234.jpg





images/00218.jpg





images/00099.jpg





images/00220.jpg





images/00098.jpg





images/00219.jpg





images/00105.jpg





images/00226.jpg





images/00104.jpg





images/00225.jpg





images/00107.jpg





images/00106.jpg





images/00227.jpg





images/00101.jpg





images/00222.jpg





images/00100.jpg





images/00221.jpg





images/00103.jpg





images/00224.jpg





images/00102.jpg





images/00223.jpg





images/00209.jpg





images/00208.jpg





images/00215.jpg





images/00214.jpg





images/00217.jpg





images/00216.jpg





images/00211.jpg





images/00210.jpg





images/00213.jpg





images/00212.jpg





images/00207.jpg





images/00198.jpg





images/00319.jpg





images/00318.jpg





images/00204.jpg





images/00203.jpg





images/00206.jpg





images/00205.jpg





images/00200.jpg





images/00199.jpg





images/00202.jpg





images/00201.jpg





images/00317.jpg
DELPHI CLASSICS

Explore our many series of eBooks.. :
P v Main Series 1 to 6

2

&l

Ancient Classics Series

B K X 1™

www.delphiclassics.com
Free downloads, Parts E

Ntions and Super Sets ot special discounted prices





images/00308.jpg





images/00314.jpg





images/00313.jpg





images/00316.jpg
e





images/00315.jpg





images/00310.jpg





images/00309.jpg





images/00312.jpg





images/00311.jpg





images/00307.jpg





images/00306.jpg





images/00303.jpg





images/00302.jpg





images/00305.jpg





images/00304.jpg





images/00299.jpg





images/00298.jpg





images/00301.jpg





images/00300.jpg





