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channel of communication is opened between the picture and real 
space without negating the boundary as such. 

44 A. Smart, "Reflections on the Art of Giotto", Apollo, 81, 
Jan-June 1965, pp. 262, 263. 
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chapel. The emphasis given to divinely assisted resurrection 
scenes in the lower frescoes was surely meant to offer solace 
within a burial chapel. The St. Philip narrative moves 
chronologically upwards, whereas earlier cycles moved downwards. 
No such reversal of normal ordering takes place on the wall 
devoted to St. John the Evangelist; the scenes move downward 
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Thames and Hudson, 1979, p. 160. 
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53 E.B. Sanders, Realism in Florentin~ Painting, 1400 to 1465: 
Practice and Theory, p. 4. Early Renaissance painters employed 
two different modes of representation, one intensely realistic, 
illusionistic, imitating the real presence of the thing depicted, 
and one more abstract, idealized and pictorial, a step removed 
from the viewer's reality. 

54 Ibid., p. 9. 

55 S. Sandstrom, Levels of Unreality, p. 26. 

56 Ibid. 
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F. Bauml, "Varieties and Consequences of Medieval Literacy and 
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R. Trexler, Public Life in Renaissance Florence, New York, 1980, 
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Corpus Christi, the cult of the host, which instructed Christians 
that the Eucharist is the body of Christ, all affirmed the real 
and immediate presence of Christ's holy flesh in every Mass. 
Some images had to maintain a certain distance and 
inaccessibility or they "lost efficacy if besmirched by 
commonality"; others used illusionism to create contact. This 
duality of perception is part of the Tuscan mural language. 

60 E.B. Sanders, Realism in Florentine Painting 1400 to 1465: 
Practice and Theory, pp. 9, 112, 140. Painting as "imitation" is 
selective, idealized portions of frescoes, or fresco cycles, are 
distanced from the viewer's reality and invited the viewer to 
locate himself, if not physically then mentally, in a direct 
confrontation with the representation: a conceptual leap to the 
image's level of reality. Conversely, Quattrocento Florentines 
enjoyed realism and wanted a strong sense of contact with the 
depiction of sacred narrative. This ambivalence is described by 
R. Trexler, Public Life in Renaissance Florence, New York, 1980, 
pp. 55-57. 

61 J.R. Sale, The Strozzi chapel by Filippino Lippi in Santa Maria 
Novella, p. 177. As a group the Patriarchs possess a funereal 
significance that is a major concern of the burial chapel and, 
being among the first saved souls in Heaven, according to 
Christian belief, illustrate the theme of Salvation. The oldest 
fathers of mankind were believed to be the first to be released 
to Heaven from the bonds of original sin when Christ descended 
into limbo following his death on the Cross. 

62 St. Francis' torso floats above the scene and he gives a symbolic 
gesture to enact the miracle of the resuscitation of the dead 
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Plate 1 Exterior view of the Arena Chapel, Padua. 



-Plate 2 Interior view of the Arena Chapel, Padua, towards the 
chancel arch. 



Plate 3 Giotto, The Last Judgement, Arena Chapel, Padua, 
(west wall). 



Plate 4 

Christ in Judgement 

Giotto, Details of the Last Judgement, Arena Chapel, 
Padua. 



Plate 5 

Enrico Scrovegni offers his chapel 
to the Virgin. 

Giotto, Details of the Last Judgement, Arena Chapel, 
Padua_ 



The Saved. 

Plate 6 Giotto, Details of the Last Judgement, Arena Chapel, 
Padua. 



Plate 7 

The Damned. 

Giotto, Details of the Last Judgement, Arena Chapel, 
Padua. 



Plate 8 
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Giotto, The Debate in Heaven, Arena Chapel, 
Padua, (chancel arch). 



The angel Gabriel. 

Plate 9 Giotto, The Annunciation, Arena Chapel, 
Padua, (chancel arch). 
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The Annunciate Virgin. 

Plate 10 : Giotto, The Annunciation, Arena Chapel, 
Padua, (chancel arch). 
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Plate 11 Giotto, The Betrayal of Judas, Arena Chapel, Padua, 
(chancel arch, above illusionistic painted chamber). 
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Plate 12 Giotto, The Visitation, Arena Chapel, Padua, 
(chancel arch, above illusionistic painted chamber). 



a: The Expulsion of Joachim from the Temple, (south wall). • 

b: The Presentation of the Virgin, (north wall). 

Plate 13 Giotto, south and north walls of the Arena Chapel, Padua. 



a: Annunciation to Anne. 

b: Meeting at the Golden Gate. 

Plate 14 Giotto, south wall of the Arena Chapel, Padua. 
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Plate 15 Giotto, north wall of the Arena Chapel, Padua, showing 
Christ among the Doctors and The Carrying of the Cross 
framed by decorative borders. 
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Plate 16 Giotto, south wall of the Arena Chapel, Padua, showing 
The Massacre of the Innocents above the Mocking of Christ. 



Plate 17 Giotto, north wall of the Arena Chapel, Padua, showing 
The Expulsion of the Money-Lenders from the Temple above . 
the Pentecost. 



Plate 18 Giotto, south wall of the Arena Chapel, Padua, showing 
The Nativity above the Last Supper. 



Plate 19 
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a: The Betrayal of Christ. 

b: Christ before Caiaphas. 
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Giotto, south wall of the Arena Chapel, Padua. 



a: The Baptism of Christ. 

b: The Crucifixion. 

Plate 20 Giotto, north wall of the Arena Chapel, Padua. 



The Lamentation. 

Plate 21 Giotto, north wall of the Arena Chapel, Padua. 



Plate 22 
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Jonah swallowed by the whale 
(iconographic stop of a quatrefoil 
design in border framework). 

Giotto, north wall of the Arena Chapel, Padua. 



a: The Raising of Lazarus. 

b: Noli me Tangere. 

Plate 23 Giotto, north wall of the Arena Chapel, Padua. 



Plate 24 Giotto, north wall of the Arena Chapel, Padua 
The Lioness breathing life into her dead cubs 
(iconographic stop of a quatrefoil design in 
border framework of the Noli me Tangere0 



Plate 25 Giotto, north wall of the Arena Chapel, Padua 
The Resurrection (or the Ascension). 



Plate 26 

a: Hope (south wall). 

c: Chari t_y (south wall). 

b: Despair (north wall), 
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d: Envy (north wall). 

Giotto, fictive marble dado of the Arena Chapel, Padua, 
showing, "sculptures" of the Virtues and Vices. 



Plate 27 

a: Faith (south wall). b: Infidelity (north wall). 

c: Justice (south wall). d: Injustice (north wall). 

Giotto, fictive marble dado of the Arena Chapel, Padua, 
showing, "sculptures" of the Virtues and Vices. 



Plate 28 
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a: Temperance (south wall). 
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b: Wrath (north wall), 

c: Fortitude (south wall). d: Inconstancy (north wall), 

Giotto, fictive marble dado of the Arena Chapel, Padua, 
showing, "sculptures" of the Virtues and Vices, 
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a: Prudence (south wall). b: Folly (north wall). 

c: Prudence and Fortitude separated by fictive marble 
panels (south walll 

Giotto, fictive marble dado of the Arena Chapel, Padua, 
showing, "sculptures" of the Virtues and Vices. 



Vault (townrds west wall). 

Plate 30 Giotto, Arena Chapel, Padu a , view of the vault. 



Vault (towards chancel arch~ 

Plate 31 Giotto, Arena Chapel, Padua, view of the vault. 



Plate 32 

Vault roundel (medallion) 
showing, Virgin and Child. 

Giotto, Arena Chapel, Padua, details of vault. 



Details of vault framework. 

Plate 33 Giotto, Arena Chapel, Padua, details of vault. 



Plate 34 Exterior view of S. Maria del Carmine, Florence. 



Plate 35 Interior view of the Brancacci Chapel, Florence. 



Plate 36 Masolino, The Temptation of Adam and Eve, Brancacci 
Chapel, Florence, (right entrance pier). 



Plate 37 Masolino, The Expulsion of Adam and Eve, Brancacci 
Chapel, Florence, (left entrance pier). 



Plate 38 Masaccio, The Tribute Money, Brancacci Chapel, 
Florence. (left wall) 



a: Detail of Christ and and Apostles. 
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Plate 39 

b: Detail of Peter. 

Masaccio, The Tribute Money, Brancacci Chapel, 
Florence. (left wall) 



Plate 40 
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Peter draws the coin from the 
mouth of the fish. 

Masaccio, The Tribute Money, Brancacci Chapel, 
Florence. 



Plate 41 

Peter pays the Tribute. 

Masaccio, The Tribute Money, Brancacci Chapel, 
Florence. 



Plate 42 Masolino, Peter Preaching, Brancacci Chapel, 
Florence. (altar wall) 



Plate 43 
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Masolino, Peter Preaching, Brancacci Chapel, 
Florence. (detail) 



Plate 44 Masaccio, The Baptism of the Neophytes, (altar wall). 



Plate 45 
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Masaccio, The Baptism of the Neophytes, (detail). 



Plate 46 Masaccio, The Baptism of the Neophytes, (detail during 
present restoration). 



Plate 47 Masolino, The Healing of the Cripple at the Beautiful 
Gate and The Raising of Tabitha, Brancacci Chapel, 
Florence, (right wall). 



Plate 48 Masolino, The Raising of Tabitha, Brancacci Chapel, 
Florence, (detail during present restoration). 



Plate 49 

a Entire fresco. 

b Detail of the left of the fresco (cleaned). 

Masaccio and Filippino Lippi, The Raising of the son 
of Theophilus and The Chairing of Peter, Brancacci 
Chapel, Florence, (left wall). 



Plate 50 Masaccio, Peter Healing with his Shadow, Brancacci 
Chapel, Florence, (altar wall). 



Plate 51 

Details of two cripples. 

Masaccio, Peter Healing with his Shadow, Brancacci 
Chapel, Floren~e, (altar wall). 



Plate 52 

Prior to restoration. 
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Masaccio, The Death of Ananias, Brancacci 
Chapel, Florence, (altar wall). 



Plate 53 
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During restoration. 

Masaccio, The Death of Ananias, Brancacci 
Chapel, Florence, (altar wall). 



Plate 54 Filippino Lippi, The Crucifixion of Peter, Brancacci 
Chapel, Florence, (right wall). 



Plate 55 Filippino Lippi, Peter in Prison visited by St. Paul, 
Brancacci Chapel, Florence, (left entrance pier). 



Plate 56 Filippino Lippi, Peter's Liberation from Prison, 
Brancacci Chapel, Florence, (right entrance pier). 



Plate 57 Restoration of the altar wall of the Brancacci 
Chapel, Florence. 



Plate 58 Female and male heads (Brancacci portraits?) uncovered 
beneath the marble altarpiece during restoration. 



Plate 59 Altar wall of the Brancacci Chapel, Florence, during 
present restoration showing female head and 
decorative borders. 



Plate 60 Altar wall of the Brancacci Chapel, Florence, during 
present restoration showing male head and 
decorative borders. 



Plate 61 Details of decorative borders uncovered on the altar 
wall of the Brancacci Chapel, Florence, during 
present restoration. 



Plate 62 

b 

Restoration team working in the Brancacci Chapel, 
Florence. 



Plate 63 Exterior of San Francesco, Arezzo. 



Plate 64 Interior view of the Bacci Chapel, San Francesco, Arezzo. 



Plate 65 Piero della Francesca, The Death of Adam, Bacci Chapel, 
Arezzo, (right lunette). 



Plate 66 Fiero della Francesca, The Exaltation of the Cross, Bacci 
Chapel, Arezzo, (left lunette). 



Plate 67 
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Piero della Francesca, Prophet, Bacci Chapel, 
Arezzo, (altar wall lunette). 



Plate 68 Fiero della Francesca, The Adoration of the Holy Wood, 
and the Meeting of Solomon and Sheba, Bacci Chapel, 
Arezzo, (right lunette). 



Plate 69 Piero della Francesca, detail of the Meeting of Solomon 
and Sheba, Bacci Chapel, Arezzo. 



Arezzo - Basilica di S. Francesco 
Piero della Francesca 

lnvenzione della Croce 

Plate 70 Piero della Francesca, The Discovery and Proof of the 
True Cross, Bacci Chapel, Arezzo, (left wall). 



reno B.isilicJ d, S. Fra11cesco 

Plate 71 Fiero della Francesca, The Victory of Constantine, 
Bacci Chapel, Arezzo, (right wall). 



Plate 72 Piero della Francesca, The Defeat of Chosroes, 
Bacci Chapel, Arezzo, (left wall). 



Plate 73 Piero della Francesca, The Burial of the Wood, 
Bacci Chapel, Arezzo, (altar wall). 



Plate 74 
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Fiero della Francesca, The Torture of the Jew (Judas), 
Bacci Chapel, Arezzo, (altar wall). 



Plate 75 Fiero della Francesca, The Annunciation, 
Bacci Chapel, Arezzo, (altar wall). 



Plate 76 
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Piero della Francesca, detail of The Annunciation, 
Gabriel proffering the palm to the Virgin, 
Bacci Chapel, Arezzo. 
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Piero della Francesca, detail of The Annunciation, 
The Annunciate Virgin, Bacci Chapel, Arezzo. 



Plate 78 Piero della Francesca, the Dream of Constantine, 
Bacci Chapel, Arezzo (altar wall). 



Plate 79 Exterior view of Santa Trinita, Florence. 



Plate 80 \ 

Interior view of the Sassetti Chapel, Santa Trinita, 
Florence. 



Plate 81 Ghirlandaio, St. Francis Renouncing his Worldly 
Patrimony, Sassetti Chapel, Florence, (left lunette). 



Plate 82 Ghirlandaio, The Confirmation of the Franciscan Rule, 
Sassetti Chapel, Florence, (altar wall lunette). 



Plate 83 Ghirlandaio, the Trial by Fire, 
Sassetti Chapel, Florence, (right wall lunette). 



Plate 84 Ghirlandaio, the St. Francis Receiving the Stigmata, 
Sassetti Chapel, Florence, (left wall). 



Plate 85 Ghirlandaio, The Resuscitation of the Roman Notary's 
Son, Sassetti Chapel, Florence, (altar wall). 



Plate 86 Ghirlandaio, detail of Francesco Sassetti's daughters 
and their husbands and fiances in The Resuscitation of 
the Roman Notary's Son, Sassetti Chapel, Florence. 



Plate 87 Ghirlandaio, The Death of St. Francis, Sassetti Chapel, 
Florence. 



Plate 88 Ghirlandaio, the altarpiece of the Sassetti Chapel, 
Florence, the Nativity. 



Plate 89 Ghirlandaio, detail of the Virgin in the Nativity, 
Sassetti Chapel, Florence. 



Plate 90 Tomb and sarcophagus of Francesco Sassetti, 
Sassetti Chapel, Florence, (right wall). 



Plate 91 Ghirlandaio, drawing of the Apparition of St. Francis · 
at Arles. 
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Fla te 92 Ghirlandaio, donor portrait of Nera Sassetti, 
Sassetti Chapel, Florence, (altar wall). 



Plate 93 Ghirlandaio, donor portrait of Francesco Sassetti, 
Sassetti Chapel, Florence, (altar wall). 
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Ghirlandaio, original drawing for the Confirmation 
of the Franciscan Rule, Berlin Print Room no. 4591. 
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The Basilica of Maxentius and Constantine (drawing). 



Plate 96 Ghirlandaio, CAES.AVB.S.C., grisaille paintings on 
tomb spandrel of Francesco Sassetti, Sassetti Chapel, 
Florence. 



Plate 97 Ghirlandaio, Adlocutio, tomb spandrel of Francesco 
Sassetti, Sassetti Chapel, Florence. 
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Plate 98 Portrait roundels, of Francesco and Nera Sassetti, 
(beneath their sarcophagi), Sassetti Chapel, 
Florence. 



Plate 99 Framework roundel of Nereids surrounding tomb of 
Nera Sassetti and Triumph of Germanicus (grisaille 
painting in left tomb spandrel) Sassetti Chapel, 
Florence. 



Plate 100 Ghirlandaio, Cimmerian Sibyl, Sassetti Chapel, 
Florence (vault). 



Plate 101 Ghirlandaio, Agrippan Sibyl, Sassetti Chapel, 
Florence (vault). 



Plate 102 Ghirlandaio, Eritrean Sibyl, Sassetti Chapel, 
Florence (vault). 



Plate 103 Ghirlandaio, Cumean Sibyl, Sassetti Chapel, 
Florence (vault). 



a: The Vision of Augustus. 

Plate 104 

b: Fictive statue of David. 

Ghirlandaio, Sassetti Chapel, Florence (entrance 
arch). 



Plate 105 Exterior view of Santa Maria Novella, Florence. 



Plate 106 Interior view of the Strozzi Chapel, Florence. 



Pl a t e 107 : Filipplno Llppl, alt a r wall of the Stroz zi Cha pel 
Florence, (with stained glass window). 



Plate 108 Filippino Lippi, stained glass window of the altar 
wall of the Strozzi Chapel, Florence, showing detail 
of book with an edited account of Filippo Strozzi's 
life, held by St. Philip. 



Plate 109 Filippino Lippi, detail of Filippo Strozzi's tomb, 
Strozzi Chapel, Florence, (altar wall). 



Plate 110 Filippino Lippi, fictive grisaille sculpture and 
architecture, Strozzi Chapel, Florence, (altar wall). 



Plate 111 Filippino Lippi, St. Philip before the Altar of Mars 
and the Crucifixion of St. Philip, Strozzi Chapel, 
Florence, (right wall). 



Plate 112 Filippino Lippi, St. Philip before the Altar of Mars 
Strozzi Chapel, Florence, (lower right wall). 
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Plate 113 Filippino Lippi, details of altar wall and right wall 
of the Strozzi Chapel, Florence. 



' Plate 114 Filippino Lippi, details of altar wall, left wall and 
vault, Strozzi Chapel, Florence. 



Plate 115 Filippino Lippi, The Raising of Drusiana and the Death 
of the Evangelist, Strozzi Chapel, Florence, (left 
wall). 



Plate 116 Filippino Lippi, The Raising of Drusiana and the 
writer (Pamela Prendini) Strozzi Chapel, Florence. 



Plate 117 Filippino Lippi, details of the altar wall and 
left wall, of the Strozzi Chapel, Florence. 



Plate 118 Filippino Lippi, The Raising of Drusiana, 
showing simulated relief in framework, Strozzi Chapel, 
Florence. 



a: Abraham. 

b: Adam. 

Plate 119 Filippino Lippi, Strozzi vault, Patriachs. 



Plate 120 

Upper trompe l'oeil angels. 

Filippino Lippi, details of the altar wall, 
Strozzi Chapel, Florence. 



Plate 121 

Parthenice group. 

Filippino Lippi, detail of the altar wall showing 
Parthenice, Strozzi Chapel, Florence. 



Plate 122 

Deo Max group. 

Filippino Lippi, detail of the altar wall showing, 
Deo Max group, Strozzi Chapel, Florence. 



a: Caritas. 

b: Fides. 

Plate 123 Filippino Lippi, detail of the altar wall 
Strozzi Chapel, Florence. 



Plate 124 Copies after Filippino Lippi showing possible source 
for the inscription : SI SCIRES DONUM, which occurs 
on the altar wall of the Strozzi Chapel, Florence. 
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