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The composition is made of two 
drawings encased in two  metal   
frames; both drawings are ink 
on velum. The large drawing is 
5.25”x12.25” and the small drawing 
is 4”x9.25”. The small drawing 
represents the moment when 
Filippo pretended to be the Fat 
One. Here Filippo is inside Manetto’s 
home pretending to speak to 
the mother.  At that instant the 
practical joke that Filippo planned 
was set in motion and he knew that 
the next day the Fat One would 
be back in his house confused.  
The large drawing represents the 
moment when the Fat One woke 
up in his room the next day. In 
order to confirm his identity he 
touches himself, using his left hand 
to touch his right arm. Elements of 
the small drawing consist of Filippo 
standing on top of the staircase 
looking toward the viewer. The large 
drawing consists of three parts with 
the Fat One standing in the middle. 
The upper half of the large drawing 
consist of the tower of Santa Maria 
Del Fiore and is placed on top to 
reflect hearing the sound of the 
bells. The lower half consists of the 
woodworker’s  shop  turned upside 
down.  When looking at the whole 
composition, the viewer is able to 
see Filippo through an opening that 
represents a mirror, window, and 
opening in the vanishing point of 
Brunelleschi’s invention to confirm 
the effectiveness of one point 
perspective. The entire practical 
joke represents a fabricated 
perspective that is meant to mirror 
reality. The mother is standing with 
her back to the viewer because 
she is not part of the fabrication.             

Dalal Kassem





Reality is a wall with two sides…  

The drawing interprets the 
moment in the story when the Fat 
Woodworker is knocking on the door 
of his own house and Brunelleschi 
from the inside, mirrors his identity 
confusing the Fat one.  This double-
sided reality appears in the drawing 
as a construction of a section that 
places the spectator as a viewer of 
both realities. The wall section was 
collaged and transformed from 
Sebastiano Serlio’s  wall section 
drawings present in his architectural 
treatise.  Keeping in mind the Fat 
Woodworker social rank, the wall 
section chosen was the most modest 
one shown in the treatise. The Fat 
one and his Double (Brunelleschi) 
are characterized through a 
reconstruction of the male figure 
in Albert Durer’s etching “The Cook 
and his Wife.” The entire drawing 
intends to gather fragments of work 
crafted by artists and architects 
interested in perspective, such as 
Durer and Serlio. Emphasizing the 
cleaving nature of a wall, that of 
joining and separating two worlds, 
the interior world was constructed 
through one point perspective, 
from below and from above, 
expressing Brunelleschi’s control 
of the situation. The exterior world, 
constructed with many horizons 
and perspective points, through 
photographic fragments of the 
city of Florence, expresses the 
Fat Woodworker confusion in the 
story.  Working with many layers of 
paper and traces, the drawing is an 
interpretation of the play between 
reality and fiction intrinsic to the 
story as well as to the architect’s 

imagination.

Carolina Dayer





Expressed in the drawing are a play 
with perspectives of the scenes that 
the Fat woodworker would have 
seen after his first encounter with 

Filippo at the door of his house: 

Under the dark shadow of the 
mischief the friends have weaved; 
Wondering in the streets and alleys 

of Florence;
Glimpsing the dome of the Santa 

Maria Del Fiore;
Looking out from the cell to the 

Mercatanzia;
 

All the while the web of confusion 
forming in the corner of his mind.

Ameneh Amirhakimi





Poor Fat Woodworker found himself 
in a tricky situation in which he is 
who he is not, and he is not who 
he thinks he is. Drawn into the new 
reality created by Brunelleschi, Fat 
Woodworker finds himself encaged 
in the illusion. On the image the Fat 
Woodworker stands in place where 
the illusionistic painting would stand 
in the Renaissance theatre. The 
vanishing point is in between his 
eye brows, meaning: the illusion is 
in his mind. From his point of view 
he is imprisoned not just by the plot 
of the story but also because he 
cannot grasp the reality. Although 
his allegedly brothers appear to be 
greater and more real than him and 
they are put in the realm of reality 
of the Renaissance theatre, the Fat 
Woodworker’s perspective is the 
only thing making them appear 
real. Even their big noses, symbols of 
good judgment, appear to be big, 
while without perspective they are 
rather small. It is author’s personal 
belief that the cruel joke played 
on Fat Woodworker with events 
accidental and intentional falling in 
together to an extent described in 
the story, could only be conducted 
as a theatre play with a lesson 
to be learned. The lesson is: the 
perspective is a very impressionable 

means of representation.

Marina Marmelic





The darkness of the prison looms of 
the head of the Fat One as he sits to 
talk to the Judge leaning up against 
the wall. He has just come from the 
small window in the door where he 
has been waiting to see if the Fat 
One would appear.  Before that he 
had been talking to Giovanni who 
can be seen in the background 
laughing with his fellow conspirators. 
They are wearing the bright colors 
of the harlequin to evoke their role 
as pranksters. The cell is the only 
real space formed in the image 
emphasizing his entrapment midst 
of the confusion. He has resigned 
to himself that he must no longer 
be the Fat One but has turned into 
Matteo. This melancholy that has 
overtaken him is expressed in the 
dim gloominess of the cell. The only 
bit of bright color in the cell is on 
the judge whom the Fat One sees 
as his only source of wisdom and 

consolation.

Dan Snook





Understanding the Fat Woodworker as the true historia of the invention of perspective, this image is 
constructed from fragments of its Renaissance and Modern images. Here, in the debtor’s prison, the 
imprisoned woodworker is Janus-headed, his identity as Matteo gazing into a mirror while his second 
face, Manetto, is looking up out the prison window at the city of Florence (which might be reflected 
in the mirror). Since Manetto’s second name is the Fat One, the circle of the convex mirror is doubled 
on his belly as being pregnant with perspective. This figure of fore-sight is manipulated from the 
frontispiece of the 1567 translation and commentary on Vitruvius by Daniele Barbaro (who also wrote 
a treatise on perspective). Located at the vanishing point of the debtor’s prison walls is the mouth of 
the imprisoned judge who lies to the Woodworker. This scholar lecturing over an anatomical dissection 
is extracted from Johannes de Ketham, Fasciculo de medicina (1494). The circle and dot on the 
lector’s head reflect the relative size of the pyramidal hole at the vanishing point in Brunelleschi’s first 
perspective demonstration panel reportedly widening from a lentil bean on the painted side to the 
circumference of a ducat on the back – as if the drawing board was the original tavola. The drawn 
line of the prison wall and the edge of the paper itself become, on the left side, a wall section where 
stone is the visible exterior on a brick wall, cut from Sebastiano Serlio’s fourth book of Tutte l’opere 
d’architettura et prospetiva, which appeared as first in sequence in Venice in 1537. The window 
inserted into the prison wall is the ‘veil’ that Leo (of the fiery eye) Battista Alberti describes in De 
Pictura (1435) as the gridded window through which one can look to aid drawing in perspective. This 
is the sole piece in the image that is collaged onto the actual drawing paper, copied from Albrech 
Dürer’s second edition (it didn’t appear in the first) of Unterweysung der Messung (1538).  Outside 
the window, stands mini-Manetto (could it be his spirit or merely Brunelleschi posing as the Fat One?) 
looking toward the Piazza della Signoria. Taken from Hubert Damisch’s The Origin of Perspective 
(1987), this is a representation of Brunelleschi’s second perspective demonstration where the painting 
of the buildings is cut out and placed so that one sees the actual outline of the buildings at the edge 
of their painted representations with the real sky above. The horizon line at the right of the ‘actual’ 
buildings aligns with the horizon line of the prison room but runs behind the edge of the drawing 
board as if it is beyond.  Meanwhile, the painted version of the buildings balances on the edge of the 
drawing board. The image of the drawing board and paper on it with a perspective of a room and 
gridded floor is taken from De Artificiali perspectiva, a book on perspective published in 1505 by Jean 
Pélerin who wrote under the name Viator (voyager).  His drawing uses the same ink lines to represent 
both the perspective drawing and the materials with which it is made.  Curiously, the perspective of 
the drawing board and T-square (possibly the first time it is shown in use for drawing) are inconsistent. 
The red dots are the sealing wax used to affix the drawing to the board and assure true angles. Since 
all the images taken from books (other than the veil) were transferred with oil, they are reversed, and 

thus the true image can only be seen when reflected in a mirror.

Dr. Paul Emmons




