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A deacon enters a house and discovers the devil child in the cradle. At once he has him taken to 
the courtyard and burnt, Plo IX c. 
A deacon ordained by a bishop, Fig. 6. 
A deacon disputing with twelve elders and bystanders, PI. IX b. 
The stoning of the deacon, Plo IX a. 
The last two scenes refer to Stephen as we know from any number of other pictures. The other five 
would seem to precede them and to form part of the same legend. Yet I have not succeeded in find
ing any reference to episodes corresponding with those in the published legends regarding the 
Protomartyr, although I have a haunting sense of having read something of the sort somewhere, in 
connection not with this saint but some other Stephen. 
But this legend extended to Florence at least. In the frescoes at Prato! Fra Filippo depicts the rape of 
the infant Stephen by the devil and the bishop discovering the infant suckled by the doe. (Photo 
Alinari.) 
Perhaps a legend of which the hero was a local saint of the same name has got mixed up, or rather 
telescoped with the real history of the Stephen of the Acts. 
In the woodland church attached to the monastery of S. Lucchese, standing high over the road that 
from Poggibonsi leads to Staggia, there was uncovered two or three decades ago a fresco of about 
1400 which illustrated the same story as in our panel. Unfortunately only three of the episodes are 
preserved enough for the far from exorbitant claims of iconography, two alone being photographed. 
Above is represented the Birth of the Saint. Below we see the devil babe cradled in the porch of a 
lordly dwelling while the infant Saint is being carried out to sea in a ship manned by demons 1). At 
the bottom a bishop stepping out of his cathedral discovers a doe suckling a child, Plo X c and d. 
There are tantalizingly illegible and interrupted inscriptions in these frescoes. Under the second I, who 
am not a bit of an epigraphist and as little of an hagiologist, seem to descry and interpret the follow
ing ... chulla pichol ... blino Stefano santo portato fusti in paese ne ... In the lower episode the 
doe utters the words: Hie es Stephanus filius Dei, and under it I read: trovato chebbe el vescovo 
('t)roiano alla sua porta la cervia lactare Stephano santo die agovernare. 
It is annoying to be baffled for so little. If we could know the initial syllable of the name of the bishop, 
we might be able to identify the place to which to attach this curious story. One thing is certain: 
whoever this bishop was, it was not St. Peter. The Prince of the Apostles, when not bareheaded, never 
wears an episcopal mitre but a papal tiara. 
As works of art, these seven Frankfurt panels rank with the best painting produced in Italy in that 
rather fallow moment, the first decade of the Fifteenth century. I should be at a loss to name any
thing more dramatic as narrative, clearer and more rhythmic in grouping, more realized in space, 
better constructed, and of pleasanter colour in Italian painting just before the maturity of Lorenzo 
Monaco and the first revelations of Fra Angelico and Masolino. They remind us of Mariotto di Nardo's 
best, but how much better than that best 2)! 
1) In the St. Bartholomew painted in 1401 by Lorenzo di Niccolo for the neighbouring S. Gimignano (photo. Brogi 15287), in 
the birth scene, a black devil snatches the infant saint from the cradle. 
2) It is interesting to note that we find here one of the first instances in Italian Art where the idols destroyed are not med
ireval fancies but Greco-Roman statues se'en in a surprisingly Renaissance way. In fact, it might be possible for an archre
logist to reconstruct them. 
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A better known artist, and deservedly better known, 
Lorenzo Monaco, must have been in close touch with 
the group that painted the frescoes in the Chapel of the 
Virgin in the sacristy of the Siena cathedral. His types, 
his action, and his carefully folded draperies show marked 
affinities with theirs. It is a pity that caligraphy twirled 
away with him, reducing him, as it did so many of the best 
artists in France, Spain and Germany at the same time, 
to little better than dancing dervishes in paint. Curious 
that he should have been so utterly carried away by the 
last flurry of Gothic sweeping down from the Franco-Fle
mish workshops over the Cottian Alps. Florence did not 
quite recover from the consequences before the end of the 
Quattrocento. 
Here at Frankfurt we see Lorenzo in his most heroic but not 
most agreeable mood 1), Fig. 7. The painting representing 
the Saviour seated in the heavens blessing with one hand 
and holding the terrestrial globe surmounted by a cross 
in the other, was probably intended to crown one of those 
extensive polyptychs reminding us of Gothic fac;ades, that 

Abb.7. Lorenzo Monaco, The Saviour enthroned . FI I I h were common In orence particu ar y in t e pre-Renaissance 
Frankfurt, Stiidel-Museum 

years of the Quattrocento. It is therefore painted broadly, 
almost crudely, and lacks the daintiness to which his more minute work has accustomed us. 
Finally we have a Madonna enthroned with two kneeling angels 2), Fig. 8. It shows in the Madonna - her 
hand particularly - the influence of Rossello di jacopo Franco, and in the angels that of Giovanni 
del Ponte, two belated but attractive Trecen tists who "kept smiling" to the end. No wonder, for 
the Renaissance did not come like an Assyrian conqueror. On the contrary, even in Florence most 
people were cheerfully unaware of it till well on to the middle of the 15 th century, and ordered 
more and more elaborately gorgeous, refulgent, twirling, blinking creations of the sunset of Gothic 
design. But for the accident of death, it would have been Bicci di Lorenzo, and not Piero della Fran
cesca who painted the story of the True Cross at Arezzo. 

This article had gone to the press when I received from Mr. A. Hyatt Mayor, of Christ Chutch, Ox
ford, a copy of a text extracted from an 11 th Century Codex at Montecassino, printed on p. 37, Vol. III 
of Bibliotheca Casinensis, Monte Cassino, 1877. This text, entitled "Fabulosa Vita di Stephani Proto
martyris" is unfortunately no better, as a text, then an illustration to it, done by the worst of con
temporary painters of "Exultets", would have been. It is so confused that we learn nothing from it 
except that the name of the Bishop was julianus, and that the legend was already current in the 

1) Inv. No. 1177. H.87cm, W.34cm with frame. 
2) Inv. No. 1167. H. 1,22 cm, W. SS cm. 
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Frankfurt a. Main , Stiidelsches Kunstinstitut 
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11 th Century. It is curious, by the way, that it should 
have been illustrated in the heart of Tuscany alone. 
As Heinrich Weizsacker points out in his Catalogue 
of the Stadel Institute (to which unfortunately I had 
no access previously, but which also mentions the 
Monte Cassino text) there is a trace of this Legend 
in the Predella to Andrea Vanni's Polyptych at 
S. Stefano in Siena. The painter, Giovanni di Paolo, 
retains of this story only the episode of the doe suck
ling the infant, but this suffices to prove that the story 
remained current in Siena on into the 15 th Century, 
full two generations after the Fresco at S. Lucchese. 
Two days ago Number 1- 11 of the Rassegna d'Arte 
Senese for 1924 brought me an article by F. Mason 
Perkins on Martino di Bartolommeo. It attributes to 
this artist painter several of the pictures I have here 
ascribed to him - a happy instance of students wor
king separately and reaching the same result. The 
article reproduces the Annunciation at Asciano, as 
well as the Madonna of 1408, formerly in the Bonichi 
Collection of that town. 
February 4th, 1924. 

Kurze deutsche Inhaltsangabe des 
A u f sat z e s v 0 n B. B ere n son 

Der Inhalt des Berensonschen Aufsatzes, der die tos
kanischen Trecentobilder im Stadelschen Kunstinstitut 
behandelt, ist kurz folgender: 
Die beiden Tafeln mit der Darstellung des von Apo
steln umgebenen thronenden Christus und der von 
Heiligen umgebenen thronenden Madonna, Abb. 3,4, 
schreibt Berenson nach dem Vorgang von Curt Weigelt 
(Rassegna d' Artc Senese V, 101- 105) dem Meo da Abb.8. Florentine about 1430, Madonna and two Angels 

Frankfurt, Stiidel-Museum 
Siena zu. Vom gleichen Meister sind, wie Weigelt schon 
festgesteIlt hat, ein Triptychon im Dom von Perugia und ein signierter Altar in der Galerie von Perugia. 
Meo scheint von etwa 1319 bis zu seinem Tode zwischen 1333 und 34 in Perugia und Umgebung 
gearbeitet zu haben. Er muS unter Duccio oder einem seiner Nachfolger gelernt haben. Oer signierte 
Altar in der Galerie in Perugia ist sehr provinzieller Art, verrat aber zugleich Bologneser Einfliisse, 
wahrend dem Domtriptychon offenbar Anregungen aus dem Kunstzentrum Siena zugute gekommen 
sind. Das Frankfurter Spatwerk zeigt das Zuriicksinken in eine seltsam baurisroe Manier, die auf die 
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provinzielle Abgeschlossenheit des Malers, auf sein F ernsein vom anregenderi Kunstzentrum zuruck
zufiihren ist. 
Die kleine Tafel mit der Madonna, mit Petrus, Paulus, dem Taufer und drei anderen Heiligen, Tafel Va, 
halt Berenson fiir eine eigenhandige Arbeit des jacopo del Casentino, in Obereinstimmung mit 
Richard Offner (cf. Bolletino d'Arte del Ministero della Publica Istruzione, Dez.1923), im Gegensatz 
zu van Marle, der sie fur das Werk eines Malers halt, der wohl in naher Beziehu,ng zu jacopo steht, 
"aber nicht er selbst ist" (cf. van Marle, The Italian Schools of Painting, Bd. Ill, S. 654). Berenson 
sieht auch bei jacopo del Casentino Bologneser Beziehungen, die durch Meo vermittelt sein konnten, 
vor allem aber betont er den EinfluB des bedeutendsten Giottoschiilers, des Bernardo Daddi. 
Charakteristisch fiir Barnaba da Modena, von dem das Stadelsche Institut eine Madonna besitzt, 
Tajel Vb, ist sein unentwegtes Festhalten am byzantinischen StiI. Mit Siena hat ,er wie die meisten 
italienischen Maler auBerhalb Toscanas nichts zu tun. - Zwei kleine Altare, die Zusammenhang mit 
den Lorenzettis zeigen, sind schwer naher zu bestimmen. Der eine mit der Kreuzigung, der Maria im 
hortus conclusus und einer Reihe anderer Szenen zeigt, Tafel VI a, stammt wohl von einem Schiiler des 
Pietro Lorenzetti aus dessen Friihzeit. Die Moglichkeit, das Bild dem Ugolino Lorenzetti zuzuschreiben, 
wird abgelehnt. - Der andere kleine Altar, Tafe! Vlb, steht dern Arnbrogio Lorenzetti sehr nahe, der 
nie etwas gemalt hat, "das ekstatischer in Freude oder Schmerz, eindrucksvoller oder iiberzeugender 
ware". Er muB urn 1332 entstanden seine 
Die thronende Madonna zwischen Petrus, Paulus, zwei anderen Heiligen und zwei Engeln, Tafel VII b, 
schreibt Berenson dem Lippo Vanni zu. Sie ist eine Variante des Bildes in der Sammlung F riedsam 
in New York (cf. Berenson, Un Antiphonaire avec Miniatures par Lippo Vanni, Gazette Des Beaux 
Arts 1924, S. 257/58). - In dem beschadigten, "aber nicht verrestaurierten" Madonnenkopf, Tafel VIII a, 
erkennt Berenson ein Werk des Bartolo di Fredi. - Die drei schmalen Tafelchen mit den anmutigen 
,Darstellungen der Maria, Agnes und Ursula, Tafel VII a, schreibt er dem Andrea Vanni zu. - Von 
einem vorlaufig nicht naher zu bestimmenden Schiiler Vannis ist das Triptychon mit der jungfrau und 
'Heiligen auf Mittel- und Seitentafeln, der Verkiindigung zu beiden Seiten der Kreuzigung im Giebel, 
'Abb.5. Dem PaoIo di Giovanni FeY wird die IebensgroBe heilige Katharina zugeschrieben, Tafel VIIIb. 
Sie gehort zu den besten Bildern des Meisters. -
'In den sieben Tafeln mit den ungewohnlichen Darstellungen aus der Stefanuslegende, Tafel IX a, b, c, d; 
Tafel X a, b und Abb. 6, erkennt Berenson Arbeiten des Martino di BartoIommeo; im Gegensatz zu 
van Marle, der sie einem Oberitaliener zuschreibt, der der Kunst des Giovanni da Milano und des Altichiero 
nahestehe. -- Drei Szenen des gleichen eigenartigen Legendenstoffs sind dargestellt auf einern Fresko 
in der Waldkirche beim Kloster S. Lucchese bei Poggibonsi. (Zwei davon auf Tafel Xc und d.) 
Nahezu vollstandig findet sich der Legendenstoff in einem M.:muskript des 11. jahrhunderts in der 
Bibliothek von Monte Cassino. - Die Frankfurter Tafeln gehoren zu dem Besten, was im ersten jahr
zehnt des 15. Jahrhunderts in Italien geschaffen wurde. - Die Tafel mit dem thronenden Christus, 
Abb. 7, ist ein typisches Werk des Lorenzo Monaco. Wahrscheinlich bildete sie die Bekronung eines 
vielteiligen Altars. - Die thronende Madonna, Abb. 8, zeigt die Beeinflussung durch Rossello di 
jacopo Franco und durch Giovanni del Ponte. 
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Martino di Bartolommeo 

a) Substitution of Demon for Infant, b) Infant suckled by a Doe 
Frankfurt a. Main, Stadelsches KUllstinsti tut 

Tafel X 

Tuscan toward 1400 
c und d) Scenes as in fig. a and b 

s. Lucchese, Poggibonsi 
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