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UMBRIAN AND SIENESE MASTERS
OF THE FIFTEENTH CENTURY

CHAPTER 1
PIERO DELLA FRANCESCA

IT is not by dwelling exclusively on the growth of the purely
Florentine school that we shall explain its development. Its
ultimate perfection was due to the wisdom with which all existing
elements of progress were assimilated and combined. The great
laws of composition founded on the models of Giotto, the plastie
element made dominant by the sculptors of the fifteenth century,
the scientific perspective of lines, which owed its impulse to
Uccelli, the more subtle one of atmosphere which Masaccio
mastered, the tasteful architecture revived by Brunelleschi and
Alberti, were summed up in a great measure by the spirit and
grasp of Domenico Ghirlandaio. The changes in the use and
application of mediums earried out by the Peselli and Baldovinetti,
enlarged and extended by the Pollaiuoli, gained a concrete value
in Verroechio. But the merit of these and later artists was partly
due to the example of an Umbrian educated by a Florentine
master.

Pietro di Benedetto of the Franceschi, more commonly known
as Piero della Francesca,' was born at Borgo San Sepolero in
Umbria, on the Western face of the mountain chain which parts
Tuscany from the old duchy of Urbino and the States of the
church on the Adriatic coast. He might have reached the twen-
tieth year when he laboured at Florence, and the date of his birth

*1 Both the appellation ““ dei Franceschi’ and * della Francesca '’ occur in

contemporary records. See GRONAU, in Repertorium fiir Kunstwissenschaft,
xxiii., p. 392 sgq.



2 PIERO DELLA FRANCESCA [cE.

may therefore be fixed about 1415-20.) The master who first
instructed him is not known, but future investigation may prove
that he was in early years apprentice to a painter who wandered,
after the constant fashion of his countrymen, from Siena to the
eastward, in search of employment.2 His good fortune brought
him in contact with Domenico Veneziano, whose residence at
Perugia in 1488 has been described; and by Domenico he was
employed, in 1489, on the frescos of S. Maria Nuova at Florence.?
How long he may have remained with this master is uncertain.
We have no clue to the story of his life after 1489 till his appear-
ance at Rimini in 1451;* but we judge from his style that he
tempered its Umbrian features with Florentine character. His
masterpieces alone prove him to have been endowed with great
penetration and powers of reflection, prone to fathom abstruse
science, and capable to search and co-ordinate the secrets of
nature. He enjoyed a happy conjunction of the talents which
adorned the Van Eycks and Leonardo da Vinei.®

Thrown into relations with one of the realistic Florentines, he
entered into the study of reality with an ardour equal to that of
Domenico Veneziano, Andrea del Castagno, or the Peselli, making
their style his own without a thought for selection, assuming their

*1 We now know that Piero della Francesca was buried in the Badia (now
Cathedral) of Borgo San Sepolero on October 12, 1492 (CorAzzINI, Appunti storict
filologici su la valle tiberina, Borgo San Sepolero, 1874, p. 62). If VasArr be
true in stating that Piero died at the age of eighty-six (ii., p. 501), the date of his
birth would thus have to be fixed at 1405 or 1406. Vasar1 is, however, often
inaccurate in statements of this kind, and it is quite possible that Piero was born
at the time suggested by the authors.

*2 There are two Sienese masters who may be considered to have had a large
share in moulding the style of Piero della Francesca. One is Domenico di Bartolo,
whose polyptych of 1438 at Perugia—whether it was painted in the latter city
or not—must have been known to Piero; and the other is Sassetta, who between
1437 and 1444 executed an altarpiece for Borgo S. Sepolcro. In types and forms,
system of design, and scheme of colour, Piero’s works show numerous reminis-
cences of the paintings of these two artists.

*3 See antea, iv., p. 140. * 4 Compare postea, p. 5, n. 2.

5 One may observe that Fra Luca Pacioli, whose intimacy with Piero della
Francesca is acknowledged by himself, became known as a mathematician, and
in his later years (1496-99) remained at Milan in constant communication with da
Vinei, who thus, no doubt, learnt much of his science through Pacioli from Piero.
(See Divina proportione, Venice, 1509, p. 28, v. ch. vi, of the Trattato dell’ archi-
tettura).
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coarseness and energy, with some of the more refined quality
perceptible in Paolo Uccelli. Without rising much above a
common conventionalism apparent in the constant reproduction
of a type affecting Moorish rather than European forms, he still
reveals, in composition as well as in figures, some of the massive
grandeur of the Florentines. With more science than Uecelli or
Mantegna,! he turned his knowledge of linear perspective to ad-
mirable account, and learnt not merely to represent, but to
measure planes at right angles to the picture, setting his figures at
their just proportional height in the most advantageous situations.
He applied the severest geometrical laws, in ascertaining the rela-
tive proportions of figures to each other and to their stations
in a given room.2 But he did not rest even there; he was the
forerunner and superior of Domenico Ghirlandaio in the mode of
projecting shadows. Calculations of the comparative values neces-

1 Mantegna did not push the application of linear perspective to the human
body farther than Piero della Francesca. His figures are firm on their plane
and proportioned to surrounding objects, but lean, angular, and without the
grandeur of the Florentines. Still his talent and application were great, and his
works were studiously analyzed by Raphael.

2 The late lamented E. HarzeN had the good fortune to discover in the Ambro-
siana at Milan, under the false name of * Pietro Pittore di Bruges,” Piero’s
treatise on perspective, from which it appears that he had already settled the point
of distance as measuring point for rectangular, horizontal and vertical planes.
He accurately described the relation of distance to the diameter of the equilateral
cone of rays as similar to that of the height of an equilateral triangle to its side.
(See HARZEN’S paper on Pietro degli Franceschi, in Archiv fir die zeichnenden
Kiinste, u. 8., p. 241.) [* Beyond the MS. (in Italian, and probably dating
from the second half of the sixteenth century) which was known to Harzen,
there exists another version of this treatise (in Latin, and dating from the end of
the fifteenth century) in the same library. Yet another (in Italian, and also
dating from the end of the fifteenth century) is in the Biblioteca Palatina of
Parma ; others still are in the Bibliothéque Nationale in Paris (Latin, sixteenth
century), in the British Museum (dated 1531), etc. (see JANITSCHEK in Kunst-
chronik, ser. i., vol. xiii., col. 671; WrrriNg, Piero det Franceschi, Strassburg,
1898, p. 192). The Parma codex has been published in full by Dr. C. WINTERBERG
(Petrus pictor Burgensis de Prospectiva Pingends, 2 vols., Strassburg, 1899). Another
treatise by Piero della Francesca, Libellus de Quingue Corporibus Regulari-
bus is preserved in a MS. in the Vatican Library. (See JORDAN, in the Berlin
Jahrbuch, 1., p. 112 sqq. ; and WINTERBERG, in Repertorium fir Kunstwissenschaft,
v., p. 33 89q9.)]

The authority of old writers is unanimous in favour of Piero’s knowledge of
perspective, and none more clear than that of CesaRE CEsariaNO, Vitruvius
fol., Como, 1521, note to’p. x.
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sary for the due distribution of light and shade were familiar to
him, and we may conjecture that he assisted his experiments by
the aid of artificial light in dark spaces. Yet he seldom concen-
trates light, but gives each tint its proper local depth in exact
proportion to its distance within the plane of the picture, thereby
differing from those who condense light on one spot and throw the
rest into comparative obscurity.! The natural result of this
gcientific acquirement in Piero was an elaborate certainty in
the rendering of atmosphere. Without breaking up tones gradu-
ally according to distance, he was sure of the variation produced
in primaries by the effect of remoteness.2 The juxtaposition of
two colours is never attended with any startling or brilliant
contrast as in the Van Eycks; and the rules of harmony are
equally maintained in the foreground and background. At the
same time, the effect of the application of all these laws is perfect
in the relief and natural projection of every object. If in the
delineation of the human frame upon which these laws of relief
and colour were carried out, Piero does not rise above the level
of Paolo Uccelli, if he shows occasional negleet,® and sometimes
falls into the angularities noticéable in the painters of Perugia,
Foligno, and Gualdo, his architecture is admirable in taste, in pro-
portion, and in ornament; and he is so peculiarly great in this
respect that his perspective of edifices in S. Chiara at Urbino has
been assigned to Baccio Pontelli and Bramante.4

To complete this sketch of Piero della Francesca one grand
feature remains. The mediums introduced into painting by the
Peselli and Baldovinetti, known to Domenico Veneziano, improved
by the Pollaiuoli and Verroechio, went through a new and clean

1 A drawing by Piero of the angel appearing to Constantine,—sketch for a
fresco in S. Francesco of Arezzo, once in the Ottley and afterwards in the Lawrence
collection, was so effective that it was assigned to Giorgione. [* This drawing
is now in the Print Room at the British Museum ; but it is undoubtedly a copy
after, and not a design for, the painting, executed probably late in the sixteenth
century.] :

2 This naturally presupposes and is intended to convey that he was perfectly
aware of the laws of harmony in colours.

3 He frequently gives the mere undressed block of a leg for instance. It is,
however, true in action.

¢ The style and proportion of Piero’s architecture, the taste of its ornament,
are equal and perhaps superior to those of Domenico Ghirlandaio.
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crucible before they were perfected by Leonardo da Vinei and Fra
Bartolommeo. It was Piero della Francesca who performed this
necessary and meritorious operation. He carried out improve-
ments in the mode of oil ecolouring that place him next in Italy
to Antonello da Messina, not because he followed the Van Eyck
method introduced by the Sicilian, but because he added some-
thing like perfection to the system of the Florentine innovators.
And thus we have before us a vast genius who only wanted the
quality of selection to be one of the greatest men of his country.

It is said that Piero della Francesca and Domenico Veneziano
once laboured together in the sacristy of S. Maria di Loreto,* and
that, frightened by the appearance of the plague, they abandoned
their work and the neighbourhood in all haste. According to a
conjecture derived from the knowledge that the plague raged in
the Marches between 1447 and 1452, it has been supposed that
Domenico and Piero were residents at Loreto within those years.
The statement is hard to deal with, because the only paintings
in Loreto are those of Signorelli.2 Again, if Vasari be reliable,?
Piero was called to Rome in the Pontificate of Nicholas V.,
and competed with Bramante of Milan in two frescoes adorning
the Camere, which were thrown down for Raphael by Julius II.;
but it is extremely doubtful whether this competition took
place, if it took place at all, in the Pontificate of Nicholas V.4

1 Vasary, vol. ii., pp. 495, 674.

*3 In 1442, Piero is known to have been one of the Consiglieri del popolo at
Borgo S. Sepolero (see EVELYN FraNcEscBI MARINI, in L’Arte, xvi. 472), On
June 11, 1445, he received from the Compagnia della Misericordia of that city
an order for an altarpiece (now in the Communal Gallery of Borgo San Sepoloro),
which was to be finished during the next three years. Compare postea, p. 12 sq.

3 Vasari, vol. ii., p. 492, states this fact, and adds that, before throwing the
frescoes down, Raphael had several portraits in them copied, and thus saved the
likenesses of Niccold Fortebraccio, Charles VII, of France, Antonio Colonna
Prince of Salerno, Francesco Carmignuola, Giovanni Vitellesco, Cardinal Bessarion,
Francesco Spinola, and Battista da Canneto. Compare also Vasarr, iv., p. 329.

*4 Ag get forth in CrowE and CAvVALOASELLE’S History of Painting in North
Italy (ed. BorENIUS), ii., pp. 333 and 340, note 2, what Vasari really wishes to
convey in the passage referred to is that Bramantino (not Bramante) completed
or restored the paintings executed by Piero della Francesca in the Camera dell’
Eliodoro during the reign of Nicholas V. (1447-55). Professor ScuMARsOW
(Melozzo da Forl?, Berlin and Stuttgart, 1886, p. 235 sgq.) adduces some reasons
for thinking that these frescoes were painted during the reign of Sixtus IV.
(1471-84), and ascribes them—without sufficient reason, as it seems to me—to

Melozzo da Forli.
Y.—B
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In 1451 Piero was serving Sigismondo Pandolfo Malatesta of
Rimini, a truculent soldier whose cruelty and wile are equally
celebrated, and a patron of architects and painters; and Rimini
owes to him the erection of the church of S. Francesco.!

On one of the walls of this edifice Malatesta may still be seen
with two couchant greyhounds at his heels kneeling before the
throned saint Sigismund of Burgundy ; and on the lower border of
a frame, imitating the pure antique, are the words:

“BSanctus Sigismundus. Sigismundus Pandulfus Malatesta
pan. f. Petri de Burgo opus. MCCCCLI.” 2

A lofty simplicity, a perfect adjustment of proportions in the
figures and in their relation to the classic intercolumniation of
the background, reveal the talent of Piero at this period. His
drawing, pounced from a cartoon on a very smooth surface, is of
Leonardesque preeision, his flesh colour is painted in thin, cool
tones of yellowish light, shadowed with a transparent inky grey
stippling. As a profile portrait nothing truer can be desired,
except that perhaps the joined hands are flat and short and
generalized in form. The face of the enthroned king is vulgar in
type. But the architecture rivals in taste that of Alberti, who
planned the church.?

Whether, after this, Piero betook himself to Pesaro, where
Galeazzo Malatesta was Governor; whether he laboured at An-
cona,* may possibly remain doubtful; but a certain correspond-
ence of style and of handling suggests that the choir of 8. Fran-

1 See records as to Leon Battista Alberti and Pasti’s share in the erection of
S. Francesco of Rimini in Alcuni documenti, w.s., pp. 9-12. [* Compare also
¥F. SEirz, S. Francesco in Rimini, Berlin, 1893, and the account of Professor C.
Ricer’s discoveries in this church in the Bollettino d’ arte, vi., p. 124 sqq.]

2 A medallion at the side of the picture represents a castle, and is inscribed :
“ Castellum Sigismundum ariminensis E. MCCCCXLVL” (See also Vasarr,
vol. ii., p. 491.) )

3 The figure of Sigismund of Burgundy on a seat, is not nimbed ; and the head
is covered with a lappet cap. The blue mantle is partly scaled, and partly renewed.
Part of the colour of the legs is gone likewise. The distance, being repainted, is
damaging to the harmony of the whole. The dress of Malatesta is injured. The
pouncing of the original design may still be traced beneath the original colour.

4 Vasarr, vol. ii., p. 491. [* In another place (ii., p. 498) VAsarI states that
Piero painted for the altar of St. Joseph in the Church of San Ciriaco at Ancona
‘“ in una storia bellissima lo sposalizio di Nostra Donna.’]
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cesco at Arezzo was decorated by him shortly after the com-
pletion of Malatesta’s votive fresco at Rimini.

The legend of the cross which Agnolo Gaddi had illustrated in
S. Croce at Florence was that which now gave occasion to Piero
to display the versatility of his powers.

In the lunette to the right the death and burial of Adam form two
distinct subjects, parted from each other by a tree. The dying man
is supported by Eve, whose hanging breasts indicate an advanced age;
and three other naked figures represent the children of the first man.
The burial to the left is an animated composition of ten figures. Both
scenes are connected with the legend by the tradition variously stated
in different books,? that the seed or a bough of the tree out of which

*1 Luca Pacioli, as we shall see, mentions that Piero worked at Bologna and
Ferrara ; VASARI passes over his works at Rimini in silence, but states (ii., p. 491)
that, having gone to Pesaro and Ancona, he, in the midst of his work, was called
by Borso I. of Este (1450-71) to Ferrara, where he painted frescoes in the
Palazzo Schifanoia and in the Church of Sant’ Agostino. The existence of the
frescoes by Piero in the latter building is also recorded in a MS. description of
Ferrara, dating from 1585 (see CAMPORI, in Aiti e memorie delle Deputazioni di
storia patria per le provincie modenesi e parmensi, ser. iii., vol. iii., p. 556), but
both these paintings and those which he executed at the Schifanoia are now lost.
In view of what Vasari says, one is naturally apt to think that Piero went to
Ferrara in or soon after 1451, when, as we have seen, he was working at Rimini,
which lies so close to Pesaro and Ancona. It is, however, needless to point out
how little trust can be put in the chronology of Vasari. Another remark of his
bearing on this question will be found in the Life of Galasso, where it is said
(iii., p. 89) that this painter, having seen how well remunerated Piero della Fran-
cesca, was by the Duke, and how honourably he was treated at Ferrara, devoted
himself, after Piero’s departure, with such zeal to painting as to achieve a good
name at Ferrara. Now, Galasso can only be traced at Ferrara up to 1453, after
which year he went to Bologna. It seems also natural to date Piero’s activity
at Bologna some time about 1451, although it must be remembered that as late
as 1482 we find him renting a house at Rimini (see postea, p. 23, note 2). How-
ever all this may be, he is known on documentary evidence to have been at Borgo
San Sepolero on October 4, 1454, when he was commissioned to execute a picture
for the high-altar of the Church of Sant’ Agostino in that city (see MILANESI, in
Il Buonarroti, ser. ii., vol. il., quad. v., p. 141). The picture was to be finished
within the next eight years, and from the length of the period thus fixed it seems
natural to conclude that he was engaged on some great undertaking—in all prob-
ability the frescoes in San Francesco at Arezzo (compare the Italian edition of
this work, viii., p. 204 sgq.). These are known to have been finished by De-
cember 20, 1466 (cf. postea, p. 9, note 2).

At some date before 1466 he must have been at Urbino (¢f. postea, p. 19,
note 1).

* 2 For a full account of it, see Mrs. JaMESON’s History of Our Lord (London,
1865), ii., p. 385 sqq.



8 PIERO DELLA FRANCESCA [ca.

the cross was to be hewn, being that of the tree of life, had been granted
to Seth, and either sown beneath the tongue of Adam or planted on
his tomb; and that, growing to a noble size, it was hewn down by
Solomon, and formed into a bridge over a stream. Its sacred nature
was revealed to the Queen of Sheba, whose arrival and reverent prayer
by the bridge, in the presence of her followers, is, together with her
reception by Solomon, the subject of two frescoes, side by side in the
course below the first lunette. In the lowest space of the same side
the whole room is taken up with a view of the battle between Con-
stantine and Maxentius. _

The lunette of the end wall is only adorned with two grand figures
standing at each side of the window—one to the left gesticulating with
his hand as he speaks, the other at rest and haunched, but now much
injured. Inthe course below this, to the right of the window, labourers
busy with the raising of the cross! are depicted with realistic truth;
whilst to the left of the window i8 an equally natural group of men
hauling up a figure with a crane out of a well.? Beneath these two
subjects are the vision of an angel to Constantine, who appears lying
in his tent with an attendant slumbering at his bedside, and two guards
at the entrance; and the Annunciation.

In the lower course of the left side are seen the battle between
Chosroes, King of Persia, and Heraclius, Emperor of the Romans, for
the recovery of the cross, and the execution of Chosroes, the upper space
being filled with the finding of the cross before St. Helen, and the proof
of its miraculous power by the raising of the dead man. The lunette
(much injured) represents the progress of Heraclius into Jerusalem.
In the left pilaster of the entrance arch, the soffit of which still pre-
serves some figures by Bicci (two saints above the cornices being
by Piero), a Cupid resting on his bow stands above two superposed
saints, a Bishop, and Peter Martyr (balf gone). The right pilaster
is empty, with the exception of part of an angel in the lowest
space.

Though injured in a great many places, these frescoes have not been
retouched, the spots where intonaco has fallen being simply filled in,
whilst the painted frames have been renewed.

* 1 Or perhaps bringing the sacred beam to the Temple at the order of Solomon
(WirTING, .8., P. 62).

*2 The figure who is being hauled up is Judas, a Jew, who did not want to
disclose to St. Helen where the true cross was buried. He was therefore cast
into a dry well, and left without food. For six days he held out, but on the seventh
be revealed his secret.
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L] FRESCOES AT AREZZO 9

Following close on the comparatively feeble Bicei, who had
only completed a ceiling and part of the frieze at the entrance,
Piero deserved to be well rewarded by his patron, Luigi Bacei of
Arezzo,2 who had fortunately exchanged the ordinary productions
of a low Giottesque for the more perfect ones of a great painter.
Following the technical system of drawing and colour which he
had already applied in S. Francesco at Rimini,® Piero distributes
his groups and distances according to the laws of linear and aerial
perspective with a science and certainty only equalled later by
Leonardo, and with a startling reality of truth in effects, both of
relief by light and shade, and of harmony by juxtaposition of
tone. Treating the human figure as a mere geometrical unit, he
neglects idealism of type or selection of form, contenting himself
with realistic portraiture, with the conscientious reproduction of
shapes, weighty of frame and of limb, coarse in hand and foot,
but admirable as illustrating anatomy and instantaneous action.
Piero is the best painter of nudes in his age, and not inferior in
this sense to Masaccio or to Ghirlandaio. If his impersonations
lack comeliness, spirituality, or idealized benevolence, they are
dignified in mien and cleverly individual. Draperies realistic
and broken are still broad in treatment. An illustration of
his power of individualizing, and his talent for nude, may
be found in Adam’s death, where one of the youths, with
his legs crossed, leaning on a staff, is almost equal to a
figure by Signorelli. The keen perception of natural mo-
mentary action is shown in Adam’s burial,4 the Florentine
quality of grand composition in the arrival of the Queen of
Sheba.

The battle between Constantine and Maxentius, where the

! See antea, ii., p. 275 ¢., Bicei, and VAsarI, vol. ii., p. 56.

2 VasArz says it was painted for him (vol. ii., p. 495). Rumonr doubts, on in-
sufficient grounds, the authorship of Piero (Forschungen, vol. ii., p. 336). It is
proved in a record of 1466, in which the artist is chosen to paint a standard by the
company of the Nunziata at Arezzo, and the mention of his name is made as
follows: ‘“ Maestro Pietro di Benedetto dal Borgho Santo Sepolchro maestro
di depigniere ; il quale a dipinto la chupola maggiore di San Francesco d’ Arezo
(GABTANO MILANESI in Giorn. stor. degl. arch. tosc., u.s., 1862, p. 11).

3 Le., the drawing pounced from cartoons on a very smooth surface, liquid
tones of a yellow-red in flesh ; light, inky grey shadows stippled on.

¢ Distant episodes here are all much injured.
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goldiers of the latter are driven in disarray over a stream, is a
meélée of combatants and fugitives on horseback, in which, with-
out the confusion which marks the fights of Uccelli, Piero allows
us to perceive that he has not as yet mastered the forms of the
horse in quick motion.

The absence of comeliness in females is proved by the Virgin
of the Annunciation, whose common type, affecting a superhuman
gravity,—whose costume, of the painter’s own period, are more
natural than suits the elevation of the subject. The angel with
his wiry locks is not a celestial apparition. Nor is the Eternal
rendered with any elevation. :

The portraits in the group of the execution are excellent; and
if in general the human form has little suppleness, it is not dis-
figured by such conventionalisms as we find at later periods. The
types are peculiar, the costumes often singular; and had Vasari
related of Piero that he was once a captive in Barbary, we should
have believed him.

But Piero excites our surprise and admiration in the Vision,
in which an effect of light and a daring foreshortened view of an
angel, give a double attraction to the picture. The effect is
similar in principle to that in the liberation of St. Peter at Rome,
which Raphael conceived, no doubt after he had studied Piero’s
masterpieces.! There are but traces of the head and wings of
the heavenly messenger ; but the hand and arm remain, and
explain the general movement, which rivals in boldness that of
Uccelli’s Eternal in S. M. Novella.2 The light dress of the figure,
the yellow cone and sides of the tent whose shadows are tinged
with red as they verge into the blackness of complete obscurity,—
the powerful cool tone of the dark interior giving the idea of night,
relieved by the lined white and blood-red coverlet of the Emperor’s
bed,—the twilight on the sleeping soldier in front, the alternation

U Perhaps an effect of light and shade similar to this at Arezzo adorned the
space which Raphael afterwards filled with the liberation of St. Peter, that
subject being painted on the wall previously occupied by a work of Piero’s. This
reflection has already been made in an able article on Raphael and Gio. Santi in
the Quarterly Review, vol. Ixvi., No. exxxi., p. 8.

2 Dr. GAYE, in Kunstblatt, No. 85, 1836, treating of this piece, affirms that there
is no angel in the dream of Constantine, and takes the mutilated one stiil there for
an eagle !
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L] FRESCOES AT AREZZO 11

of light and shade in the two sentries,—the shadows projected
in a manner appropriate to a scene thus illumined, all combine
to give an effect similar to the reality. The edge lights, or broad
shadows, such ag that cast on the face of the soldier to the right
by his helmet, are truth itself; yet throughout, the proper balance
of chiaroseuro is maintained, and the drawing is rapid, bold and
correct. No one can wonder at the design for this fresco being
taken for one by Giorgione. It might have been assigned with
equal propriety to Correggio or to Rembrandt.

Assuming, as we must, that this great series was commenced
after the death of Bicei di Lorenzo in 1452, we are led to judge
from the general similarity of its execution with the fresco of
Rimini that it was completed shortly after, and that Piero della
Francesca resided at Arezzo during 1458 and 1454.2 The traces
of hig activity are, however, not confined to the choir of S. Fran-
cesco. A crucified Redeemer between the Virgin and St. John the
Evangelist, in a chapel to the right of the portal, betrays the less
able hand of an assistant in Piero’s school;® but a standing figure
of the Magdalen, between the Tarlati monument and the door of
the sacristy in the Duomo appears to have been painted on the
wall by the master himself. She stands life size in a richly orna-
mented niche of feigned marble, with the cup in her left hand
and the drapery of her mantle in her right; and long locks fall in
the usual thorny style to her shoulders. The mass of light and
shade is grandly distributed, and thus we have a work worthy of
being cited amongst the fine ones of the master.

From Arezzo to Borgo S. Sepolero is no great distance. Twenty-
five miles is the utmost that separates the two places, and our artist
may have resided in his native town and kept his family there
when busy in person elsewhere. Records and pictures are still
extant to prove that numerous commissions flowed in to him
during a course of years at Borgo S. Sepolero. An order for an

1 The sentry in armour, to the left, is in shadow, resting on his lance, and turns
his back almost completely to the spectator. The sentry to the right is also in
armour, and part of his right leg, with a portion of the floor close by it, is repainted.
The same mishap has occurred to the right leg of the sitting soldier.

*2 Cf. antea, p. T, note 1.

3 An inscription below the Crucifixion runs: *Hwc cappella atio Dii
MCCCCLXIIL.”
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altarpiece from the brothers of the Compagnia della Misericordia
in that town is said to exist, and may possibly be found at a
later time.! The piece to which it refers, rebuilt in a modern and
tasteless shape, remains in the church of the hospital occupied by
the fraternity before its suppression.2 It affords an example of
Piero’s skill in the handling of the Florentine oil medium, and
proves more clearly than the frescoes of Arezzo the mixture of
Umbro-Sienese and Florentine character forming his peculiar
style.

The altarpiece in its present shape is a large wooden screen, in the
midst of which an arched rectangle contains the Virgin of Mercy under
whose cloak kneel groups of males and females of various degree.’
The screen rests upon four arched niches, in which SS. Sebastian, John
the Baptist, a nameless saint, and Bernardino, are depicted,* and the
whole on a predella, which belonged to another picture,® representing
Christ’s burial, between the Flagellation and Christ in the garden, the
Marys at the sepulchre, and the Noli me tangere. The old predella
containing eight saints, amongst whom are SS. Benedict, Jerome,
Anthony of Padua, Francis, Dominic, and three others ;*—the Virgin
and the angel annunciate of the side pinnacles, have been built up into
pilasters at the side of the frame containing the Virgin of Mercy, whilst

* 1 This record has been published by MiLANEs1 in Il Buonarroti, ser. iii., vol. ii.,
quaderno iv. (Rome, 1885), p. 116. We learn from it that the altarpiece was
ordered on June 11, 1445, and is thus perhaps the earliest extant work by Piero.

2 The fraternity was found to have been an useful one, and was allowed to revive
after the suppression. Its church had meanwhile been converted into an hospital,
and in order to avoid further change, the company were located in their present
Church of S. Rocco. On the pilaster of the altarpiece a panel at each side of a
row of four saints contains the company’s monogram, M. I. A. [* This altarpiece
is now in the Communal Gallery at Borgo San Sepolcro. The panels have again
been put together as they were originally. This arrangement is shown in the
annexed reproduction.]

3 The Virgin stands with a heavy crown on her head in a blue mantle (repainted
in the lights). Beneath her arms and under the cloak, females stand erect to the
right, and kneeling to the left, a penitent of the compagnia amongst the latter.

¢ These saints are injured, and the colour is cracked on the surface of the panel.
The lower parts are mutilated, or covered by the predella.

*5 This is not the case. It has always belonged to this altarpiece, of which
it is no doubt the feeblest part, practically entirely the work of assistants.

¢ These saints are all more or less injured. [* These panels were never part of
the predella, but were arranged at the sides and the top of the altarpiece, as shown
in the reproduction.]
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r.] ALTARPIECE AT BORGO S. SEPOLCRO 13

the central pinnacle overtops the whole edifice, and holds a crucified
Saviour between the Virgin and Evangelist, in the exact form of that
in San Francesco at Arezzo.

The whole of this piece, with the exception of the predella scenes
which seem more in the tempera method than the rest, is painted
in the mixed system already noted in the life of Domenico Vene-
ziano, improved in gome measure by Piero, and still further per-
fected in his latest examples. The Virgin, whose type as usual
lacks comeliness, is still fine and grave. The females at her sides
are graceful portraits, whilst the males, also impressed with a
powerful stamp of nature, are moulded in a form reproduced on a
lower scale by the school of Gubbio and the painters of Gualdo
and Camerino. Equally fine are the saints in the pilasters,
though vulgar types. A threatening glance in the open eyes and
a realistic precision in the extremities, not characteristic of a
painter educated solely in the Florentine school, reveal an inspira-
tion derived from Siena. The mixture of Sienese character and
the Florentine coarseness of Andrea del Castagno is marked like-
wise in the vulgar crucified Saviour, and in the somewhat extrava-
gantly posed Virgin and Evangelist. A still greater want of selec-
tion is sensibly felt in the St. Sebastian and John the Baptist,
whilst Umbrian or Sienese spirit of composition, type, and action
are most conspicuous in the predella. Yet the whole work is
Piero’s, aided perhaps in the less important parts by pupils.

A surprising softness and fusion of colour of an equal brown
tinge marks the flesh tints in the Virgin, in the figures at her feet,
and in the pilaster saints; and the higher surface of the shadows
explaing the process of handling, which is carried out on the same
gystem in draperies of powerful primary or secondary tones,
glazed with half body colour, and bright with the brightness of
Van Eyck, Antonello, Titian, or Giorgione.

Whilst Piero thus reveals the mixed nature of his manner in a
picture which introduced the system of the Florentine innovators
into Umbria, he gives another illustration of his fancy for Sienese
typical compositions in the resurrection of Christ, a fresco adorning
the old Palazzo de’ Conservatori at Borgo S. Sepolero, now the
Monte Pio.! Following the arrangement of an artist, (probably

U This fresco is noticed by Vasarr, vol. ii., p. 494 sq.
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Niecolo di Segna) who in earlier years-had used this subject at
S. Chiara, a monastery in this very city,! Piero depicts the four
guards, weighty and grandly presented in armour, asleep, in
telling attitudes, one of them admirably foreshortened in front of
the sepulchre, inside of which the Saviour has risen in his winding
sheet, and grasping the banner, has a foot already on the ledge.
It is apparent that the great object of the artist was to make the
figure of Christ prominent in spite of its station on a more distant
plane than the guard; he succeeds in his intention by keeping the
tones of the foreground and landscape distance low. The Saviour
whose winding sheet is drawn round over the left shoulder, leaving
the torso and right arm bare, is at once realistic and colossal, and
imposing as in the old Byzantine Sienese examples founded upon
the antique. The parts are modelled with anatomical truth.
But the type of the face is Moorish, with full lips, straight broad-
barrelled nose, and hollow eyes, whilst the extremities are coarse
and common. More striking for the seience which it displays
than pleasant to the view, this resurrection is painted with a
breadth almost conventional, and in great relief, the various
planes of light and shade being precisely defined and mapped out.
The broken folds of draperies, of double stuff, recall those of
Benozzo, and are glazed in shadow over the local tone, a system
pursued in the flesh tints with equal success.?2 Greater freedom of
hand, more impasto, suggest a later period for this piece than for
the frescoes of the choir of Arezzo.

Less uncertainty as to time is created by the fresco of St. Louis,
originally painted by Piero in the Regio Tribunale of Borgo S.
Sepolero, now in the * Comune,” and dated 1460°—a mutilated

*1 Compare antea, iii., p. 29 sq.

2 The Saviour’s mantle is glazed red, the shadows a deeper glaze of the same.
It is unfortunate that very little light should flow into the place where the fresco
is placed ; and it can only be studied with difficulty. [* In these matters a change
for the better has now taken place, the fresco being seen very well in the room it
adorns, and which is mainly used for the purpose of showing it.}

3 The inscription runs thus when freed from abbreviations:  Tempore nobilis
et generosi viri Lodovici Acciaroli pro magnifico et eccelso populo Florentino
rectoris dignissimi capitanei ac primi vexilliferi justitie populi aere Burgiano
MCCCCLX.” The lower part of the figure is gone. On a frieze of the archi-

tectural background are the letters of the name Lodovicus. [* This fresco has

now been brought to the Communal Gallery. The dedicatory inscription is no
longer to be seen.]
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piece representing the saint in the mitre and robes of office and
holding the crozier and book.

We have described in the Peselli the somewhat artless use of
viscous and lustrous colours tempered with a new medium; in
the Pollaiuoli, the introduction of a mode of glazing with the same
vehicles transparently or in half body. Piero della Francesca
gave a new impulse to the whole system.( Instead of painting
flesh tones of a certain monotonous value and marked by a diffi-
culty of fusion in the passage from light through semitone to high
surface shadow, he took advantage of some successful improve-
ment in the liquefaction of the hitherto viscous medium. The
certainty of this is derived from earlier and later examples of the
master’s skill, in which the flesh tints, instead of obtaining light
from within—i.e., by the brightness of the underground piercing
the superposed tone—receive light from outwards, being prepared
at once in a sort of dead colour, modified afterwards by half-
bodied preparations and final transparent glazes. The lights and
shadows are always given over the local flesh tone, and are thus
more plentiful on the panel, the whole gaining a lustrous and
pinguid aspect of much brightness. The primary colours of
dresses temper each other judiciously because of the perfect pro-
portion of their tone in the general harmony. The sky and dis-
tances are prepared so that the lighter portions (paths, for in-
stance) should receive light from the white underground, this
quality being attained by the use of hardly perceptible glazes;
whilst the parts less flimsily touched over are still mellow, easily
spread, and free from excessive pastosity. It is thus clear that
Piero had gained the knowledge of many of the improvements
which contributed to the greatness of the Van Eycks and Anto-
nello; and that without revealing any material contact with
them, he had gained possession of a great advantage in the
use of vehicles less viscous, more manageable and paler than
those of the Pollaiuoli and Peselli. He came nearer than
any of the Florentines to the Flemish and Sicilian innovators
in feeling for colour as well as in the technical manner of
applying it.

Of great value as a genuine production of Piero is the Baptism
of Christ in the National Gallery, formerly part of an altarpiece in
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the priory of S. Giovanni Evangelista-at Borgo S. Sepolero, of
which the remainder is by another hand.!

Christ stands in the stream, in the centre of the picture, whilst John
pours the water on his head. Three angels wait to the left, and behind
the Evangelist a proselyte strips. In the distance four figures in
Oriental dress stand and cast reflections into the water of Jordan. A
garden and the town of Borgo S. Sepolcro form the background.

A serious drawback to the enjoyment of this picture is the
abrasion of its colour and its reduction to the condition of a
preparation such as we might expect to see in an unfinished work
by Correggio; but in form, in type, in study of nude, Piero proves
his mastery in giving elasticity to flesh and muscle. His carelessness
of aught but correctness of action ig shown in coarse extremities,
his partiality to the antique in somewhat academic figures.2

We are in possession of the original contract in which the
brethren of the company of the Nunziata at Arezzo ordered a
standard of Piero to be adorned with a Virgin and angel annunciate
in December, 1466; and one of the clauses of that contract is
most important, as it states that the whole picture shall be
“ worked in oil ” (lavorato a olio).?

*1 J.e., by Matteo da Siena; ¢f. postea, p. 143, n. 1. Matteo’s paintings would
seem, for reasons of style, to have been executed some time before his Virgin and
Child with Saints in the Pienza Gallery, on which he is known to have been at work
in 1462. See HARTLAUB, Maiteo da Siena, Strassburg, 1910, p. 47 sg.

2 London National Gallery, No. 665, Wood, tempera, 5 feet 5} inches by
3 feet 94 inches ; bought in 1861 at the sale of the Uzielli collection.

3 We may here take occasion to exclude from the catalogue of Francesca's works
the following: London, National Gallery : a portrait, No. 585. This is a fine
profile, but not certainly by Piero della Francesca. It has a Florentine character,
with something akin to the art of one following the style of Uccello’s battle
pieces, the style of drawing being an advance upon his.

London, Late Barker collection: & portrait. This or the foregoing may, as
stated, represent Isotta; that both should do so is impossible. That of Mr.
Barker is said to resemble the likeness on Pisano’s medal. However that may
be, the style of this picture is not such as to convince us of the correctness of the
attribution to Piero della Francesca. It is, however, a good example of Italian
art. [* This portrait is now in the collection of Sir Frederick Cook, at Richmond.
The features of the sitter do not resemble those of Isotta.]

London, Mr. Drury Lowe. This portrait is a good one, in the spirit of the
Umbrian manner, mixed with that of Piero. It was exhibited (No. 48) at Man-
chester. It is not by our artist, and we may bave occasion to notice it in the
Life of Giovanni Santi.
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When the brethren sent from Arezzo to Borgo S. Sepolero for
their standard in November, 1468, they found that Piero had
left the town in June, 1467, and had taken up his abode in the
neighbouring place of La Bastia, in order to avoid the ravages of
the plague.! Their satisfaction at the result of his labours was
simply and warmly recorded, and they relate how the brotherhood
turned out on the following Sunday with their new purchase at
the head of a solemn procession; and the public voice of Arezzo
proclaimed that Piero della Francesca had done his duty; a
verdict which their present posterity is unable to ratify, because
the picture has perished.2

It may have been in the course of these years that Piero con-
ducted to a successful termination a small panel containing the
portrait of a man kneeling in prayer before St. Jerome, seated front-
wise, turning the leaves of a book, now in the Academy at Venice,
and authenticated by a signature. The distant landscape, en-
livened by a view of a town very like that of Borgo S. Sepolero,
the figures arranged in the relative positions of those in the
fresco of Rimini, are very characteristic of the master, and the
piece is on a level with that of the National Gallery, whilst the
drawing is pure and precise like that of Verroechio or Leonardo.
As for the person represented, it is clear from his attitude before
St. Jerome that that hermit was his patron; and this is confirmed
by the inseription at foot & * Hier. Amadi. Aug. P.” Norisit un-
likely, since we know the artist’s connection with Sigismund Mala-
testa, that this should be Girolamo, the son of Carlo Malatesta
of Sogliano, who, in 1464, married a daughter of Federigo of
Urbino.? The connection which shortly afterwards arose between
Piero della Francesca and Sigismund Malatesta’s consistent
enemy, the Duke of Montefeltro, might thus become more com-

*1 Tn the Registro di riforme of Borgo S. Sepolcro of 1467-68 there oceurs the
entry :  Maestro Pietro di Benedetto di Pietro pictore elettor del medico >’ (EVELYN
Franoescar MARINT, u.s., p. 472).

2 See all these facts in the records already cited in Qiornale storico degli archivi
toscani, 1862, pp. 9 and fol.

3 Venice Academy, No. 47. Wood, m. 048 h. by 0'39. On the trunk of a
tree to the left, bearing a crucifix, are the words: * Petri de Bfigo Séi sepuleri
opus.” Many of the glazes and finesses are gone, and the piece is now a slightly
tinted chiaroseuro. See for facts respecting Girolamo, Uaorint (¥.), Storia dei
Conti d’ Urbino, post 8vo. (Florence, 1359), vol. ii., pp. 27, 28.
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prehensible than it otherwise would be; although, in respect of
patronage, the experience of centuries proves that painters were
free to come and go through the territories, and welcome at the
Courts of princes bitterly hostile to each other.

Pausing for the sake of recording only that the Ascension of the
Virgin assigned to our artist in 8. Chiara of Borgo S. Sepolero,
though coloured in a low key of tempera like that of Piero,
suggests by its appearance the names of Gerino da Pistoia, or
Francesco di Cittd di Castello, artists whose style may be more
accurately defined hereafter,? we are led to inquire the time when

* 1Tn the Italian edition of this work (viii., 239, n. 1), it is justly pointed out that
the above inscription has been added later to the picture, perhaps after it had
become the property of a person named Girolamo Amadi.

2 This altarpiece in 8. Chiara (of old S. Agostino) has been assigned to Piero
della Francesca by the annotators of the last edition of Vasari (vol. ii., note 3 to
p- 493). It represents the Ascension of the Virgin between six playing and singing
angels. Below are SS. Francis, Jerome, Louis, and Chiara. In the distance are
the youthful Baptist, St. Thomas, and the twelve Apostles. It is a carefully
executed piece of feeble character. Francesco di Cittd di Castello, one of the
painters suggested in the text, has many features of the school of Perugino, com-
bined with a mode of drawing reminiscent of that of Piero della Francesca, his
figures being thin and angular. He approaches Perugino most in a picture at
Citta di Castello. [* The Assumption seen by the authors above the high-altar of
S. Chiara at Borgo San Sepolcro is now in the Communal Gallery of that city. We
know from a contemporary record that a picture for the high-altar of the above-
mentioned church, which at that time belonged to the friars of St. Augustine, and
was called S. Agostino, was ordered from Piero della Francesca on October 4, 1454.
The artist promised to finish it within the next eight years, and reference is made
to it as finished (‘ tabule . . . picte per dictum magistrum Petrum ’j on Novem-
ber 14, 1469, at which date Piero received a rate of payment (though not the last
one) for it (see Il Buonarroti, ser. iii., vol. ii., pp. 141 sgq., 218 sgq.). The subject
of this picture is not mentioned in the documents or by Vasari, who merely says:
¢ Nel convento dei Frati di Sant’ Agostino (Piero della Francesca) dipinse la tavola
dell’ altar maggiore che fu cosa molto lodata.”” It appears, however, from the
records of 1454 that it was a polyptych (* consignaverunt dicto magistro Petro
dictam tabulam sic pingendam et ornandam et figurandam gue est de tabulis compo-
sitam et laboratam de lignamine in dicta sagrestia solutam et factam fieri et fabricari
per dictum Angelum ”’). If this be so, the picture in question cannot, of course,
be identical with the Assumption at Borgo San Sepolero; and this seems un-
likely also from the faot that none of the principal saints represented in it belongs
to the Augustinian Order, and all to the Franciscan Order. We are therefore led
to conclude that the altarpiece painted by Piero for S. Agostino has disappeared,
and that the Assumption was brought to that church by the nuns of St. Claire
when taking possession of it in 1555. This would dispose of Sig. VENTURI'S
ingenious theory (see L’Arte, xiv., 54 8gq.), according to which the Assumption,
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our Umbro-Florentine made his way again across the hills to
the Eastern side of the crest dividing the Marches from Tuscany,
and received employment in Urbino. The records of the Brother-
hood of Corpus Domini assist us to solve this difficulty. They tell
us that Piero was invited in April, 1469, to paint an altarpiece,
and that the expenses of his journey were paid by Giovanni Santi,
the father of Raphael.X

The Duke of Urbino was at this time in the enjoyment of great
power and wealth. He was Captain-General of the Florentine
League — Florence, Naples, and Milan — against the Pope and
Venice. He had already begun vast architectural enterprises
under the direction of Luciano Laurana, a Dalmatian, it is
thought,? who was afterwards succeeded by the Florentine Baccio
Pontelli. Francesco di Giorgio was his adviser in the art of forti-
fication,® Santi one of the artists who most illustrated his state.
That such a man should employ Piero della Francesca when he
appeared under the auspices of Santi in Urbino was natural
enough ;4 and accordingly it seems that Piero, who is not known
to have carried out the commission for the altarpiece of the Corpus

which he considers to be identical with the picture mentioned in the records of
1454 and 1469, must be an early work by Perugino, executed in the studio of
Piero, since at so early a date the only * Peruginesque ’’ artist in existence was
Perugino himself.] PAssavaNT (Raphael, vol. i, p. 433) assigns to Piero della
Francesca an Ascension in S. Maria de’ Servi at Borgo S. Sepolero. ‘It is strange
that a man of his experience should have confounded the works of this great
master with a purely Sienese production. But see posiea, Benvenuto di Giovanni.

1 Santi enumerates Piero amongst his great Italian contemporaries (see
PuneILEONT'S Elogio stor. di Q. Santi, w.s., p. 73). The record of the latter’s
arrival in Urbino is in the same author, p. 75. [* There exists an elegiac by the
Carmelite Ferabd on a portrait of Federigo di Montefeltro by Piero della Fran-
cesca. Ferabd was at Urbino in 1466, immediately before he lived at Perugia
(1467-70), so that by this time Piero must at least have been once at Urbino.
(See CinqQuiNnI, in L’Arte, ix. 56.) By November 14, 1469, Piero was back at
Borgo San Sepolero (see antea, p. 18, n. 2).]

* 2 He was, without doubt, a Dalmatian. For full notices of him, see HorMaNN,
Bauten des Herzogs Federigo di Montefeliro als Erstwerke der Hochrenaissance, 1905.

* 3 Compare on Baccio Pontelli’s and Francesco di Giorgio’s activity at Urbino,
HorMaNN, u.s.

¢ Fra Luca Pacrour in Summa de Arithmetica calls Piero (Dedication of 1494
to Guidubaldo of Urbino) ““1’ assiduo de la excellenza V. D. Casa familiare *
(ap. PAsSSAVANT, Raphael, vol. i., p. 435), so that Piero was well known to two suc-
cessive Dukes of Urbino.
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Domini,? was soon at the service of Federigo, painting a Flagella-
tion, intended, it was said, allegorically, to illustrate the last
days of Oddantonio of Montefeltro,? and an apotheosis with
portraits of the Duke and his wife, Battista Sforza.

The melancholy fate of Oddantonio di Montefeltro is historie.
He perished with his minions, Tommaso dell’ Agnello of Rimini,
and the apostolic protonotary Manfredo de’ Carpi, under the
blows of men who in their age had at least the exceuse of revenge
for atrocious wrong to urge in mitigation of their actions.® It is
a tradition preserved by the historians of Urbino, that three
portraits of persons in local costume standing outside the portico
in which Piero della Francesca depicted the Flagellation, are like-
nesses of the murdered Prince and his advisers.* Others suppose
the persons to be Guidubaldo the father, Oddantonio, and
Federigo, his lawful and illegitimate sons. Be this ag it may, the
picture which Piero here completed on the innovating system is
the finest that he had yet produced. It is preserved in the
sacristy of the Duomo at Urbino, and represents Pilate seated on
his chair of state, under <ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>