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PREFACE

The object of this volume is to present a Catalogue Raisonné of the
works of Luca della Robbia. The monuments are arranged in chrono-
logical sequence together with their related documents and bibliography.
Some of the monuments and some of the documents are now published for
the first time. It has not been deemed advisable to record here all the works
which others have attributed to Luca délla Robbia. However, in the last
chapter I have enumerated some monuments, which, while not the work
of Luca’s hand, more or less directly reflect his style. Other volumes will
follow on Andrea della Robbia, Giovanni della Robbia, and the Robbia
School.

I here acknowledge many favours from Dr. William Bode and from
Mr. Rufus G. Mather. The documents have been revised with care by

Professor Dr. Eugenia Levi.
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INTRODUCTION

In the year 1427 a law was passed requiring every Florentine citizen
to make a declaration of his property as a basis for levying an income tax.
It is from these declarations, preserved in the archives of Florence, that
we gather the few facts that are known concerning the family life of
Luca della Robbia. They preserve not merely a record of the property of
each householder, but also give the names and ages of each member of the
family. Thus from the declaration of Luca’s father, Simone di Marco
della Robbia, we learn that his family in the year of 1427 consisted of
Simone himself, aged 84 ; his wife Margherita, 64; Marco di Simone, 42;
Ser Giovanni di Simone, 33; his wife Papera, 26, and their infant daughter
Polissena; and Luca di Simone, 27. From this and other records we
make the following table:

Simon di Marco, b. 1343
m. MargheT_ita, b. 1363

| | ]
Marco, b. 1385 Ser Giovanni, b. 1304 Luca, b. 1399-1400
m. Papera, b. 1401

Polissena, b. 1427

Simone and Margherita may have had other children (Milanesi enters on
their genealogical tree the name of another son Domenico), but they
could hardly have been living in 1427, as Simone’s property remained for
some four years undivided, and their names are not mentioned in the tax
returns.

It seems likely that Simone had been a farmer and once lived upon
his podere in the village of S. Maria in Tartagliese, on the road to Arezzo
between S. Giovanni in Valdarno and Figlini. This farm appears not only
in Simone’s declaration of 1427, but also in Luca’s declarations of 1451 and
and 1457. Besides the farm buildings it comprised nineteen pieces of land,
which, however, returned only sixty bushels of grain and ten of barley.
Simone, perhaps when he married, or perhaps later, moved to Florence
and lived in a rented house in the Via Sangiglio (S. Egidio). This was



xxvi INTRODUCTION

in the district of S. Piero Maggiore, for whose church Luca designed his
most beautiful Madonna, and where he was buried. Simone also owned,
in the immediate vicinity of Florence, at S. Tommaso a Baroncelli, a podere,
with villa, farm house, and lands producing olives, grapes, and fruit
trees. Here possibly Luca and Andrea learned to be close observers of
fruit, which they introduced se frequently in their works of art. Soon
after 1427 the aged Simone died. In 1429 his death was followed by
that of Ser Giovanni, the promising young notary and councillor of
the Signoria, whose wife Papera and daughter Polissena could not
have long survived. Ser Giovanni’s share in the inheritance passed to
Marco.

Marco married about 1434 and had five children, whose names and
ages in 1457 are thus given. Andrea was 22; Simone, 20; Paolo, 17;
Francesco, 14; and Margherita, 13. From which we have the following
table:

Marco di Simone, b. 1385

m. before 1435
d. betweenI 1446-1451

[ I [ I | '
Andrea, b. 1435 Simone, b. 1437 Paolo, b. 1440 Francesco, b. 1443 Margherita, b. 1444

The house on the Via S. Egidio was doubtless too small for this increasing
family, so on August 31, 1446, Marco and Luca purchased a house on
the corner of the Via Guelfa and of the present Via Nazionale from Lippo
di Biagio da Portolo for 220 florins. This house was near the church of
S. Barnaba, but could hardly have been, as Vasari states, the home of Luca’s
ancestors or the house in which he was born. In 1451 besides the half
interest in this house Luca declared his ownership of a third interest in
the farm at S. Maria in Tartagliese. The farm at S. Tommaso a Baroncelli
is no longer mentioned, but Carocci (Dintorni, II, 86-87) tells us that
Luca had a half interest in it until his death, when it passed into the hands
of Marco di Domenico Mellini, who in 1486 purchased the remaining
half from Andrea della Robbia. This villa is now known as the Poggio
Baronti or Villa Candrion. At some time between 1446 and 1451 Marco
died. In 1457 Luca, who never married, lived with this three nephews and
two nieces in the house in the Via Guelfa. By this time he had accumulated
1203 florins, 6 soldi, 9 denari, deposited in the bank in the quartiere
S. Giovanni.
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Andrea, who at an early age became associated with his uncle in his
work, in 1465 married Giovanna, daughter of Piero di Ser Lorenzo di
Paolo, from whom he received a dowry of 266 florins. By 1470 Andrea
and Giovanna had three sons, Antonio, b. 1467; Marco, b. 1468; and
Giovanni, b. 1469, all living with their uncle in the house in the Via Guelfa.
Four more sons soon followed: Paolo, in 1470; Luca, in 1475; Francesco,

in

; and Girolamo, in 1488. Though rich in sons, Andrea claimed in
1470 that he had little to declare which was not counterbalanced by his
indebtedness to Luca, but in 1471 Luca considered him exceedingly
prosperous. :

Luca’s will, dated February 19, 1471 (Old Style, 1470) shows his
gratitude to his principal patron. He leaves nine florins to the Opera del
Duomo and nine to the Fabbrica del Duomo; to Andrea, the good will and
bills payable of his business; to Paolo and Margherita nothing (they were
probably dead) ; to Francesco, now a widow, 100 florins; and the residue
of his property to Simone.

Luca’s best efforts were given to his profession, but he was not without
honours. He served on the Commission which allotted to Ghiberti the
Cassa di S. Zanobi. In the Guild of Physicians and Apothecaries, of which
he was a member, he was several times Consul, thirty times a member of the
Council, three times a Syndic, and twice Treasurer. He also devoted much
time to religious and philanthropic work, as he was an active member of
the Compagnia della Misericordia from 1435 to 1449. In 1471 he was
elected Consul of the Guild of Stone Masons and Woodcarvers, but on
account of his advancing years and infirmities declined the honour. In
1482 he died and was buried in the Church of S. Piero Maggiore.

What the influences were which turned Luca’s attention to sculpture,
or who were his earliest masters we can only guess. Vasari states that his
father, after having given him at home an elementary education, set him to
learn the goldsmith’s art under Leonardo di Ser Giovanni, who taught
him drawing, modelling in wax, carving in marble, and bronze casting.
But the silver altars made in part by Leonardo di Ser Giovanni for the
Cathedrals of Florence and of Pistoia between the years 1355 and 1371
have little in common with the documented early works of Luca della
Robbia, and it is improbable that Leonardo was still alive and teaching in
the early years of the fifteenth century. Pomponius Gauricus calls Luca
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della Robbia “florentinus ex-aurifice plastes,” but this statement was doubt-
less based on Vasari. It is possible that Luca received his early training in
a goldsmith’s atelier, but we have no certain proof of it. The two
silver statuettes of S. Giovanni Battista and S. Francesco in the Museo
Civico at Citta di Castello attributed to him by Schmarsow are by Venturi
more properly assigned to Ghiberti. Antonio Billi, the Anonimo Maglia-
becchiano, and Vasari all speak of Luca as scultore, and in the tax declara-
tions, and other documents, he is called scarpellatore, and maestro d’intagls
or intagliatore. As an artist who worked in stone, marble, bronze, and
terra-cotta he was enrolled in the Guild of the Doctors and Apothecaries and
in that of the Stone Masons and Woodcarvers; he was not enrolled in
the Guild of the Silk Merchants which included the goldsmiths. It is as a
marble sculptor that Luca is first made known to us through documents,
and it is to the marble reliefs of the Cantoria (1431-1438), the Campanile
(1437-1439), and the altar of S. Peter (1438) that we must turn for
evidences of his early training.

Some writers have pointed to the dancing putti of the Cantoria, to
the spirited discussion of the Philosophers on the Campanile, and to the
receding planes of the relief of S. Peter released from prisoln as evidence
of Donatello’s influence over the youthful Luca. But Luca’s Cantoria reliefs
were begun several years before Donatello’s dancing children at Prato and
at Florence; the motive of the dance was furnished to Luca by the 150th
Psalm, and his serious spirit is in the strongest possible contrast to Dona-
tello’s religious indifference. Luca’s Philosophers of the Campanile also
antedate Donatello’s disputants on the bronze sacristy doors of S. Lorenzo.
The relief of the S. Peter altar does exhibit Donatello’s preference for
receding planes, and was probably designed in consultation with Donatello,
who was commissioned to make an altar of like character for an adjoining
chapel. Receding planes had, however, no permanent attraction for Luca
and do not occur in his subsequent work. It is probable that these com-
missions for the Cathedral came to Luca through the influence of Brunel-
leschi rather than Donatello. Brunelleschi also without doubt selected him
to decorate the Pazzi Chapel, and Michelozzo, the pupil of Brunelleschi,
chose him as an associate in several important works. But Brunelleschi’s
direct influence could hardly have extended much beyond architectural
details.
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The strictly sculptural portions of Luca’s works show a dependence on
Lorenzo Ghiberti. Subjects like his Evangelists and Church Fathers, com-
positions like his Resurrection, the types of his angels and the clouds on
which they rest, the lines of his draperies, his garland frames with their
branches of flowers and fruit all have much in common with Ghiberti's.
He never followed him into the complete development of pictorial relief, but
remained satisfied with the simpler and more truly sculptural types of
beauty created by Andrea Pisano and his school.

Luca’s chief patron was the Opera del Duomo, by whom he was em-
ployed for many years. He also worked for other churches: for S. Piero
Maggiore and S. Pierino, Florence; for S. Giovanni fuorcivitas, Pistoia;
for S. Jacopo near Pescia; and for S. Domenico, Urbino. He was employed
by the principal guilds: the Mercanzia, the Silk Merchants, the Physicians
and Apothecaries, the Stone Masons and Woodcarvers; and by various
hospitals. Representatives of the principal families of Florence appreciated
his work, among whom were Cosimo and Piero dei Medici, Andrea and
Jacopo dei Pazzi, the Buondelmonti, and the Capponi. In honour of a
Cardinal he decorated a chapel and for a Bishop he made a noteworthy
tomb.

His works were varied in character, comprising a choir gallery, bronze
doors, lunettes, ceilings, pavements, decorative and commemorative medal-
lions, altarpieces, shrines, statues, groups, and a sculptural monument. They
were executed in marble, bronze, or terra-cotta. He was in thorough sym-
pathy with the best architects, especially with Brunelleschi and Michelozzo;
his mouldings deserve careful study. On the other hand his reliefs exhibit
little interest in the problems of perspective and anatomy, which attracted
so much attention in his day. Even as a composer we shall have frequent
occasion to marvel at his indifference. He seldom thinks of the inter-
relation of one relief with another, his mind being content to do each
separate task to the best of his ability. He does not, like Ghiberti, crowd
as many figures as possible into a single picture, nor like Donatello suggest
the indefinite expansion of space. He is content with few figures, simple
themes, restricted space. Composition was reduced to an almost classic
symmetry and balance. His strength lay in his love of nature and in his
religious reverence. In his garlands we see his fondness for wild
roses and lilies and for all manner of fruit. He has less interest in animals,
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but men, women, and children rivet his attention. His Apostles, Evangelists,
and Fathers of the Church are carefully individualized; his Madonnas,
now timid, now haughty, now sad, show a deep reverence for woman; and
" his children are naive and charming.

Almost the only innovation which may be credited to Luca della Robbia
was the application of white and coloured enamels to terra-cotta figures
and reliefs. The glaze can hardly have been a secret, as glazes of similar
character had been employed by Egyptians and Persians in ancient times,
and to a limited degree by the Greeks and Romans. Throughout the
Middle Ages maiolica, or glazed faience, was still made in Italy, and
many towns began to be celebrated for the manufacture of maiolica before
Luca was born. Vasari informs us that the glaze used by Luca della
Robbia consisted of a mixture of tin, litharge, antimony and other minerals
and mixtures. A more definite account of the materials used by potters in
producing glazes is given in a manuscript of the fifteenth century published
by Mrs. Merrifield, Original Treatises on the Arts of Painting, 11, 536-545.
An accurate account of Robbia glazes would imply a chemical analysis
of the glazes made at different periods during the existence of the Robbia
school. This has not yet been systematically attempted. The Ginori
establishment of Florence, however, made at La Doccia analyses of Robbia
glazes before attempting their well known reproductions. Miss Cruttwell,
Luca and Andrea della Robbia, 65-66, gives some account of the process
used by them. The first documented use of glazed terra-cotta by Luca
della Robbia is to be found in the tabernacle now in the church of S. Maria
at Peretola (1442). Here it occurs in three forms: (1) as a background
for marble reliefs, somewhat like the blue tiles used as backgrounds for
the sculptures of the Campanile; (2) as reliefs applied to a marble back-
ground; and (3) as a mosaic combined with marble, like Cosmati work.
There is nothing experimental in the use of glazed terra-cotta in this monu-
ment. The glaze is hard and fine, the polychromy successful, and the various
combinations of marble and terra-cotta thoroughly understood. Long be-
fore this Luca must have made his experiments, and scored his successes
and his failures. I am inclined to think that the mirror frame in the
Figdor Collection, Vienna, and the group of the Visitation in the Church of
S. Giovanni fuorcivitas, Pistoia, were made by Luca della Robbia in the
early thirties. Both are artistically charming works, but covered with
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heavy and insufficiently fused glazes. So manifest is the coarseness of
this glaze that both monuments are sometimes described as school work
of a later period. But later glazes were thin, often thin enough to flake
or be rubbed away, whereas these are like early Japanese glazes, thick and
heavy, manifestly early experiments before the discovery of more
economical methods.

Glazed terra-cotta was used by Luca della Robbia as a substitute for
marble. Hence his figures were chiefly white; but inasmuch as marble
sculpture in his day was superficially painted, it is natural that Luca should
have attempted coloured glazes at an early date. In fact Luca’s earliest
documented glazes, those of 1442, 1443 and 1446 included blue, violet,
green, and brown as well as white. He continued to use gold superficially
for a long time for aureoles, nimbuses, borders of garments, and for the
hair. When, as in the Madonna of Or S. Michele, he used a yellow glaze
for the hair this was probably as a more permanent substitute for the less
durable gilding. In his terra-cotta mosaics he sometimes applied a thin
transparent glaze over gold leaf or gold paint so as to produce an effect
similar to that of Byzantine gold mosaics.

Luca’s colour sense was remarkably fine when compared with that of
other members of the school. A red glaze has ever been the despair of
the potter. It mattered little that Luca and his family bore the name
of Robbia, which means red madder. Whenever they wished to produce a
red glaze they had to be satisfied with a very inadequate result, varying in
shade from a red-violet, to a purple or plum, or even brown. Later they
gave up the attempt, and preferred a garish red applied without glazing.
In comparison with those of his followers Luca’s red-violets have a special
charm. Blues also interested him. His dark blues, light blues, gray-blues,
green-blues offer a pleasing variety. His greens were either dark or bright,
and sometimes, for the sake of transparency, streaked with yellow or brown.
His grays and browns were successful, his yellows less so. In indicating
the eyes he always distinguishes the pupil and iris, never combining them
in a single black mass. The iris is almost invariably gray-blue for the
Madonna and for the Child, but yellow for Virtues and for men. The
eyebrows he coloured by irregular dots or hatchings of violet or dark blue.
Of the same colour are the eyelashes, the iris boundary and the pupil.
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Andrea’s and Giovanni’s method of colouring the eyes are quite different
and readily to be distinguished.

In spirit Luca was simple and direct, loyal to his family, his employers
and to his city. His productions were eminently appropriate to their pur-
pose. His sense of beauty was based on nature, but not carried to realistic
extremes. Although endowed with a profound reverence for woman and
a keen delight in children, he never married. For a few years he essayed
the life of a monk, but gave it up to make a home for his nephews and
nieces. At the time of his death, in 1482, his nephew Andrea della Robbia
had already done much to transform the art of glazing terra-cotta sculpture
into a great ceramic industry.

DOCUMENTS

[Documents Nos. 1, 4-11, published by Cruttwell, 285-286, 300-
306, have been revised by Signorina Levi. Nos. 2 and 3 are here
published for the first time.]
1. Portata al Catasto. 1427. A di 10 di luglio.

“Questa € la rechata di Simone di Marco della robbia e de figluoli
prestanziati in decto gonfalone in fiorini quattro soldi quattordici et
denari cinque a oro. F.4 s.14 d 5.

“In prima una chasa dallavoratore con palchi sala camera e terreno posta
nel popolo di santa maria dal tartigliese in valdarno di sopra contado
di firenze nel borgho del tartigliese nella strada publica confinata da 1°
decta strada, a 2° via, a 3° nicholo di giovanni del bellaccio, a 4°
marcho. del bello del bellaccio.

“Item uno podere con chasa da signore e dallavoratore con terre lavoratie
ulivate, arboriate, vignate, e con pergole e con alberi fructiferi e non
fructiferi, posto nel contado di firenze nel popolo di Santomme (San
Tommaso) a Baroncelli loco decto a baroncelli, confinato a 1 ° I'erede
di Francescho di Duccio Mellini, via in mezzo, a 2 ° filippo di Simone
e il fratello, fossatello in mezzo, a 3 ° maso davizi, a 4° via.

Simone di marcho sopradecto deta d’anni.................... 84
M* margherita dona dello decto Simone d’anni................ 64
Marchodi Simone d’anni............ ..., 42
Ser Giovanni di Simone d’anni............................. 33
Lucha di Simone d’'anni................... ... ... ........ 27
M"* Papera donna del decto Ser Giovanni d’anni............... 26

Pulisena figluola di Ser Giovanni nacque a di primo di Settem-
bre, 1427.”
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“Abbiamo a pigione una chasa con sale, palchi, camere, terreno, corte e
pozzo nella quale noi abitiamo, dentrovi nostre masseritie posta nel
popolo di S. piero maggiore nella via di sangilio (S. Egidio) confinata
a 1° via decta, a 2° Christofano di Salvi, a 3° Simone di Salvi, a
4° l'erede di Giovanni di Salvi.

Archivio di Stato di Firenze. Quartiere Sancti Giovanni-Chiavi
No. 59. Anno 1427, c. 974-976.

2. Portata al Catasto. 1442. ‘“Dinanzi davoi signiori uficiali della chon-
servazione e aumentazione della nuova graveza della citta di Firenze
si raporta le sustanze e benni di lucha di Simone di marcho della Robia
a prestanziato nella presente istribuzione della cinquina nel chonfalone
delle chiavi soldi 19 den. 1. oro.

In prima la terza parte per non diviso chom marcho e ser Giovanni
mie frategli di tre chase poste nel borcho e nel popolo di Santa Maria
al tortigliese in Valdarno di sopra chon piu e pitt pezi di tera e piu
chonfini chom apare nella scrita del primo chatasto che dicieva in
Simone di Marcho mio padre, lavoralo a mezo Piero di Lucha, rende

in parte.

Grano istaia Sesanta. .. ...........ueueuenenenenanen.n ist. 60
Vinobarilidieci.. ..., bar. 10
Orzoistaiadieci.........ovviiinninniiniinennennnn st. 10
Saggina istaia dodici........... .ol i ist. 12
Miglo istaia cinque............. ..., ist. 5
Panichoistaiasei..........ccoieiiiiiiiinan.. 1st. 6
Charne libre dugentocinquanta....................... lib. 250
Lini libredodici. . ........cooviini i lib. 12
Chaponi paia due............coouiiiinnnnnenn.. bib(sic) 2
Uova serque dieci..........coiiniiiininnnennnnann. serque 10

E di tutta questa rendita mi tocha il terzo 3.

La terza parte parte di una chasetta posta nel popolo di san
Piero magiore nella via deglialberti nelli tiella a pigione Michele
Zoppo chalzolaro e danno lanno di pigione ‘fiorini tre doro tochamene
fiorini uno d’oro lanno.

Danari di monte

La terza parte di fiorini cinquantuno di monte di § interi ischritti
in Simone di Marcho mio padre assine avere le paghe di magio
passato in qua.

La terza parte di fiorini 40 soldi 13 denari 8 a oro di prestanzoni
d’otto per cento cholla retenzione di Simo (sic) detto ischritti.

La terza parte di fiorini 117 di monte chomune in Simone detto
assine avere le paghe di magio pasato in qua.

La terza parte di fiorini 25 soldi 13 denari 9 a oro di cinque
achatti di fiorini sesantamila de chontadini iscritti in Simone detto
chome veranno le tratte.
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E pit fiorini iiij doro paghai del balzello ischritti in Lucha detto,
quali paghai fuori del termine. E piulla J3 parte della 48 ventina.

E piu a fiorini trecento di monte di prestanzone, dotto per cento
dicono in Lucha proprio.

E piu fiorini quatrocento ventitre, cioé fiorini 423 di monte
chomune che dichono in Lucha detto.

Ed io Lucha torno in chasa cho marcho di Simone mio fratello.

Lucha sopradetto deta danni 43.

Archivio di Stato di Firenze. Quartiere S. Giovanni, Gonfalone
delle Chiavi, filza 627, c. 233.

3. Portata al Catasto, 1446. “Lucha di Simone di Marcho della Robia a
di dicina (sic) fior. uno.

E di dispiaciente fiorini uno.

E di chatasto 1427 fior. uno per chonpositione dicco a in Simone
di Marcho della Robbia, me figluolo fior. uno.

Una chasa dallavoratore posta nel popolo di santa Maria al tarta-
gliese di valdarno di sopra nel borgho del tartaglese (sic) chonfinata
a 1°istrada a 2° via a 3° Nicholo diovanni Bellacci 4 ° Marcho del
Bello Bellacci.

Una chasetta posta di retro a detta chasa, fassene istalla da
bestie in detto popolo a 1° via, a 2° Filippo di Firenze del Pomero,
3 ° Nanni e a 4 ° rede di Piero Toci.

E uno pezzo di terra chon dette chase el primo confina a via e
2 ° Marcho del Bello Belacci e 3 ° Filippo del Pomero 4 ° loro medesimi,
I'utimo chonfina a 1° viaea 2° e a 3° e a 4° Piero di Biagio del
Tartagliese chome appare pella ischritta suo lavoratore Marcho di
Berto del Tartigliese.

Rende I'anno in parte

Grano . . . . . staia . . . . . 6o
Orzo . . . . . staia . . . . 10
Saggina - . . . . staila . . . . . 12
Miglo . . . . .  staia . . . . . 6
Panicho . . . .  staia . . . . . 6
Vino . . . . .  barii . . . . . 10
Linogrosso. . . . libe . . . . . 10
Capponi .. . . pal@a . . . . . I
Uova . . . . . serque e 5
Carne . . . . . libe . . . . . 250

Della sopradetta rendita tocca amme la terza parte perché nostro
padre mori ellascio tre figliuoli e siano divisi.

El sopradetto podere e oggi in buona parte nel fiume d’Arno ede
istatato (sic) gia e piu tempo el perché nel 1444 l'afittamo a Piero di
Chimento per staia 60 di grano lanno delle quale ne toccha in mia
parte staia 20.
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Danari di monte

Fiorini 910 o circha di monte chomune inmio nome. . )

Fiorini 103 o circha di monte chomune in nome di Simone di
marcho della robbia mio padre.

Boche

Lucha detto danni 46.

Archivio di Stato di Firenze. Quartiere S. Giovanni-Chiavi, filza
681, c. 403.

4. Portata al Catasto, 1451. “Lucha di Simone di marcho della robbia
intagliatore disse el primo chatasto in Simone di marcho mio padre—

Ebbene ............. 0o, fior. 1, bol. — — —
Ebbi di decima del 1447...... fior. 1, bol. 13, den. 10, a oro.
Fu ridotto per gli sgravi...... fior. 1 — — —
Sustanze :

Una meza chasa per non divisa cho figluoli di marcho della robbia
mie nipoti la quale tegnamo per nostro abitare; posta nel popolo di san
lorenzo, nel chonfalone del lione adoro, nella via chuelfa chonfinata da
primo, via; da secondo, mona antonia, donna che fu di cristofano da
Schopeto; da 13 ser antonio da quarto prete, da 4 el chapitolo
de chanonici di Santa maria del fiore paghasene a detti chanonici
pellivello lire dieci, bolognini otto I’anno; detta chasa chomperamo da
lippo di biagio da peretola a di 31 d’aghosto 1446, per pregio di
fiorini dugento venti: charta per mano di ser Jachopo daromena.

Una chasa da lavoratore posta nel popolo di Santa maria a
tartagliese di valdarno di sopra, chonfinata daprimo, strada; da secon-
g:fl via; da 13 nicholo di Giovanni bellacci; da 4 marcho del bello

acci.

Una chasetta posta dietro a detta chasa, chessene faceva stalla e
oggi € rovinata.

1 pezi di terra chon detta chasa; el primo chonfina da primo, via;
da secondo, marcho del bello bellacci; da !4 Filippo delpomero; da 14
loro medesimi: I'ultimo chonfina da prima, via; da secondo !4 %%
piero di biagio da tartagliese lavoravali nel primo chatasto marcho
di berto da tartagliese; rendevano in parte—

@ ¥ 1o Y staia 60
OFZ0 ottt e e e staia 10.”

Archivio di Stato di Firenze. Quartiere Santi Giovanni, Gon-
falone delle Chiavi. Fol. 717, c. 223.

5. Portata al Catasto, 1457. ‘“Lucha di Simone di marcho della robbia,
primo chatasto disse in Simone di marcho, mio padre,
ebbe ... .. e fior. 1
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Sustanze:

Una meza chasa per non divisa cho figluoli di marcho mio fratello
per mio abitare, posta nel pepolo di Sanlorenzo, ghonfalone di lion
doro in via chuelfa, chonfinata da 1° via, da 2° monantonia, donna fu
di Jachopo da Schopeto, da 3 piero sassetti, da 14 el chapitolo di
Santa maria del fiore; la quale chomperamo marcho di Simone mio
fratello, ed io Lucha, da lippo di biagio da peretola adi 31 dagosto
1446 per pregio di fior. 220, charta per mano di ser Jachopo da romena;
pagasene I'anno d'avillare a chapitolo di Santa maria del fiore, lir.
10, s. 8.

La terza parte d’'un podere posto nel popolo di Santa maria al
Tartagliese di Valdarno di sopra, etc. sicché di detta rendita mi toccha
la 14 parte, e 24 a figluoli di Marcho di Simone, mio fratello, e rede
di ser Giovanni; chome pelloro iscritta vedrete.

Grano. . . . . istaia20 . Lir.29,b. 3,d. 8

Truovomi sul monte nel quartiere di S. Giovanni iscritti in me
Lucha di Simone di marcho fior. 1203, s. 6, d. 9, e io ne piglio le paghe
—fior. 240, b. 13, 0 pagate tutto le mia graveze in sino al 2 quinto
—Truovomi di paghe guadagnate d’aghosto in qua fior. 20—fior. 12.

E piu 0 una sepoltura di marmo, la quale o fatto, gia é piu d’'un
anno, a Federigho di Jachopo Federighi; della quale siano appiato
alla merchatantia; none posso ragionare alchuna cosa insino a tanto
non € terminato; quando sara chiarita saro dinanzi del vostro officio.

Bocche:

Lucha sopra detto d’eta danni 58.

Incharichi:

O addare ogni anno al chapitolo di Santa Maria de Fiore pella meta dell’
avillaro della chasa, dove io abito Lir. 5, s. 4. A fiorini 7 per cento
monte fior. 18, soldi 11, den. 6.

Creditori:

E piu resto addare a detto chapitolo per detto avillare chome apare
al libro loro Lir. 15. E pii 0 a dare a tadeo di Lucha di taddeo,
saponaio, per dati chontanti prestatomi piu tempo fa in piu volte e
piut tempi, . . . Fior. 75.”

Archivio di Stato di Firenze. Quartiere S. Giovanni-Chiavi, filza
829, c. 115.

6. Portata al Catasto, 1457. Degli eredi di marco della robbia.
“Figiuoli eredi di marcho di Simone di marcho della robbia.
Eredi della sudita giaccente di ser giovanni di simone della robbia
nostro zio disse 1 ° catasto in simone di marcho nostro avo.

Sustanze:
Una meza chasa per non divisa chon lucha di simone nostro zio
per nostro abitare posto nel popolo di san lorenzo, chonfina, etc., etc.

(The document is but a repetition of the above. After follows
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a list of Debitori and Creditori, and lastly, what is of importance to
us—the names and ages of the heirs aforesaid.)

Bocche:
Andrea danni .........oiiiiiiii i et e 22
Simone danni .....oviiiit it it e e e 20
pagolodanni ...........oiiiiiiiiiii i 17
Franciescho . ...covinnii i 14
MATEETItA ..ottt it iie it i e e 13.”

Archivio di Stato di Firenze. Quartiere S. Giovanni-Chiavi, filza
829, c. 113. Quoted from Cruttwell, 302.

7. Document of 1465. “Andrea figlio del fu marco, popolo di S. Lorenzo,
intagliatore, riceve nel 1465 in dote della sua moglie giovanna, figlia
di piero di ser lorenzo di paolo, fiorini 266.” Quoted by Cruttwell,
304, from Gaye I, 186, from Spogli dello Strozzi.

8. Portata al Catasto, 1470. di Andrea della Robbia.

“Andrea di marco di Simone della robbia chio nel primo chatasto
dissi in Simone di marcho e nel valsente del 51 in figlioli di marcho,
nel 58 in figlioli di marcho detto . . .

Sustanze :

D’una chasa per non divisa chon Lucha mio zio e Simone, mio fratello,
nella quale abito, posta a san Barnaba in via Ghuelfa, da 1° via, da
2° berto di rondone, da 3° beni di Santa Maria del fiore, del 4°
piero sassetti, e la detta chasa chonpramo da lippo di biagio da
Peretola. . . .

Lucha di Simone della robbia, mio zio, mi domanda buona somma
di danari, della quale io ne fusse debitore, chome lui dicie; mi rimarebbe
picola chosa et perdo mi vi rachomando.

E trovomi chon bocche:

Andrea detto d'eta d’anni.......... 33 e f 200
Nanna mia donna d’eta danni....... V-3 f 200
Antonio mio figliolo.............. K TP f 200
Marcho mio figliolo............... 2 ool f 200
Giovanni mio figliolo.............. S f 200”

Archivio di Stato di Firenze. Quartiere S. Giovanni-Chiavi,
filza, 927, c. 52. Quoted by Cruttwell, 304, from Gaye, I, 186-187.

9. Testament of Luca della Robbia, 1471 (Old Style, 1470).
“In Dei nomine amen, Anno Domini, etc., 1470, indictione iv. et
die 19 februarii, presentibus- -septem fratnbus S. Mareci.
Lucas olim Snmoms marci della Robbia, scultor, civis florentinus,
de populo S. Laurentii de Florentia, sanus mente, sensu, corpore, visu
et intellectu, nolens intestatus decedere, etc. . . .”
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I0.

II.

Imprimis quidem animam suam omnipotenti Deo ejusque gloriose
Matri humiliter et devote recommandavit—et sepulturam corporis
sui elegit eo loco et cum illis funeris expensis, prout videbitur suo
heredi. _

Item reliquit et legavit opere Sce Maria flor. 9 et novem floren.
fabrice dicte opere.

Item legavit—domine Checche ejus nipote et filie olim marci
Simonis della Robbia, vedue, flor. aur. centum, quos solvi voluit per
ejus heredem.

Item dicens—qualiter ipse habet duos nepotes ex fratre, videlicet
Andream et Simonem fratres, et filios Marci Simonis della Robbia,
et qualiter ipse Lucas tempore vite sue docuit artem suam sculture
dictam Andream, et adeo quod ipse Andreas per se ut magister potest
exercere artem dicti Luce, et eidem Andree in vita ipsius Luce reliquit
ommem creditum dicti Luce, et adeo quod ipse Andreas mediante in-
dustria dicti Luce et ejus documentis habet artem lucrativam adeo, quod
usque in hodiernum diem satis superlucratus est, et hodie superlucratur,
et in futurum actus est superlucrari, cum ipsa arte et ejus exercitio
potest facilime et honorifice familiam suam nutrire, et dictum Simonem
nihil docuit in vita sua; et considerans quod omnia bona non sunt
sufficientia nec tanta, quanta industria dicti Andree, quam ipse habet
Andreas mediante donatione dicti Luce, et volens ut dictus Simon
habeat aliquid ex bonis dicti Luce, et ne posset tam a dicto Simone
quam ab hominibus intelligentibus de ingratitudine reprehendi, in
omnibus ejus bonis heredem instituit dictum Simonem, ejus nepotem
predictum, etc.”

Archivio Generale di Firenze, Rogiti di Ser Agnolo di Cinozzo.
Quoted by Cruttwell, 304-305, from Gaye I, 184-185.

Luca declines office of Consul of Guild of Masons and Woodcarvers.
1471, Aug. 4. ‘“Lucas olim Simonis della Robbia, civis florent. ex-
tractus ut ipse asserit, in consulem artis magistrorum de florentia,
dicens et asserens se esse et etate et infirmitate adeo gravatus, quod
sine periculo sue persone dictum officium commode exercere non
posset, etc. . . .”

Archivio Generale di Firenze, Rogiti di Ser Agnolo di Cinozzo.
Quoted by Cruttwell, 305-306 from Gaye I, 185-186, note 1.

Portata al Catasto, 1480, di Luca della Robbia.

“Gonfalone Chiave:

Lucha di Simone della robbia ebbe di catasto 1469 in Lucha detto
e in detto ghonfalone.

Sustanze :

~ Una meza casa per non divisa con andrea e simone di marcho miei

nipotti posta nel popolo di san lorenzo, ghonfalone liondoro da 1°
via, 2° piero sassetti 3° I'erede di bertto di rondone legnaiolo per
4 ° capitolo di santa maria del fiore comperai io lucha e marcho mio
fratello e padre di detti andrea e simone da lippo di biagio da peretola
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a di 21 d’agosto 1446 per pregio di fiorini 220. Carta per Ser Jachopo
daromena la quale abittiamo.

[The omitted parts are almost a repetition of the former Declarations. ]

Bocche :
Lucha, eta danni................... 82.”
Archivio di Stato di Firenze. Quartiere S. Giovanni-Chiavi.
No. 1021, c. 420.

Date of death. 1482, Feb. 20.

The Libro dei Morti of the Guild of Physicians and Apothecaries,
to which Luca della Robbia belonged, gives the date of his death as
February 20, 1482 (old style, 1481). He was buried in the church of
S. Piero Maggiore. Baldinucci, V. 224.
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LUCA DELLA ROBBIA

CHAPTER 1
1430-1440

1 THE MARBLE CANTORIA. Florence, Museo dell’ Opera del
Duomo. 1431-1438. H., 3.28 m.; W,, 5.60 m. Photos., Alinari,
No. 2545-2546; Brogi, No. 9703, 13301 ; Burton & Co.

The earliest work by Luca della Robbia of which we know the date, is
the Cantoria or Choir Gallery, made for the Cathedral of Florence, and
. now in the Cathedral Museum. The documents relating to this work are
given in full by Giovanni Poggi in the second volume of Italienische For-
schungen, pubtished by the German Kunsthistorisches Institut in Florence.
FFrom these documents we derive some data of interest. The first reference
to the contract with Luca della Robbia bears the date October 4, 1431, and
the first payment to this “maestro d’'intaglio” is dated April 9, 1432. The
documents record many payments, amounting altogether to 872 florins, 8
soldi. Of this sum, 600 fl. were for the reliefs, and the remainder for the
architectural part of the gallery. On August 28, 1438, the “perghamo” is
said to have been “posto e murato nella chiesa maggiore sopra I'uscio della
sagrestia di verso i Servi.” This determines for us the site as over the entry
to the north sacristy, the bronze doors of which are also by Luca della
Robbia. The documents tell us by whom, and through whom, the marble
was ordered from the Carrara quarries. Some of it was ordered according
to the measurements of Filippo Brunelleschi and of the capomaestro
Battista d’Antonio from a certain Francesco d’Andrea Fraschetta. The
rest was purchased of Nanni di Piero Ticcii. The architectural part of
the gallery reflects Brunelleschi’s style, but can hardly have been designed
by him. Brunelleschi also supplied the measurements for Donatello’s
Choir Gallery, which is in quite a different style. Luca doubtless designed
the architecture, as well as the reliefs, of his Cantoria, but was assisted in
the execution of the framework by Nanni da Miniato, known also as Fora.

3
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The history of Luca’s Cantoria is known in detail. It remained in its
high and dimly lighted position in the Cathedral until 1688. Even in the
sixteenth century Antonio Billi and the Anonimo del Codice Magliabecchiano
complained that on account of its high position the perfection of its work-
manship was lost to view. Vasari recognized its beauty even at the height
of sixteen bracchia, but asserts that it suffered more from its high position
than did Donatello’s Cantoria—a criticism repeated without due thought by
many later writers. In 1688 both cantorie were removed, and replaced
by wooden galleries of larger size. This was done to provide a larger

Fic. 2. CaANTOrR1A. DETAIL.

choir on the occasion of the wedding of Prince Ferdinando, son of the
third Cosimo, to Violante Beatrice of Bavaria.

According to Vasari, it was at the instance of Messer Vieri de’ Medici,
a citizen of great popularity, that Luca della Robbia was given the contract
for the choir gallery. It was for the convenience of a later Medici that
the gallery was removed. Fortunately the strong consoles, which supported
the balcony were left in place, together with the frieze immediately above
it. All of the reliefs were utilized for decorative purposes nearer the
ground, where, according to Senator Alessandro Segni, their beauty could
be better appreciated. They were, however, soon removed to an unimpor-
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tant room of the Opera del Duomo, where they remained until 1822,
when they were placed in the Galleria degli Uffizi, and later in the Museo
Nazionale. In 1841 the consoles were removed from the Cathedral, and
new stone cantorie were erected in 1845 by the architect Beccani. It was
not until 1883 that a serious attempt was made to bring together into a
harmonious whole the reliefs and the architectural parts of the Cantoria.
This restoration was made by Professor Luigi del Moro, who also restored
the similarly dismantled Cantoria of Donatello. The two were placed in

- F16. 3. CANTORIA. DETAIL.

a new room in the Museo dell’ Opera del Duomo, where they are now
displayed under conditions of light quite different from those for which
they were designed, but near enough to the eye of the spectator to be*
studied in detail.

Del Moro had at his disposal the ten reliefs, the lower base, the
consoles, and the lower frieze of the balcony. He was also acquainted
with the document of March 20, 1438 (Poggi, No. 1281), in which refer-
ence was made to channelled members (pilasters) with bases and capitals,
to a large cornice with inscriptions and dentils, to a cornice without dentils
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adorned with the leaf or tongue ornament (alinguazata), and to other
cornice mouldings. His restoration (Fig. 1) of the pilasters and of the
upper entablature is in stucco, and has been set upon the original consoles,
which are of marble. As the spaces to be filled by pilasters were short
and broad he conceived pilasters of the Ionic order, producing a sturdy and
elegant effect. The effect was, however, not precisely that which might
be expected of an architectural design of the early fifteenth
century. Professor Marcel Reymond, in 1898, pointed out
that Del Moro should have employed coupled pilasters, such
as Brunelleschi had used in the fagade of the Pazzi Chapel,
and Donatello and Michelozzo in the exterior pulpit at
Prato. About the time when Marcel Reymond made this
criticism Cav. Giuseppe Castellucci was engaged in restor-
ing the lantern of the Baptistery, where he found several
fragments (Fig. 4) now in the Opera del Duomo, which
probably formed a part of the missing architecture of Luca’s
Cantoria. His restoration, first published by Marrai, has
therefore replaced that of Del Moro and embodies almost
all of the details as designed by Luca della Robbia. The
general effect gains in lightness and delicacy without loss of
elegance. The dentils, egg and dart, leaf and dart, bead
and reel and other classical motives were not new discov-
eries in the fifteenth century, Luca could have seen them
all in'the thirteenth century choir screen and pulpit at S. Miniato, and in the
pulpit now in S. Leonardo in Arcetri, at Florence.

Before taking leave of the architecture of this Cantoria let me draw
attention to the beautiful floral designs that decorate the sides of the con-
soles (Figs. 2, 3), and to those of the panels in the soffit of the balcohy
(Fig. 5), charming decorations of historic importance which have escaped
the attention of those who have hitherto described this monument.

The Cantoria was designed for a quartette, hence the sculptured reliefs
visible in front are distributed into two series of four each. Other reliefs,
which decorated the sides of the balcony, are now exhibited on the wall
of the museum, their places on the Cantoria being filled by plaster repreduc-
tions. The subject of the reliefs, a heavenly choir of vocal and instrumental
musicians, is a plastic translation of Psalm 150, which was sung at the end
of Holy Mass. The heavenly character of the musicians is evident from

F1G. 4. CANTORIA. DETAIL.
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the fact that two of them are winged and all are standing on clouds. The
series begins with the relief of the singers on the left end of the balcony,
reads across the upper tier from left to right, then across the lower tier in
the same direction, and terminates with the relief of the singers on the
right. The order was determined, not as Schubring suggests by distrib-
uting the wind implements and the strings as in an orchestra, but by a
literal following of the order given by the Psalmist, the words of which
are as follows:

Fi1c. 5. CANTORIA. DETALL.

Alleluia. Laudate Dominum in Sanctis ejus. Laudate eum in firma-
mento virtutis ejus. Laudate eum in virtutibis ejus. Laudate eum secun-
dum multitudinem magnitudinis ejus. Laudate eum in sono tubae. Laudate
eum in psalterio et cithara. Laudate eum in timpano et choro. Laudate
eum in cordis et organo. Laudate eum in cymbalis benesonantibus. Lau-
date eum in cymbalis jubilationis. Omnis spiritus laudet Dominum.
Alleluia. '

The ten panels are, like Greek metopes, executed in high relief, and
composed with similar attention to isocephalism and symmetry.
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(1). ALLELUIA RELIEF OR Boys SINGING FROM A CHORALE. Photos.,
Alinari, No. 2551 ; Brogi, Nos. 3249, 9255, 13300.

Seven boys are represented, so arranged that our eye is naturally
directed from left to right (Fig. 6). Two boys hold the chorale, from
which they and three older boys are singing. One beats time with his
hand, another with his foot. Their curly locks, sketchily indicated, were
once marked with colour, as were the eyes, which have incised pupils, and
irises bounded by an incised circle. Their faces are intensely serious, and
their throats show the strain to which they are subjected. They wear
tunics over which are cloaks fastened by buttons or brooches on the
shoulders. One only is barefooted.

FiG. 6. CANTORIA. ALLELUIA RELIEF. Fi1g. 7. CANTORIA. TRUMPETERS.

(2). THE TrRUMPETERs. Photos., Alinari, No. 2552; Brogi, Nos. 3251,
9537

Three boys to the left are blowing long trumpets, one with a curved
tube (Fig. 7). Two wear garlands of laurel about their heads, as if they
had taken prizes in music. A corresponding group in lower relief to the
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right carry shorter trumpets resembling flutes. These six.figures are not

arranged in true perspective, the heads in the background being too high and

Fi16. 8. CANTORIA. DETAIL.

too large, possibly that they might be seen to
greater advantage when the balcony was set
in its lofty position. The boy to the extreme
left (Fig. 8) is a strong terminal figure,
from which the spectator’s eye is gently
led toward the right. Four younger children
in front are dancing and playing with the musi-
cians. In the double curves of the hanging
draperies and in the S-shaped terminations of
the folds we are reminded of Ghiberti’s stylis-
tic peculiarities.

An early stucco reproduction of this relief
(Fig. 148) may be seen in the Victoria and
Albert Museum, London.

(3). PrLAYERs ON THE PsaLTERY. Photos., Alinari, No. 2550; Brogi, Nos.

3254, 9520, 9536.

In the foreground are three boys playing
the psaltery and singing; in the background
five others, only one of whom is singing (Fig.
10). Two putti below with psalteries echo the
music of the choir (Fig. 9). The mantle
of the central figure is knotted, instead of
being fastened with a brooch. The sleeves
of the players are buttoned along the lower
arm. All the feet represented are bare. The
background seems to have been coloured,
possibly blue. The composition is reposeful,
with a slight tendency to carry the eye from
left to right.

F16. 9. CANTORIA. DETAIL.
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Fi6. 10. CANTORIA. PLAYERS ON PSALTERY.

(4). PLAYERs oN THE CITHARA. Photos., Alinari, No. 2549; Brogi, No.
3552.

Here are six maidens, a boy, and two putti (Fig. 11). Two of the
maidens play the cithara and are singing. The musical instruments have
five strings each and are terminated with human heads. The first maiden
to the left wears a scarf twice bound around her head like a turban. A
mantle is thrown over her long tunic, which is girdled just below the
breast. Next to her, in the background, is a maiden whose hair is bound by
a narrow ribbon. The central figure with oval face has her hair braided
around her head like a crown. There is an ornamental neckband to her
tunic which falls in long converging Gothic folds to the ground. Next is a
maiden with braided hair, then two more maidens and, in the background, a
boy. The natural folds of the draperies of the second cithara player are
quite classic in character. Two putti seated in the foreground point
upward to the players.
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Fic. 11. CanTor1A. CITHARA PLAYERS.

(5). THE DruMMERs. Photos., Alinari, No. 2547; Brogi, Nos, 3248.

9519, 9538.

Here are three drummers: two beating their drums; the third, with

drum suspended from his neck, is playing a pipe. Two youths stand in the
background and four nude children are dancing or hiding (Fig. 13). We

may observe the roses on the turban of the first
drummer, the flower or fruit garland on the
second drummer (Fig. 12), and the rose in the
hand of one of the dancing children—a possi-
ble allusion to S. Maria del Fiore.

The drummers have fringed garments,
with fringed shoulder-pieces, and sleeves with
buttons. Their footwear is varied. The com-
position is well balanced, the piping drummer
forming a terminal figure to balance the first
trumpeter at the extreme left end of the bal-
cony. Ghiberti-like curves appear in the dra-
peries, but the mischievous, hiding children are
more suggestive of the influence of Donatello.

FiG. 12. CANTORIA. DETAIL.
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We call attention again to the flower and fruit garland of the central
figure—a motive destined to play an important part in subsequent Robbia
work. The composition of the garland is not schematic, the fruit and
flowers being asymmetrically arranged.

Fic. 13. CANTORIA. DRUMMERS.

(6). THE CHORAL DANCERs. Photos., Alinari, No. 2554; Brogi, Nos.
3256, 952I.

The document for August 26, 1434, distinguishes between the major
and minor reliefs. The lower series were doubtless reckoned as the minor,
since in general they contain fewer figures, and being in shadow it was not
necessary that they should be carried to the same degree of finish. They
were somewhat nearer the spectator, hence the clouds on which the children
are standing are more clearly represented. As in the upper series the two
terminal reliefs have strongly accented terminal figures, while in the two
central reliefs the central figures are more emphasized.

The Choral Dancers (Fig. 14) are represented by six boys and a girl
in a circle with hands joined, the circular composition reminding us of
Masaccio’s famous Tribute Money group in the Carmine. The figures in
the background are in lower relief, but there is no attempt to depart from
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F16. 14. CANTORIA. CHORAL DAN

the old tradition of isocephalism. The children
are singing as well as dancing. Five of the
seven wear garlands asymmetrically composed
of flowers or of laurel leaves and berries (Fig.
15). As a rule they are lightly draped as com-
pared with the children of the upper series.
The frames of the lower series are also simpler,
consisting of plain unornamented ovolo

mouldings. Fi6. 15. CaANTORIA. DETAILL.

(7). THE PLAYERs ON THE ORGAN AND Harp. Photos, Alinari, No.
2555; Brogi, No. 3255.

The central figure in a group of nine children, seated on an ornamented
bench, plays a primitive organ: his left hand working the bellows, his right
playing the keys (Fig. 16). We wonder if this may not be a diminutive
representation of the old cathedral organ or of the newer one made by
Matteo da Prato (1433-1439). The stringed instruments consist of a small
harp or lyre, and a cithara or mandolin. The cithara is less elaborate than
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those represented in the upper series. All the children in this relief—in

fact in the entire lower series—are barefooted. All are lightly draped.
Two wear twisted fillets.

Fic. 16. CANTORIA. ORGAN AND HArp.

(8). THE TAMBOURINE PLAYERs. Photos., Alinari, No, 2556 ; Brogi, No.
3253, 9539-

This is another centralized composition, consisting of an emphasized
central figure with three receding figures on either side (Fig. 17). The
cymbala benesonantia are here expressed by tambourines, which are held by
five of the seven children. In contrast with Donatello’s dancing children,
who are represented in impossible attitudes, these children and the tam-
bourines are successfully posed at various angles to the spectator. The
central figure carries a taenia over his right arm and a long laurel garland
about his neck. Another laurel wreath is carried by the boy at the extreme
right. The two terminal figures have wings, an indication that the entire
throng is to be considered a heavenly choir. Where draperies are used,

they show long, swinging curves and S-shaped fold endings. The faces
exhibit great variety of expression.
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Fic. 17. CANTORIA,

TAMBOURINE PLAYERS.

(9). TuE CymBaL PLAYERs. Photos., Alinari, No. 2553 ; Brogi, No. 3257.

The cymbala jubilationis are here represented in the hands of five

of the six children (Fig. 18):

series, and balances the relief
of the trumpeters. It is full
of movement, from right to
left, and has a strong term-
inal figure to the right. The
children are full of anima-
tion and enjoy their high-
sounding cymbals. Two wear
floral wreaths, and two wear

fillets, of which one is stud-

ded with gems. The cymbals
are provided with cords and
tassels, by means of which
they are firmly held.

FiG. 18. CANTORIA.

This relief is the last of the two frontal

CYMBAL PLAYERs,
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(10). ALLELUIA RELIEF or Bovs SINGING FROM A ScroLL. Photos.,
Alinari, No. 2548; Brogi, Nos. 3250, 9524.

The 150th Psalm begins and ends with
an Alleluia. So on the narrow right end of
the balcony there is a second relief of sing- -
ing boys (Fig. 19). They are reading from
a scroll. The two foremost have their arms
over each .other’s shoulders, and one beats
time with his finger. Two in the back-
ground are also singing, while one resting
his head on his hand is listening only. They
wear leggings, which leave the toes ex-
posed—a more elaborate footwear than that
represented in the first Alleluia relief. The
draperies have simple, naturalistic folds.

F16. 19. CANTORIA. ALLELUIA RELIEF.

DOCUMENTS
[Quoted from Poggi, Ital. Forsch., 11, 249-256.]
1. (Poggi, No. 1240.) 1431, Ottobre 4.

Item confirmaverunt quamdam emptionem factam per provisorem
opere cuidam Luce Simonis marci della robbia, pro pretio librarum decem

et soldorum . .. de quodam marmore albo. [Delib., 1425-1436, c.
149°.]
2. (P. 1241.) 1432, Aprile 9.

Lucha di Simone di marcho della robia, maestro d'intaglio, de'avere
f. VI d’oro allui prestati nel lavorio del perghamo degli orghani debe fare
all’ opera, in tuto chome apare a libro segnato C a c. 108. [Stanz.,
CC, c. 30.]

3. (P. 1242.) 1432, Aprile 29.

Item conduxerunt in magistrum opere ad laborandum cornices perghami
locati ad faciendum Luce Simonis marci della Robbia, pro eo salario
quod declarabitur per caputmagistrum opere, Caprinum Dominici Justi de
Settignano. [Delib., 1425-1436, c. 158.]
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4. (P. 1243.) 1432, Luglio 11.

Item deliberaverunt quod capudmagister opere, expensis opere, fieri
faciat locum inceptum per caputmagistrum in quo stare debeat ad laboran-
dum laborerium perghami locatum per dictos operarios lucas marci simonis
dellarobbia eidem luce. [Delib., 1425-1436, c. 165.]

5. (P. 1244.) 1432, Ottobre 22.

A Lucha di Simone di marcho della Robia che fa el perghamo del mar-
mo, f. XII d'oro, ¢’ quali gli stanziano per parte di danari de’ avere per
lavorio a fatto per lo detto perghamo. [Stanz., CC, c. 42°.]

6. (P. 1245.) 1432, Novembre 29.

Item deliberaverunt quod dictus capudmagister dare teneatur Luce
marci della Robbia medietatem cuiusdam lapidis recise pro faciendo tabulas
perghami eidem per eorum offitium locati, et quod de dicto marmore scriba-
tur dictus lucas debitor opere. [Delib., 1425-1436, c. 191.]

7. (P. 1246.) 1432, Dicembre 9.

Item deliberaverunt quod provisor opere prefate reducere teneatur sub
nomine Niccolai Ughonis de Alexandris, Mattei de Strozis et Johannis lapi
de niccolinis, provisorum opere, ad faciendum fieri sepulturam sancti Zeno-
bii locatam laurentio bartaluccii et altare prefati sancti locatum filippo
ser brunelleschi et unum par orghanorum locatum Matteo de Prato et per-
ghamum orghanorum locatum luce marci della robbia, stantiamenta alias
facta et missa ad exitum sub nomine Bernardi amerigi de Donatis et Nardi
Segantis alias Sacchardi. [Delib., 1425-1436, c. 192.]

8. (P. 1247.) 1433, Gennaio 23.

A Nicholaio de Allesandri e Matteo di Simone Strozi, uficiali della
sepoltura di sancto Zanobi e del fare i perghami, fior. XV d’oro, disono per
dare a Lucha di Simone della robia fa el perghame. [Stans., CC, c. 47.]

9. (P. 1248.) 1433, Marzo 3I.

A Lucha di Simone della Robia, scharpellatore, diputato a fare il
perghamo, fior. XXVII d’oro per parte di sua fatigha. [Stans., CC, c. 51.]

10. (P. 1249.) 1433, Maggio 19.

Item deliberaverunt quod conductores marmoris albi opere teneantur et
debeant ad instantiam luce simonis dellarobbia, magistri perghami or-
ghanorum, conducere pro perghamo opere illam quantitatem marmoris
qua dictus lucas indigeret pro dicto perghamo expensis opere. [Delib.,
I425-1436, c. 198*.]

11. (P. 1250.) 1433, Novembre 12.

A Lucha di Simone della Robia che lavora in sul perghamo del marmo,
per parte di quelo debe avere, fior. XV alibroC . . . [Stanc., CC, c. 634.]




LUCA DELLA ROBBIA 19

12. (P. 1251.) 1433, Dicembre 23.

A Nanni di Miniato detto Fora, scharpellatore, 1. XL p., e’ qua’ danari
a lui si dano per sua fatigha innavere fatto braccia 10 di chornice del per-
ghamo che fa al presente lucha di Simone dellarobia, a libro C c. 135.
[Stanz., CC, c. 66.]

A Lucha di Simone della Robia, scharpellatore, fior. X d’oro, e’ qua’
danari a lui si dano per parte del perghamo ch’ al presente per lui si fa pér
I'opera, cho[n] questo che in prima e’ faci che Matteo di Simone Strozi
vengha ad achonciare la ragione del perghamo e orghani e sepoltura di
sancto Zanobi, e altrimenti no[n] gli abi; a libro segnato C c. 233. [Stanz.,
CC, c. 66.]

A Francesco d’Andrea Fraschetta, scharpellatore e chondottore del
marmo biancho, 1. LX p., €’ qua’ danari a lui si danno e presta[no] sopra
1* lapida di braccia 5 che lavora Donatello per lo perghamo, e due altri pezi,
di braccia 2 I’ uno, per Lucha della Robia che fa el perghamo, a libro C c.
89. [Stanz., CC, c. 66.] ’

13. (P. 1252.) 1433, Dicembre 30.

Prefati operarii deliberaverunt atque partito locaverunt Checho Andree
Fraschetta de Septignano ad cavandum et conducendum a cava Carrarie
ad operam unam lapidem maiorem lapidibus sepulturarumn et eo modo et
forma prout dabitur eidem per mensuram et modonum per Filippum ser
Brunelleschi et Batistam Antonii, capudmagistrum opere, pro perghamo
quem actualiter facit Donatus Niccolai, magister intagli alias Donatello, et
duos petios marmoris mensuris per prefatos Filippum et Batistam eidem
exhibendis pro perghamo quem facit Lucas Simonis della Robbia. [Delib.,
I425-1436, c. 208*.]

14. (P. 1253.) 1434, Gennaio 15.

A Lucha di Simone della Robia, fior. X d’oro, €’ qua’ danari allui

si dano e prestano sopra el perghamo cht’ al presente fa, a libro segn. D
c. 36. [Stanz., CC,c. 67.]

15. (P. 1254:) 1434, Febbraio 13.

A Lucha di Simone della Robia, maestro d’intaglio, fior. V d’oro,
¢’ quali danari gli si danno sopra e’ perghami fa a stanza dell’ opera, chom’
apare a libro D c. 42. [Stanz., CC, c. 69*.]

16. (P. 1255.) 1434, Marzo 18.

A Lucha di Simone della Robia, che lavora in sul perghamo, per
parte di danari de’ avere per detto lavorio, posto debi dare a libro segn. D
c. 42, fior. X. [Stanz., CC,c. 71.]

17. (P. 1256.) 1434, Giugno 2.
‘A Nicholaio d’'Ugho Alesandri e Mateo degli Strozi fior. XXV d’oro,

sono per dare a Lucha di Simone della Robia per parte di paghamento del
perghamo fa a stanza degli operai, a libro segn. D ¢. go. [Stans., CC, c. 75.]
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18. (P. 1257.) 1434, Giugno 9.

Nicholaio Alesandri e Mateo Strozzi . . . fior. L d'oro per dare et
pagha[re] a Lucha di Simone di marcho della Robbia, per lavorare uno
perghamo di marmo storiato gli fu aloghato pegli operai a quello tenpo e
con que’ patti e modi che parra a detti uficiali. [Stans., CC, c. 75°.]

19. (P. 1258.) 1434, Agosto 26.

Item similis modum et forma extimaverunt et extimationem fecerunt
quatuor petia seu quatuor petiis storiarum cuiusdam perghami locati luce
simonis marci dellarobbia, videlicet duo maiora et duo minora videlicet
quodlibet petium maius fl. sexaginta et quodlibet petium minus fl. XXXV, in
totum in ipsa quattuor petia fl. au CLXXXX et ad dictam rationem camera-
rius opere solvere teneatur et ad aliam extimationem per eorum offitium
non possit dictum pretium stantiari, et hoc visis et examinatis quampluribus
extimationibus a quampluribus intelligentibus habitis super predictis.
[Declib., 1425-1436, c. 221.]

20. (P. 1259.) 1434, Dicembre 17.

Nicholaio di Ugho Alesandri e Giovanni Nicholini ufiziali sopra i per-
ghami et altri lavori fior. XXX, per dare a Lucha di Simone della Robbia
che fa uno perghamo a libro segn. D c. go. [Stans., CC, c. 84 —IXXX
fiorini gli furono pagati il 15 Gennaio del 1435, come risulta dalla seguente
partita dal Quaderno di Cassa di Niccolo di Giovannosso Biliotti, a ¢. 87:
Lucha di Simone, intagliattore, de’ avere a di 15 di Genaio fior. XXX d’oro,
per lui da Nicholaio d’'Ugho degli Alesandri . . ., uficiali deputati sopra
i perghami del marmo, messi a loro a uscita c. §5 per parte di lavorio fatto
detto Lucha in su detti perghami.]

21. (P. 1260.) 1435, Gennaio 24.

Item deliberaverunt quod provisor opere, cum consilio Chimentis
Cipriani ser Nigi et Juntini Guidonis Juntini, dirigere teneatur rationes
Luce della Robbia et Laurentii Bartoluccii et aliorum qui laborant pro factis
opere in pergamis et alias, quorum rationes sunt sub nomine Mattei de
Strozis et sotiorum . . . et anullaverunt commissionem datam dictis Macteo
et sociis. [Delib., 1425-1436, c. 226.]

22. (P. 1261.) 1435, Aprile 1.

chha di Simone di marcho della Robbia, fior. X d'oro, sono per
parte di 1° perghamo che fa a stanza de I'opera, di marmo, a libro segn. D
c. 126. [Stanz., CC, c. 93.]

23. (P. 1262.) 1435, Aprile 22,

Prefati operarii . . . considerantes quasdam storias marmoris factas ad
instantiam opere per lucam simonis marci dellarobbia, pro uno perghamo
sibi per operarios dicte opere locato, et advertentes ad quoddam pretium
alias factum per eorum antecessores quibusdam storiis dicti perghami per
eumn factis et considerantes dictum Lucam fecisse certas alias storias dicti
perghami que nondum fuerunt extimate et in quibus maijorem laborem et
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longius tempus misit, et quod, in magisterio, dicte storie quas facit ad pre-
sens sunt pulcriores ac meliores, idcirco . . . deliberaverunt quod dicta
opera teneatur et obligata eidem luce dare et solvere pro qualibet storia facta
et nondum extimata, et etiam pro qualibet storia fienda totius perghami, fl.
septuaginta, et pro qualibet storia minori illud minus quod tangeret pro
rata cuiuslibet storie, et ad dictam rationem dicti operarii teneantur eidem
facere stantiamenta de tempore in tempus, prout dictus lucas fecerit omnes
storias dicti perghami. [Delib., 1425-1436, c. 230".]

24. (P. 1263.) 1435, Aprile 26.

A Luca di Simone della Robia, maestro d'intaglio, fior. LV per parte
di paghamento di 1° perghamo fa a stanza dell’ opera, a libro segn. D c. 126.
[Stans., CC, c. 95%.]

25. (P. 1264.) 1435, Aprile 29.

Item similis modum et forma declaraverunt Nannem Pieri Ticcii debere
recipere et habere ab opera, de marmore quod facit pro perghamo luce
simonis marci della robbia, illud pretium quod declarabitur per eorum
offitium ultra pretium quod est consuetum dari de alio marmore conducto
et conducendo pro cupola, . . . habito respectu quod maius tempus con-
sumatur in charichando et scharichando marmore dicti perghami quam
aliud marmor. [Delib., 1425-1436, c. 232".]

26. (P. 1265.) 1435, Maggio 0.

Item eligerunt Niccolaum Ughonis de Alexandris, Salvi neronis
dietisalvi et Johannem Lapi niccolini in sollicitatores et offitiales ad provi-
dendum perghamum locatum luce simonis della robbia et fenestras locatas
bernardo francisci, magistro fenestrarum vitrei, et capsam sepulture beati
s. Zenobii et organa que fiunt de novo . . . [Delib., 1425-1436, c. 233.]

27. (P. 1266.) 1435, Giugno 30

A Lucha di Simone della Robia, maestro d’intaglio di fighure di marmo,
fior. XX d’oro, sono per parte di paghamento di 1° perghamo di marmo fa
a stanza dell’ opera, a libro segn. D c. 126. [Stans., CC, c. 1o1'.]

28. (P. 1267.) 1435, Agosto 26.

A Lucha di Simone della Ropia, maestro d’intaglio, fior. XL d’oro,
sono per parte di paghamento di 1° perghamo di marmo fa a stanza dell’
opera, a libro segn. D c. 126. [Stans., CC, c. 103.]

29. (P. 1268.) ‘ 1435, Dicembre 7.

A Lucha di Simone della Robbia fior. XL d'oro, sono per parte di
paghamento di 1 ° perghamo che fa a stanza de I'opera, a libro segn. D
c. 179. [Stans., CC,c. 110.]

30. (P. 1269.) 1435, Dicembre 14.

Deliberaverunt quod caputmagister opere actari faciat unum locum in
opera ubi lucas simonis marci dellarobbia laborare debeat perghamum
de marmore sibi locatum. [Delib., 1425-1436, c. 245".]
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31. (P. 1270.) 1436, Aprile 24.
A Lucha di Simone della Robbia, maestro d’intaglio, fior. XX d’oro,

sono per parte di paghamento di 1° perghamo di marmo che fa a stanza de
I'opera, a libro segn. D c. 181. [Stanz., CC, c. 124.]

32. (P. 1271.) 1436, Giugno 20.
A Lucha di Simone di marcho de la Robia, fior. XXX d’oro, sono per

parte di paghamento di 1° perghamo che fa a stanza de I'opera, di marmo,
a libro segn. D c. 179. [Stanz., CC, c. 128.]

33. (P. 1272.) 1436, Ottobre 10.

A Luca di Simone della Robia fior. XL d’oro, per parte di paghamento
di 1 ° perghamo di marmo che fa a stanza de 'opera, a libro segn. D c. 179.
[Stanz., CC, c. 137%.]

34. (P. 1273.) 1437, Marzo 7.

Item deliberaverunt quod caputmagister et provisor destrui faciant
domum ubi stat Lucas della Robbia ad laborandum, et de novo statuatur
sibi unus alius locus in dicta opera ubi dictus Lucas comode stare possit ad
laborandum. [Delib., 1436-1442, c. 13*.]

35. (P. 1274.) 1437, Aprile 9.

A Lucha di Simone della Robia, maestro d’intaglio, fior. L d’oro, sono
per parte di paghamento di 1° perghamo che fa a stanza de I'opera di marmo,
a libro segn. D c. 179. [Stanz., DD, c. §*.]

36. (P. 1275.) 1437, Aprile 18.
Item commiserunt Niccolao Johannotii de Biliottis, uni ex offitio dic-
torum operariorum, et Gualterotto Jacobi de Riccialbanis provisori dicte

opere, revidendi et saldandi rationes locationis facte . . . Luce Simonis
della Robbia de perghamo marmoreo figurato facit ad instantiam dicti
offitit . . . [Delib., 1436-1442, c. 17.]

37. (P. 1276.) 1437, Aprile 30.

Item deliberaverunt quod Batista caputmagister poliri faciat omnes
figuras que sunt miste cum marmore opere in laborerio dicte opere in terra
per Lucam Simonis della robbia, et postea reponi faciat in loco pro-
heminenti ut non devastentur. [Delib., 1436-1442, c. 18.]

38. (P. 1277.) 1437, Agosto 30.
Luce Simonis marci della Robbia, magistro intagli, fl. au. triginta, pro

parte solutionis perghami de marmore figurato facit ad instantiam opere.
[Stanz., E, c. 7%.]

39. (P. 1278.) 1437, Ottobre 30.

A Lucha di Simone della robbia fior. XL do’ro, per parte di pagha-
mento dun perghamo di marmo fighurato e storiato fa a stanza dell’ opera
per la chiesa maggiore. [Stanz.,, DD, c. 23.—Cfr. Stanz., E, c. 14*.]
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40. (P. 1279.) 1437, Dicembre 19.

A Lucha di Simone della robbia, maestro d’intalglio, fior. CL d’oro
per parte di paghamento d’uno perghamo di marmo con fighure fa a stanza
dell’ opera per una delle due sagrestie della chiesa maggiore di Firenze
com’ appare a libro del proveditore seg. Dac. . . . [Stanz, DD, ¢c. 26 '.—
Cfr. Stanz., E, c. 22.]

41. (P. 1280.) 1438, Marzo 14.

Prefati operarii deliberaverunt quod Filippus ser Brunelleschi et caput-
magister dicte opere teneantur rumpi facere certam partem pilastri sacristie
in qua stare [debeant] becchatelli perghami marmoris facti per Lucam
Simonis marci della Robbia in quo poni [debent] orghana ecclesie prefate.

[Delib., 1436-1442, c. 33.]

42. (P. 1281.) 1438, Marzo 2o0.

Item simili modo deliberaverunt quod provisor opere scribat ad librum
opere in creditorem dicte opere Lucam Simonis marci della Robbia pro
infrascriptis quantitatibus pecunie, videlicet: pro quinque becchatellis cum
cimasiis perghami de marmore facti in ecclesia maiori, ad rationem fl. au.
XVII s. IV et d. IT ad aurum pro quolibet bechatello cum sua cimasia; et ad
rationem fl. XLV s. XIV et d. III ad aurum, pro otto venbris acchanalatis
et basis et capitellis, in totum . . ., et ad rationem fl. au. IV s. IIl et d. IV
pro una cornice grossa cum litteris et cum denetellis, in totum brachiorum
14 et unius sexti alterius brachii, pro quolibet brachio . . .: et ad rationem
fl. au. IV pro una alia cornice grossa sine dentellis alinguazata, brachiorum
14 et quattuor quintorum brachii, pro quolibet brachio . . .: et ad rationem .
libr. IV unius fregi cum litteris bracchiorum g et unius tertii [alterius]
brachii pro quolibet brachio . . .: et ad rationem libr. III et s. X pro una
cornice que vadit . . ., in totum brachiorum 6 et unius quarti alterius brachii,
pro quolibet brachio . . .: et ad rationem soldorum XVII pro una correg-
gina marmoris albi brachiorum 12, pro quolibet brachio . . .:intotum . . .:
in totum fl. CCLXVI et s. VIII ad aurum. [Delib., 1436-1442, c. 33.]

43. (P. 1282.) 1438, Aprile 30.

A Lucha di Simone della Robbia fior. L d’oro per parte del perghamo
a intalgliato. [Stanz., DD, c. 32.—Cfr. Stanz., E, c. 33*.]

44. (P. 1283.) 1438, Maggio 26.
A Lucha di Simone di marcho della Robbia, maestro d’intalglio, fior.

XL p. per parte di paghamento del perghamo & fatto nella chiesa maggiore.
[Stanz., DD, c. 34*—Cfr. Stanz., E, c. 39.]

45. (P. 1284.) 1438, Giugno 5.

A Nanni di Piero del Ticcio, chonduttore di marmo biancho, f. XXX p.
per ristoro di pili quantitd di marmo biancho per lui chondotto all’ opera
dalla chava di Charara per 1° perghamo che a fatto Lucha di Simone della
Robia nella chiesa magiore di Firenze perché detto marmo é stato di
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magiore peso e magiori prezi che non € I'altro della sua condotta e pero ¢ di
piu spesa. [Stanz., DD, c. 35'.]

Nanni Pieri Ticcii, conductori marmoris albi opere, f. XXX pro restau-
rationem marmoris pro eum conducti ad operam pro perghamo facto per
LLucam Simonis marci della robbia in ecclesia maiori florentina, considerato
quod maioris expense fuit dictum marmor in conducendo eum quia erat
maioris ponderis et magis ineptum in charichando et scharichando dictum
marmor et pro omni eo quod petere posset dictus Nannes pro dicto marmore
et hoc vigore declarationis facte per Filippum ser Brunelleschi et Batistam
Antonii, capudmagistrum opere. [Stans., E, c. 40'.]

46. (P. 1285.) 1438, Agosto 28.

A Luca di Simone di marcho della Robbia, intalgliatore, fior. XLII s.
VIII a oro, i quali danari gli si danno pe’ resto d'intagliatura e maestero
del perghamo del marmo ch'é posto e murato nella chiesa maggiore sopra
I'uscio della sagrestia di verso i Servi. [Stans., DD, ¢. 39 —Cfr. Stans.,

E, c 54%]
Item stantiaverunt Luce della Robbia fl. XLII s. VIII pro resto
pergami. [B.ser N.,I,c. 11.]
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2 TWO NUDE BRONZE ANGELS. Florence, Duomo. Now Lost.

Vasari tells us that on the cornice of the cantoria Luca set two figures
of gilded metal, described as angeli nudi, condotto molto pulitamente. These
are mentioned in the following century by Bocchi and by Del Migliore as in
the same position. Bocchi and Del Migliore define the metal as bronze.
As these figures are no longer known to exist, and even the cornice on
which they were placed has been destroved, we may assume that the angels
were removed in 1688 when the Cantoria was taken down. It is not known
what became of them. Nor do we know their character. Schubring
assumes that they were candelabrum-bearing angels, but Luca and his fol-
lowers never represented candelabrum-bearing angels as nude. Poggi pub-
lishes documents (Nos. 1426-1428, 1438-1443) to the effect that two
trumpeting angels of gilded wood were ordered of Bertoldo, sculptor, in
1485, and that the same or a similar order was given to Bartolomeo
d’Agnolo, wood carver, in 1508. Poggi believes that these were the angels
referred to by Vasari. However, the documents show that these wooden
angels stood not on the cornice of the cantoria, but on the organ itself (super
organo; sopra I'orghano), also that they were too large to be placed on the
cornices of the cantoria (altitudinis brachiorum duorum cum dimidio alterius

bracchii; grandi quanto naturale).
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3 THE FIGDOR MIRROR. Vienna, Collection of Herr A. Figdor.
Glazed terra-cotta. Total diameter, 0.63 m. Diameter of central
mirror, 0.17 m. Photo., Bruckmann.

From the Boy Collection, Versailles, passed into the hands of Herr
Figdor, Vienna, a very charming mirror of glazed terra-cotta (Fig. 20).
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The glazing is coarse and heavy, lacking the purity and smoothness, which
characterizes almost all of Luca’s glazes. The Visitation at Pistoia is
perhaps the only other work of Luca’s in which such coarse glazing occurs.
If one studies the design of this mirror, there can be little doubt that it
is not the work of a copyist, but a sketch dashed off by the artist himself at a

F16. 20. THE Fiepor MIRROR.

time when the faces of the boys and girls of the Cantoria were still fresh
in mind. We may in fact recognize faces from the reliefs of the Choral
Dancers, the Players on the Organ, the Tambourine Players, and the
Cymbal Players. Luca shows here the same serious-minded but happy
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children, treated with the same variety of expression exhibited in the
Cantoria. The comparison may be carried to details: to the laurel wreaths,
the floral crowns, the varied fillets, the wavy hair.

The mirror was designed to be hung on the wall. Hence this circle
of heads has a top and a base, where the heads are accentuated. But the
remaining sixteen heads are not schematically arranged. The composition
is asymmetric, as in Luca’s fruit and floral frames. We also note the
freedom with which the heads are related to the frame. Faces, hands,
garlands infringe upon the outer mouldings or against the inner laurel
wreath. This peculiarity may also be observed in the lower series of
the Cantoria reliefs.

BIBLIOGRAPHY
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4 THE VISITATION. .Pistoia, S. Giovanni fuorcivitas. H., 1.55 m.;
W.,, 1.50 m. Photos., Alinari, No. 10207-10208; Brogi, No. 4524-
4525. Burton & Co.

This group (Fig. 21) is known to have been in the church of S.
Giovanni fuorcivitas, Pistoia, as early as October 11, 1445, when Monna
Bice, widow of Jacopo di Neri de’ Fioravanti, provided a foundation for
the purchase of oil so that a lamp could be kept burning before it night and
day. The document relating this provision for the group, as well as others
from the archives of the Compagnia di S. Elisabetta for the years 1507,
1512, 1514, 1515, 1546, and 1561 concerning the care and decoration of its
tabernacle, have been published by Dr. Péleo Bacci.

As one of the earliest groups of the fifteenth century and one of the
few examples of Robbia statues in the round it deserves careful study. It
stands in distinct contrast to the sixteenth century representations of the
same subject on the Ceppo Hospital at Pistoia (1525), in S. Stefano at
Lamporrecchio (1524), and at S. Ansano near Fiesole, in being more
closely related to marble sculpture. The two figures are set upon separate
pedestals. The upper and lower parts of their bodies are cast separately.
Together they form a compact, pyramidal group, a compositional type
common in the works of Luca della Robbia.
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Unlike the sixteenth century Robbia Visitations, these is no polychromy.
Here only the eyes are coloured beneath the glaze. There are traces of
gilding, crudely renewed and then removed in modern times, on the hair
and borders of the garments. When I first saw this group in 1892 I was

Fic. 21. THE VISITATION.

impressed by the colouring of the eyes, with their gray-blue irises bounded
by a line of purple-violet and surrounding a purple-violet pupil. I soon
learned that in his representations of the eyes of the Madonna, Luca gave
to them almost without exception gray-blue irises. It may be noted
that on the Cantoria, Luca almost invariably carved the pupils and irises,
occasionally also the eyebrows, but not the eyelashes; also that in
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1443 in the Resurrection relief the eyebrows and lashes are not marked in
colour, as they were in 1446-1451 in the Ascension relief, in 1448 in the
candelabrum-bearing angels, and later almost invariably. Andrea della
Robbia preferred to give the Madonna hazel eyes. We need recall only
the yellow irises with the dark pupils, eyebrows, and eyelashes over the
Cathedral portal at Pistoia (1505) and the copper-coloured irises over the
Cathedral portal at Prato (1489). The followers of Andrea were not so
careful; they were either content with a black spot to indicate both pupil
and iris, or left the iris white. )

The glaze is not of the vitreous, milky-
white character described by Bacci, nor of
the fine quality described by Dr. Bode and
Miss Cruttwell. It is coarse and thickly ap-
plied like that of the Figdor mirror frame in
Vienna, and spotty, like that of S. Taddeo in
the Pazzi Chapel, not like the thin glazes of
the early sixteenth century so well repre-
sented at Pistoia.

If we examine the group in detail we
shall find many striking relationships to
Luca’s early work. The Virgin wears a ker-
chief wound about her head, similar in fash-
ion to that of one of the cithara players
and two of the drummers of the Cantoria
(1431-1438), and to a female head on the
bronze doors of the Sacristy, not unlike the
turbans which Ghiberti exhibits so frequent-
ly, but quite different from the veils and Fic. 22. THE VISIATION.
shawls used by Andrea della Robbia and his
sons to cover the head of the Virgin. The waving hair, the little
ringlets on the cheek, and the large lobe of the ear are seen also in the
cithara players. The shape of the head, whether seen in profile or in
full face (Fig. 22) would lead us to believe that Luca had befcre him
the same model as he had when he carved the Cantoria. The heavy
drapery with its long sweeping folds finds its closest analogies in early
and middle fifteenth century sculpture—in Luca’s Cantoria, his Ascen-
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sion relief and his candelabrum-bearing angels. Even the ruffle about the
Virgin's neck is a detail of costume to be found in several of Luca’s early
Madonnas: in the lunette from S. Pierino, in the recently acquired lunette
in the Berlin Museum, and in the Madonna from S. Maria Nuova, now in
the Museo Nazionale. Such a ruffle seems to have been no longer worn
in the latter half of the century, as it does not occur, except as a diminutive
band, in the works of Andrea della Robbia and his followers.

S. Elisabetta is on her knees, as she was represented by Taddeo
Gaddi, but less frequently in later Visitations. Both she and the
Virgin are here conceived in simpler terms than are the praying woman
and the Virgin in Andrea’s beautiful altarpiece in the Osservanza near
Siena. Péleo Bacci, blind to the expressive character of the group as a
whole, calls attention to the left arm of S. Elizabetta as an example of the
crude modelling indicative of the decadence, when Benedetto Buglioni was
the leading spirit of the Robbia school. I do not recall any parallel to this
in the works which may be attributed to Benedetto or Santi Buglioni. But
Luca himself in the Logic and in the Tubalcain reliefs of the Campanile
(1437-1439) has portrayed thick arms and very broad sleeves. This
arm of S. Elisabetta may certainly be cited as a defect in modelling, but like
the defects in the Campanile reliefs, it sinks into insignificance before the
impressive beauty of the group. We forget the arm of S. Elisabetta, and
think only of her adoring spirit about to break forth into the song,
“Blessed art thou among women, and blessed is the fruit of thy womb,”
and of the suppressed joy of the Virgin, about to sing in response, “My
soul doth magnify the Lord and my spirit hath rejoiced in God my
Saviour” (St. Luke I. 46-55).

DOCUMENTS

[Document No. 1, copied by Signorina Eugenia Levi, is here published
in full for the first time; the remaining documents are quoted from
Dr. Péleo Bacci, Il Gruppo Pistojese della Visitazione, gia attribuito a Luca
della Robbia. Florence, 1906.]

1. MCCCCXLYV. Die 11 mensis octobris.

DowM. Bicie Dna bicie olim uxor Jacobi Nerij de floravantibus
DE FIORAVANTE. vidua de pistorio volens provvidere saluti anime sue,
amore dej et inrevocabiliter donavit atque dedit et ottulit

sotietati visitationis virginis marie ad Sanctam elisabectam sitam in ecclesia
S. Johanni forcivitas et domino laurentjo christoforj priorj ecclesie S. Joh.
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forcivitas et dignissimo chanonicho chattedralis ecclesie pistoriensis et
rectori sotietatis visitationis virginis Marie ad sanctam elisabectam sitam
in dicta ecclesia S. Johannis et predicta sotietate recipere omni anno in
perpetuum de mense Januarij in anno domini MCCCCXLV] proximo
veniente unam quartinam et dimidiam alie quartine olej dulcis et clarij de
quo voluit in perpetuum die noctuque ardere debet unam lampadem ad
onorem dei virginis marie coram figura virginis Marie Sancte Elisabet
visitationis earum in ecclesia S. Johanni forcivitas predicte. Cum hoc
expresso et declarato per ipsa domina bicie et eius heredes possit et possint
ad earum voluntatem a dicta sotietate visitationis redimere at pretium ab
ea vel suis heredibus depraedicta recipiendum pro dicta sotietate spendi
debeat in alio affictu olei ad sufficiente ad dictam lampadem ardendum ut
supra et dittus d. laurentius convenit etc. Que omnia etc. promisit et sub
poena librarum C etc. obligavit et ren. etc. Rog. etc. Actum pistorij in
ecclesia S. Johannis predicte presentibus presbitero Nardo Perfecti et presbi-
tero piero bartholomei Gherardi omnibus de pistorio feliciter.

Archivio del Patrim. eccl. di Pistoia. Compagnia di S. Elisabetta
Testamenti, cod. C, n. 160, c. 5.

2. A di 22 Settembre, 1507.

Alla Chompagnia soprascritta a di 22 dito [Settembre, 1507] per con-
tanti lire tre per bracia sei di velo per metere alla figura di santa Lissabetta
1. 3. s—.

Archivio del Patrim., etc. Giornale 1503-1509, Cod. C, n. 1, ¢c. 31 %

3. A di 22 di Luglio, 1512.

A uscita generale a di soprascritto per braccia XII di tela cilestra per
fare una tenda a santa Elisabetta e den. 8 per refe in tutto 1. 4, s. 12, 8.

Archivio del Patrim., etc. Giornale, etc., c. 79.

4. A di g di Maggio, 1513.

Item, considerato e auta buona relatione che qualche divota persona
vuole fare uno tabernaculo et ornamento alla nostra santa Helisabetta et
perché tale spesa € pure di buona soma, servatis, etc., per loro partito
obtenuto per fave 43 n[ere] per si et fave 3 bianche per non, deliberorno, e
deliberando auctorita dettono et concesseno a Vincentio di ser Nic.” Politi
et a Bartolomeo di m.” Jacopo Zeloni, due delli huomini di detta Compagnia,
di potere circa a questo spendere per insino alla somma e quantitd di fior.
tre larghi d’oro e tanti debba pagare alloro poliza el camarlingo di detta
Compagnia e tanti li sia admessi da suoi ragioneri.

Archivio del Patrim., etc. Atti 1511-1530, cod. C, n. 145, c. 2t

5. A di 24 di detto [aprile, 1514].

A uscita generale a di soprascritto lib. XIIIJ* a Schalabrino di
P.’[iero] di Stefano dlpmtore posto lui per parte di dlpmtura del taber-
nacholo dell’ altare 1. 14, s.—

Alibroac. 151.

Archivio del Patrim., etc. Giornale 1503-1519, cod. C, No. 1, c. 95.
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6. A di primo d'ottobre [1514]. _ .
A uscita di denari generale a di soprascritto lib. 17 sol. 10 dati a Giova-
batista dipintore per xonto del tavernacholo di santa Lisabetta. L. 17, s. 10.

Libro c. 155.
Archivio del Patrim., etc. Giornale, etc., c. 100.

7. A di 5 di Febbraio, 1525.

Di poi detto di, doppo le soprascritte cose e congregati come di sopra,
Nicolao di Giuliano Godemini, uno del numero di detta Compagnia e si levo
in pie’, e al luogo solito e consueto in detta Compagnia, in luogo di ringhiera,
disse expuose e narro che essendo lui consueto ogni anno fare e celebrare
fare la festa di sancto Niccolo addi 6 di dicembre ogni anno nella chiesa di
sancto Giovanni forcivita allo altare intitolato di Sancta Anna al lato alla
porta di detta chiesa che mette ine chrosti e essendo anco devoto della
nostra sancta Lisabetta e havendo affettione alla nostra Compagnia, detto
Niccold dava e si offerisce di dare e pagare a detta Compagnia di sancta
Lisabetta lib. dugento di denari spiccioli delle quali se ne debbe spendere lib.
50 den. in ornamento della cappella overo tabernaculo di sancta Lisabetta
per detta e in detta Compagnia, e oltra dette 1ib. 50 spendere in ornamento e
aconcime predetto in buona forma quella quantita di sua denari ch’ a llei
parra, etc.

Archivio del Patrim., etc. Atti, etc.

8. A di 14 di Maggio, 1525.

E soprascritti officiali didetta Compagnia di sancta Lisabetta, congre-
gati insieme in bottegha della mia solita residentia, absente Cosimo Fabroni
loro compagno, servatis, etc., per loro partito obtenuto per fave tre nere per
si deliberorono e feceno che el camarlingo di sancta Lisabetta predetta, dia
e paghi a Giuliano di m°. Bartolomeo scarpellino da Firenze lib. 50 den.
de’ denari di detta Compagnia per conto dello ornamento di detta cappella
di sancta Lisabetta e tanto i sia ammesso da’ suoi ragionieri.

Item, per loro partito detteno autorita a Michele Fioravanti loro
compagnio, quanto hanno tutti e’ compagni, di mandare ad effetto detto
ornamento e di far fare pagamento e tutto quello bisogni circha le predette
cose.

Archivio del Patrim., etc. Atti, etc.

9. In 1546 it was ordered that the sacristan, ‘“‘sia anchor tenuto e obli-
gato tener coperta la figura della Nostra Donna a maggior divotione di
quella, salvo che nelli di solenni e paschali, sotto il gravamento della sua
conscientia.”

Archivio del Patrim., etc. Atti, cod. C, n. 152, c. 10,

10. The same provision was repeated in 1561: “Sia anc’ obligato a
tener coperta I’ altare et la figura della Nostra Donna et santa Lisabetta, a
maggior devotione di quella, eccetto che ne’ giorni solenni e pascali.”

Archivio del Patrim,, etc. Atti, cod. C, n. 158, c. 45.
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5 COLOSSAL HEAD. Florence, for the cupola of the Duomo. 1434.
Probably never executed.

In 1434 when Luca della Robbia and Donatello were engaged upon
the two cantorie, each was commissioned to model for the Cathedral a head,
the one selected as the best and most beautiful to be executed and placed in
the gula of the dome. During this year the dome was nearing completion
although the surmounting lantern was not finished until some years later.
The gula is apparently defined as the clausura, the closing section or inner
summit of the dome. A decorative head at this point must have been of
colossal proportions to be seen from below. It may have been the intent of
the commission to have it executed in stone or marble, as Milanesi and
Bode believe. Schubring suggests that a mask of bronze would have been
more practical. He also supposes that a gigantic tondo at this point of the
dome could only have contained a head of God the Father. Whatever the
intended material or subject, this head seems never to have been executed.

DOCUMENT
[Quoted from Cruttwell, 291, Doc. III.]

1434. “Nobiles viri . . . operarii . . . deliberaverunt quod Donatus
Nicolai aurifex intagli et Lucas Simonis Marci della Robbia quilibet eorem
facere teneatur unam testam . .. in formam modelli prout eis et cuilibet
eorum videbitur melius et pulchrius predicta opera pro fieri faciendo postea
in gula clausura cupola magne in lapidibus dicte gule unam testam sue for-
mam modelli capiendi per eorum officium ex pulcrioribus quas facient pro
dicto modello et hoc quantum melius fieri potuerit et expensis ipsius opere.”
—(Deliberazione dei Consoli e Operaj.)
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6 THE CAMPANILE MARBLE RELIEFS. JFlorence, Campanile del
Duomo. 1437-1439. Marble. Phatos., Alinari, Nos. 2019-2023;
Brogi, Nos. 4179-4183.

The Campanile, or Bell Tower, adjoining the Cathedral of Florence
was designed by Giotto in 1334. After his death in 1336 the building
was continued by Andrea Pisano, and completed by Francesco Talenti. It
is divided into a series of horizontal zones, two of which are decorated by
sculptured reliefs. The lower series, in hexagonal frames, is the finer in
execution, and is attributed to Giotto and Andrea Pisano. Five of these
hexagonal spaces on the north side of the Campanile, facing the Cathedral,
were left unfilled until on May 30, 1437, the order was given to Luca della
Robbia to make for them storias marmoris, for which he received final
payment on March 10, 1439, at the rate of 20 florins each.

The Campanile reliefs as a whole set forth the arts and sciences:
Architecture, Sculpture, Painting, Pottery, Weaving, Metallurgy, Agri-
culture, Commerce, Law, Music, Astronomy, Geometry, etc. The scheme
seems to have been more or less casual, and so far as the documents show
Luca della Robbia was not compelled to complete a definite scheme, but
was free to select his own subjects. It is not easy to correlate the subjects
of these reliefs with those already represented. Luca evidently designed
these reliefs in harmony with those already in place, but he had before his
mind no definite scheme such as that of representing the Trivium and
Quadrivium. Music, Astronomy, and Geometry were represented already,
and there remained Grammar, Logic, Rhetoric, and Arithmetic, not
enough to fill five hexagons. Even if we suppose that he represented all
seven of the Liberal Arts, combining Logic with Rhetoric, and Geometry
with Arithmetic, it is still difficult to interpret the final relief as Astronomy.
The mind of the early fifteenth century was not rigid and schematic, but
was struggling to move in new channels.

(1). Grammar. Photos., Alinari, No. 2019; Brogi, No. 4179.

In this relief a serious-minded teacher—by Vasari called Donatus—
is at his desk explaining some rules to two boys (Fig. 23). In the
background is an open portal, probably to suggest that Grammar is the
door of knowledge. One of the boys holds a book on his lap; the other
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is absorbed in taking notes. These boys are not unlike those of the Can-
toria. We may note that the floor of the schoolroom slopes downward,
so that the feet of the figures are visible to a spectator standing below the
reliefs. This downward sloping base Luca used in many other reliefs. In

F16. 23. GRAMMAR.

the triangular exergue, made by this base with the lower angle of the
hexagon, is a fluted disk, a motive often repeated by Luca. The
simple mouldings which surround the Campanile reliefs resemble those
on the lower series of the Cantoria.

(2). Logic. Photos., Alinari, No. 2020; Brogi, No. 4180.

Here two men in classic costume—by Vasari called Plato and Aristotle
—are engaged in active dispute (Fig. 24). The younger points to the text
of an open book while the older man argues against him with energy. The.
mantles are heavy, but exhibit peculiarities similar to those in the Cantoria
reliefs. These tunics have broad sleeves.. The older man is awkwardly
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posed, with the extraordinary defect of having a left foot attached to his
right leg. The exergue is ornamented with a rosette and trefoils.

Fic. 24. Loacic.

(3). Music. Photos., Alinari, No. 2021: Brogi, No. 4181.

A musician, Orpheus, is seated in a grove charming birds and beasts
by his song (Fig. 25). Vasari characterizes this as a lute-player represent-
ing Music. This seems an obvious interpretation and has many advocates.
On the other hand, von Schlosser, d'Ancona, and Poggi, finding Music
represented in Luca’s final relief, interpret this one as Rhetoric or Poetry.
This accords with the theory that Luca was systematically attempting to
represent the Liberal Arts. It is difficult, however, to find here a symbol
of Rhetoric or even of Poetry. Lyric'Song, as Miss Cruttwell puts it, is a
happier designation. Instrumental music had already been represented
in one of the older reliefs of this series, by a figure of Jubal, the inventor of
musical instruments. This for Luca della Robbia told but half the story.
He seems to have felt that human song has greater charm. Orpheus, pro-
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vided with a large cithara or lute, holds the rapt attention of an eagle, a
hawk, a duck, a goose, two herons, twa doves, and also of a boar, a lion
and lioness, a dog or wolf howling, and two indeterminate animals. Orange,
palm, and olive trees furnish a picturesque background. At the base of

Fi1c. 25. Music.

the relief is a large flower, and not far away a plant, breaking the uniformity
of the rocks on which Orpheus is seated.

(4). AritHMETIC. Photos., Alinari, No. 2022; Brogi, No. 4182.

Here are represented two Orientals, bearded, turbaned, clad in em-
broidered robes, and wearing scarfs (Fig. 26). Both appear to be counting,
one with the assistance of a slate, the other aided only by his fingers. They
form a simple composition, in contrast with the more energetic pair repre-
senting Logic. Possibly these reliefs suggested to Donatello the variety
of expression to be drawn from two figures,—a theme which he played
with many variations on the sacristy doors of San Lorenzo. We note
in the ornamented robes Luca’s fondness for rosettes—in some cases repre-
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senting them as seen a tergo, as in the decoration of the Cantoria. The
ground on which the Orientals stand has a distinct downward slope, and

Fic. 26. ARITHMETIC.

the exergue is filled with a floral scroll, which recalls those on the consoles
of the Cantoria.

(5). TuBaLcaIN or HarMONY. Photos.,, Alinari, No. 2023; Brogi
No. 4183.

The interpretation of this relief is not self-evident. If we assume that
the preceding relief is the one Vasari calls Euclid or Geometry, then this
is his Ptolemy or Astrology, or if he follows the order of the reliefs as
they are placed on the Campanile, the preceding one is for him Ptolemy
and this one Euclid. It is difficult, however, to see in this old man with his
anvil and hammers either Ptolemy or Euclid (Fig. 27). Modern writers
are almost unanimous in calling him Tubalcain. It is not as the father of
Metallurgy that he is here represented. He has struck his anvil with one
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hammer, then with another, and is attentively listening to the resultant
harmony, If this be Music, it is the theory of Music or of Harmony
that is indicated. Perhaps as Miss Cruttwell suggests, it expresses a
wider or Universal Harmony.

F16. 27. TuBALCAIN,

Several writers speak of this relief as more archaic than the rest, and
von Schlosser and d’Ancona reject its attribution to Luca. There can be
no question that this is one of the five reliefs ordered of Luca della Robbia.
In conception it is the subtlest of the series and in treatment it is charac-
teristic of Luca. The heavy sleeves, the simple folds resemble those of
the Pistoia Visitation; the bench with its mouldings is like the benches
on which Luca’s Madonnas are seated ; the mouldings recall the frames of
the lower series of the Cantoria, and the wreath of laurel and roses in the
exergue reminds us of the wreath about the neck of the central tambourine
player—one of the latest of the Cantoria reliefs. It is indeed strange that
Luca should have made the left hand of this figure so disproportionately
large. He seems to have been intentionally archaic in order to accommodate
his reliefs to those of earlier date.
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DOCUMENTS
[Quoted from Poggi, Ital. Forsch., 11, 58.]

1. (Poggi, No. 325.) 1437, 30 di Maggio.

Item locaverunt Luce Simonis della Robbia ad faciendum storias
nrarmoris que deficiunt in campanili maioris ecclesie florentine pro eo pretio
quod declarabitur per eorum offitium. [Delib., 1436-1442, c. 18.]

2. (No. 326.) 1438, 2 di Dicembre.

A Lucha di Simone dellarobbia, intagliatore, f. XXX doro per parte
di paghamento di certti chonpassi che fa di marmo a stanza dell’ opera che
s'anno a metere nel chanpanile, libro s. D c. 345. [Stans., DD, c. 44.—Cfr.
Stans., E. c. 66t ¢ B. ser N., I °, ¢c. 27.]

3. (No. 327.) 1439, 10 di Marzo.

A Lucha di Simo della Robia, intagliatore, f. LXX doro sono per resto
di f. C. doro €' quali danari allui si danno per resto di paghamento di cinque
storie di marmo per lui fatte e intagliate a stanza della opera, le quali s’anno
a metere nel chanpanile dalla parte di verso la chiesa, per pregio di f. XX
dell’ una, a libro s. D c. 345. [Stans., DD, ¢. 51.—Cfr. Stanz., E, c. 79*.]

4. (No. 328.) 1439, adi 27 di Giugno.
Item quod medium compassum campanilis actetur prout videbitur
Joanni Minerbetti. [B.ser N., I, c. 54%.]

Marrai, Cantorie, 7-8, note 7, gives a Latin version of Poggi's No.
326 in which Luca is said to have been paid 30 florins “pro parte sui
magisterii compassuum, quos facit pro mectendo in nolario maioris ecclesie
Sancte Marie del Fiore” (Stanz.,, E, c. 66'); also a Latin version of
Poggi’s No. 327, that the 70 florins “sunt pro pretio fl. centum, quos den.
debet habere pro pretio solutionis quinque storiarum marmoris factar. et
intagliatar. per eum . . . pro ponendis Campanili . . . partibus proxime
Sante Reparate” (Stans., E, c. 79*.).
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7 THE MARBLE ALTAR OF S. PIETRO. Two marble reliefs. (1)
Deliverance of S. Pietro. (2) Crucifixion of S. Pietro. Florence,
Museo Nazionale, Nos. 219, 201. 1439. (1) H., 069 m.; B,
078 m. (2) H.,, 0.69 m.; B, 0.68 m.

On the sixth of April 1439 Donatello was commissioned to make
marble altars for two of the fifteen apsidal chapels of the Cathedral, but did
not undertake them. Presumably this order was transferred to Luca della
Robbia as we find him receiving a similar commission on April 12, 1439.
Both artists, however, seem to have furnished models, for on April zo
Luca was directed to make a marble altar for the chapel of S. Pietro,
according to a wooden model, which presumably he himself had made,
and another for the chapel of S. Paolo, according to a wax model furnished
by Donatello. With the exception of two reliefs, neither altar appears to
have been executed, but we gather that they were to have been alike in
form, for one of the S. Pietro reliefs which remains to us shows two
heavy columns, leaving us to infer the existence of a second pair of
columns, and Donatello’s model was for an altar super quatuor colonnis.
The suggestion made by Signor Castellucci and Dr. Marrai (Cruttwell,
56, note 1) that these two altars still exist—one in the chapel on the north
side of the High Altar and the other in the Cappella della Concezione—is
improbable, since these altars are set not on columns, but on coupled pilasters
and are known to have been made in 1447.

In 1823 C. F. von Rumohr discovered in a storeroom of the Opera del
Duomo two marble reliefs of the Deliverance and Crucifixion of S. Pietro.
He recognized them as by Luca della Robbia, and was much gratified a few
weeks later to find his attention substantiated by the discovery of the docu-
ments of 1439. The reliefs were placed on exhibition in the Uffizi, where
they remained until transferred to the Museo Nazionale.

(1). DELIVERANCE OF S. PieTro. Photos., Alinari, No. 2707; Brogi,
No. 9418.

Here is represented S. Pietro in prison and his deliverance by the
Angel, described in Acts, XII, 1-11 (Fig. 28). Two Corinthian columns
roughly blocked out form part of the architecture of the altar. The con-
tract called for three reliefs, one in each exposed face of the altar. This
one, in which the movement is from left to right, evidently decorated the
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left short side. A long relief was required on the anterior face of the
altar and the Crucifixion terminated the series on the right short end.
That Donatello’s relief representing the Giving of the Keys to S. Pietro,
now in the Victoria and Albert Museum, may have been designed for this

Fic. 28. DEeLIVERANCE oF S. PIETRO.

altar, as suggested by Schubring, is most improbable. It is only 0.40 m.
in height, whereas Luca’s are 0.69 m.

The general composition of this relief, familiar to the Florentine
painters of the day, was, as Schubring has shown, based on earlier proto-
types. In detailed execution it is closely related to Luca’s own work. The
angel in the prison recalls types seen on the Cantoria; the sleeping soldiers,
the ornaments of the armour, and the bench on which they are seated may
be paralleled on the Campanile reliefs. The angel leading S. Pietro out
of prison recurs a few years later on the marble tabernacle now at Peretola.

(2). TuEe CrucrFixioN oF S. PIETRo. Photos, Alinari, No. 2708 ; Brogi,
No. 9419. .

According to tradition S. Pietro was crucified with his head downward.
In this unfinished relief (Fig. 29) S. Pietro is represented in the archaic

method, unrelaxed, as if not subject to the law of gravity. Two executioners
are energetically nailing him to the cross. As compared with Masaccio’s
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predella painting of the same subject in 1427 (see Sehubring, op cit., Abb.
31) Luca gives less depth to the background. The two executioners are
represented in profile. The cross is planted towards the left, leading the
eye toward the anterior side of the altar. The three soldiers to the right

Fi1c. 29. CruciFixioN ofF S. PiETRO.

form a strong terminal group and are arranged much in the same way as
Luca had grouped the boys in the Cantoria.

We may also note that the ground on which the figures stand slopes
downward toward the front.

DOCUMENTS
[Quoted from Poggi, Ital. Forsch., 11, 216-218.]
1. (Poggi, No. 1078.) 1439, Aprile 6.

E piu gli [a@ Donato intagliatore] fu alloghato per insino a di 6 d’
Aprile 1439 a fare 2 altari di marmo nella tribuna di santo Zanobi in certo
modo e disegno: non n’a avuti danari alchuno e non gli a cominciati.
[Stanz., EE, c. 73.]

2. (P. 1079.) 1439, Aprile 12.
A Lucha di Simone della Robbia per insino a di 12 d’ Aprile 1439
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fu alloghato a fare 2 altari di marmo nella tribuna di santo Zanobi secondo
cierto disegnio, & avuto in presto f. XX d' oro. [Stans., EE, c¢. 13*.]

3. (P. 1080.) 1439, Aprile 20.

Item postea, dictis anno et indictione, die vigesima mensis Aprilis, pre-
sentibus testibus ad infrascripta omnia vocatis habitis et rogatis, Filippo ser
Brunnelleschi Lippi et Gualterotto Jacobi de Riccialbanis, Bernardus Marci
de Salviatis et Francischus Canbi de Orlandis, duo ex numero operariorum
sante Marie del Fiore, vigore auctoritatis eis concesse per offitium opera-
riorum predictorum ad infrascripta facienda, ut de commissione constat
manu ser Pieri Tolomei, notarii florentini, omni modo etc. lochaverunt etc.
Luce olim Simonis Marci della Robbia, intagliatori et civi florentino, presenti
et conducenti, ad faciendum et construendum duo altaria pro duobus capellis
s. Marie del Fiore infrascripto modo et cum infrascripto designo, videlicet: in
capella titulata et sub titulo santi Petri apostoli, in dicta ecclesia, unum altare
marmoris longitudinis et largitudinis secundum modellum lignaminis, vide-
licet in largitudine brachiorum trium cum septem octavis alterius brachii
vel circha et cum illis mensuris sibi dandis et cum conpassis in facie anteriori,
uno videlicet in qualibet testa, in quibus sint storie santi Petri predicti.
prout dabuntur et designabuntur ei et a parte posteriori prout alias delibera-
bitur. Secundum vero altare sit capella titolata sub vocabulo santi Pauli
apostoli, illius longitudinis et largitudinis prout supra dicitur de alio
superiori, et secundum modellum eis dandum, quod factum fuit de cera per
Donatum Nicholai Betti Bardi, quod est in dicta opera, videlicet super
quatuor colonnis et in parte intus cum fcrma ovale cum storiis et figuris
circum circha santi Pauli predicti. Que altaria facere debeat ad usum boni
magistri ita et taliter quod sint prout requiritur in dicta ecclesia et debeat
habere pro sua mercede pro dictis laboreriis pro pretio alias declarando et
ordinando per operarios predictos et debeat et obligatus sit primum altare
dare perfectum hinc ad quindecim menses, et alium post alios quindecim
menses, et pro predictis obligavit dictis operariis recipientibus pro dicta
opera, bona sua presentia et futura. [Allog., c. 5]

4. (P. 1085.) 1439, Novembre 23
A Lucha di Simone di Marcho della Robbia, maestro di schultura, fior.
XX per parte di suo maestero di due altari di marmo con fighure fa per la

chiesa maggiore. [Stams.,, DD, c. 69.—Cfr. Stanz., E, c. 112*. ¢ B. ser
N., I c 78.]
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8 THE LUNETTE FROM S. PIERINO. Florence, Museo Nazionale,
No. 29. H., 1.20 m.; W,, 2.40 m. Photos., Alinari, Nos. 2773-
2774 ; Brogi, No. 4656.

In a little street, the Via dei Ferravecchi, by the Mercato Vecchio, now
replaced by the Piazza Vittorio Emanuele, was a small, old church known as
S. Piero di Buonconsiglio, popularly called S. Pierino to distinguish it from
S. Piero Maggiore. For the lunette above the door Vasari tells us Luca
della Robbia made a Nostra Donna con alcuni angeli intorno molto vivaci.
In the seventeenth century Del Migliore remarks thatsome persons objected

F16. 30. LuUNETTE FROM S. PIERINO.

to this relief as inappropriate and thought an image of S. Piero would be
more fitting. The church was completely changed in style in 1736 and
was suppressed in 1785, but not destroyed for almost a century. Dr. Bode
in 1878 had the lunette photographed for the first time. In 1884 it was
still over the door of S. Pierino, it then lay boxed up for several years
before it was transferred to the Museo Nazionale where it is now preserved.
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When Alinari's photograph, No. 2773, was taken (Fig. 30), this
lunette appears already to have suffered from ill usage and unskilful restora-
tion. It was set directly above a projecting cornice, and crudely raised
upon this base so that it could be seen from below, and sunken into a
plastered wall with no architectural frame except its own. Evidently this
lunette was never designed for this site.

A comparison of this lunette with that from the Via dell’ Agnolo will
also show how unintelligently it had been put in place. Evidently the
moulding showing the leaf and dart and that showing the egg and dart

Fic. 31. S. Pi1ERINO LUNETTE IN MUSE0O NAZIONALE.

should have been above the floral frieze; only the lower leaf moulding and
the cord moulding are correctly placed. The floral wreath, moreover, is
abominably put together, with no regard for direction, and is crudely
patched. Possibly the frame once followed the form of a pointed arch,
transformed later into a round arch. As it stands to-day in the Museo
Nazionale (Fig. 31) the floral wreath is more intelligently composed and
restored, but is still out of place. It rises from the imposts of the arch
and meets in the centre above the Virgin’s head. Like the floral frame-
work of Ghiberti’s first baptistery gates it consists of a series of almost
continuous, slightly detached bouquets, here bound with blue ribbons.
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White lilies, wild roses, and dark olives are irregularly distributed against
the foliage, which varies in colour from a robin’s egg to a rich green.
Ruskin praised its naturalism.

The relief sculptures are glazed white and set against a blue back-
ground. No other colour is used except in the indication of the eyes, where
we find gray-blue irises, and dark blue or violet pupils, iris boundaries,
lashes, and eyebrows. The eyebrows are indicated by a series of short
diagonal strokes and the lower eyelashes are not invariably represented.
The general composition shows the Virgin in half figure in the clouds with
an adoring angel on either side. The angels, though intently religious, are
clad in calligraphic drapery, which betray Luca’s rigorous training under
a goldsmith and show how strongly he was influenced by Ghiberti. The
triangular coronals are such as we find on the angels of Orcagna’s famous
tabernacle in Or San Michele, and in the sculptured Porta della Mandorla
of the Cathedral. Luca uses the same type of coronal in other early works:
in the marble altar of S. Pietro (1439), and in the tabernacle at Peretola
(1442), but these marble angels are designed in a more advanced and
independent style.

In the Madonna and Child Luca was probably dependent on some other
master. The Child, who in Luca’s groups is usually quiet and restful, is here
eagerly pressing forward to bestow his blessings on the world. He is
also held to our left, whereas in Luca’s other works he is almost invariably
held to the right. In the construction of both Virgin and Child Luca also
falls short of his usual perfection. The Virgin’s hair is very scantily
modelled, her head bands roughly indicated, her shoulders too narrow, her
brooch too large. The Child’s head is so large and round as to make us
feel that it might too easily be severed from the body. And yet may we
not see in this representation of the Child the same hand, but less in-
spired, of him who wrought in marble the seated psaltery players in the
Cantoria?

Various writers who have described this relief differ greatly as to
the period to which it should be assigned. Bode dates it earlier than 1443,
Venturi somewhat earlier than 1450, Marcel Reymond and Schubring
between 1450 and 1460, and de Foville at about 1465. In my opinion it
is an inexperienced work, in which Luca shows a tender sentiment for a
youthful, bashful Virgin, but his individual artistic style is as yet but
slightly developed. It may even be earlier than the Cantoria.
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XVI cent.,
XVII cent.,

XVIII cent.,
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LUCA DELLA ROBBIA

BIBLIOGRAPHY

Vasari, 11, 175;

Bocchi-Cinelli, 215-216; Del Migliore, 497;

Richa, VII, 303;

Baldinucci, V, 220; Barbet de Jouy, 56; Bode, Kf. 8, 12, 24; A. S. 4,
11 (1889), 4; It. Bild. Ren., 71; Cavallucci et Molinier, 47, 53, 212 No.
42; Cocchi, 218; Marquand, 4. J. 4., 1X (1894), 9-10, Pl 3; Perkins,
T. 8., 1, 108; Reymond, D. R,, 101; Sc. Fl., 11, 221-223; Rossi, 4. S. A., VI
(1893), 6-8; Supino, 443, No. 29;

Bode, J. k. p. K., XXI (1900), 7-8; Denkm. 62-63, Tab, 213; Fl. Bildh.,
119-120, Abb. 68; Fl. Sc., 81-82; Z. f. b. K., 1910, 305; Burckhardt, 428;
Burlamacchi, 40, 48, 110; Cruttwell, 123-125, 323; de Foville, 75, 137;
Doering-Dachau, Abb. 31; Michel, IV, 83, Fig. s9; Ruskin, XXIII, 323;
XXXIII, 313; Schubring, 73-76, Abb. 70; Ber. d. kunsthist. Ges., 1904,
4-8; Venturi, VI, 566, Fig. 379; Waters, 192.




LUCA DELLA ROBBIA 49

9 THE ANDRE MADONNA. Paris, Musée Jacquemart-André, No.
778. H., 0.74 m.; W,, 048 m. Photos., Bruckmann, Munich;
Bulloz, Paris.

This free-standing relief (Fig. 32) in white enamel, which figured
in the Pourtalés sale of 1865, was purchased in the Piot sale 1890, and
on the death of Madame André in 1912'became the property of the
French nation under the supervision of the Institut de France. The

Fic. 32. THE JACQUEMART-ANDRE MADONNA.
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composition is very similar to that of the Madonna on the S. Pierino
lunette, but the style more advanced. The Virgin's hair shows Luca’s
favorite waving lines, and the mantle, headdress and fillet are more accu-
rately modelled. The ruffle about t<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>