
Rezensionen

Kiinstler orientierte Kunstgeschichtsschrei- 
bung moglich ist. Schliel?lich ist das, was wir 

als Qualitat erleben, nicht so sehr eine Frage 
der kimstlerischen Tagesform, sondern in 

erster Linie abhangig von Intelligenz, Prob- 
lembewufitsein, Phantasie und einer mehr 

oder weniger guten Ausbildung und zahlt 

folglich zu den Charakteristika eines CEuvres. 
Man wird Longhis Duecento-Studie und 

Offners Corpus-Projekt stets zugute halten, 

dal? sie auf die Forderungen ihrer Zeit rea- 

gierten und Anstdl?e gaben. Die Trecento- 

Bande des Corpus sorgten auch fur eine 
erhebliche Erweiterung unserer Denkmaler- 

kenntnis, und eine ganze Reihe der dort defi- 

nierten Meister halt jeder Kritik stand. All 
dies trifft auf das hier besprochene Buch nicht 
zu. Ich fiirchte, dal? die einschlagig Interes- 

sierten wenig Anlal? hatten, fur eine Fort- 
setzung der Section I des Offner-Corpus mit 

weiteren Banden dankbar zu sein, wenn 
Bearbeiter und Herausgeber das Konzept vor- 
her nicht gundlegend iiberdenken.

Michael Viktor Schwarz
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This important book is significantly subtitled 

0rHnDHORlEgRolEyHIhErQnEgDRgrRznDFIDgr 

IeRACNRlEgRA5NR)ndkdlEgkHN In essence it dis­

cusses the development of representations of 

Saint Francis in thirteenth-century panel 

painting and, more widely, the functional role 

of such paintings in the church and contem­

porary society. The new gabled panel showing 

the standing saint flanked by scenes from his 

life and miracles is the oldest painting of this 

type in Western art. Both its shape and the 

serial nature of its production were innovato­
ry. In their choice of themes and programmes 

the Francis panels echoed the development of 

the Order itself. The shift from the Founder as 

thaumaturge to a similitude of Christ, and the 

growing preference for biographical episodes 

in place of miracle scenes is scrupulously 

charted, although the loaded term »biogra­

phy* with its contemporary hagiographical 

resonances is not satisfactorily unpacked.

Kruger carefully distances himself from 

Hellmut Hager‘s hypothesis of a fixed altar­

setting for the Francis panels. He adduces an 

impressively wide range of evidence, from the 

inscription of the polychromed wooden 

Virgin carved by Presbyter Martin in 1199 for 

the Camaldolese Abbey of San Giovanni at 

Sansepolcro now in Berlin, to 6nrR,nEHILnr of 

Alfonso X. He also notes a preponderance of 

sculptured Madonna tabernacles in churches 

of the older Orders and regular canons. From 

these examples depends a fascinating discus­

sion entitled iylD3HlkR2krlrRSyhE in which 
the Madonna relief in the Servite church of S. 

Maria Maggiore at Florence, here ascribed 
directly to Coppo di Marcovaldo, occupies a 

prominent role. The Florentine relief-icon 

betrays itself as an atrophied three-dimension­

al Madonna and its predella scenes constitute 

an abbreviated cycle of the central points of 

Christian dogma. Whereas however Virgin 

images could borrow from Byzantine proto­
types for their iconography the Saint Francis 

icons could not, although suggestive parallels 

with ancient Mithraic reliefs might have been 

cited (B. Schweitzer, »Dea Nemesis Regina,« 

jnFkFludRgrRslHrudERakudghDhLIrudE 

SErHIHlHr 46, 1934, pp.175 S.R. Zwirn, 
»The intention of biographical narration on
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Mithraic cult images,« 7hkgRnEgRSenLRZ 

1989, pp.z ff.) The author's discussion here 

might also have been enriched by reading 

Robin Cormack’s 7kIHIELRIER0hDgN (London 

1985). Nonetheless Kruger’s whole discussion 

of the shift from sculpture into painting is of 

considerable importance and very significant­

ly advances the argument.

A group of early panels produced by the 

Aretine workshop of Margaritone was a 

regional phenomenon initially confined to 

eastern Tuscany, although one example is still 

to be found in the early Roman house of San 

Francesco a Ripa. While the mechanism of 

diffusion remains uncertain, the fourteenth­

century instance reported in the Legend of the 

Beato Gerardo Cagnoli of a Francis panel 

with sixteen scenes copied from a model in 

Lucca is very instructive (F. Rotolo, »La 

Leggenda del B. Gerardo Cagnoli O. Min 

(1267-1342) di Fra Bartolomeo Albizi O. Min 

[+ 1351],« tIruDDnEnRoknEurunEn 57, 

1957, PP-36?R; Kruger p.52). The new type 

of Francis panel influenced the early iconog­

raphy of other saints such as Catherine of 

Alexandria and Veranus. Kruger is rightly 

sceptical about the early date conventionally 

given to the oWaz’WRoWaV,Si,8i mural at 

Subiaco, although the figure’s bare feet dem­

onstrate unequivocally that it cannot original­

ly have been, as he hints, a Benedictine monk 

modified later (C. Frugoni, oknEuruhR 

SDE2E-IhERgDDRiHIeenH Turin 1993 

p.306 note 38. Not available to Kruger). 

Equally critical of the currently accepted 

reconstruction of the precocious Saint 
Dominic panel in the Fogg Art Museum, he 

correctly regards it as much more probably a 

single saint figure without flanking scenes, a 
revisionist view which he convincingly links 

to the Dominican Order’s historical relation­

ship to its founder’s cult. He also makes very 

illuminating if cryptic observations on the 

recently cleaned panel from San Francesco at 
Pistoia. On many of the individual panels 

indeed he has novel and stimulating observa­

tions to make. However the suggestion that 

Francis in the Ottana polyptych stands for the 

monastic orders whilst Nicholas as the secular 

clergy seems improbable.

Kruger’s further deduction from the mass of 

material which he sifts, that the Francis pan­

els were probably qIER-IHDIudkRBkIrHlELR-lk 

alrrHDDlELRnlRhgkR(FkRgeR4nl3HnDHnk 

nE-lFkIELEX feast-icons to be placed on the 

high-altar, may win less than universal assent. 

The sparse documentary evidence which he 

adduces in support is either later or non­

Italian. His contention that this conclusion 

will require a revision of the history of the 

Italian altarpiece as conceived by Hager is, in 

this reviewer’s opinion, dubious. Eponymous 

images above tomb-shrines are not really a 

supporting argument, as Simone Martini’s 

Beato Agostino Novello demonstrates 

GiIehERtnkHIEIRRudhe3nLEI Florence 
1985 pp. 56ff.).

Originally composed as a thesis at Munich in 

1987 under the direction of Hans Belting, this 

is a substantial, ambitious and expensive 

book. Kruger draws on an enviably wide 

range of scholarship, and has clearly profited 

from careful study of such writers as Andre 

Vauchez G6nRrnIEHHRERwuuIgEHRnlvRgkO 

EIkrRrIuDrRglRthxERaLRgn3krRDrRbkhur 

gR,nEhEIrnHIhERHRDrRghuleEHrRdnLIhLknO 

3dIlr Rom 1981). He writes in a densely 

compacted style which does not immediately 

yield up its meaning. There is a most useful 

catalogue of the main panels discussed and 

the book is extremely well illustrated 

although one may perhaps suspect that not 

quite all of the paintings reproduced are 

authentic. (Figs. 301, 314). Several extremely 

instructive maps are included. Kruger has 

made an important contribution to the study 

of early Italian panel-painting which, even 

where it does not carry full conviction, probes 

the foundations of current assumptions and 

offers a range of significant new argument.

Julian Gardner
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