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Foreword

In keeping with the National Gallery of Art’s tradition of
organizing exhibitions of the work of outstanding master
draftsmen, we are proud to present the powerful and evoca-
tive drawings of the great Bolognese artist Annibale Carracci
(1560-1609). Prized by collectors and connoisseurs even in
his own time, Annibale’s drawings are now well known only
to a relatively small but highly appreciative audience. This
first-ever exhibition devoted solely to the drawings of Anni-
bale will introduce the artist to a wider public who, we believe,
will recognize him as one of the world’s finest draftsmen.

Born in a time when the elegant deformations and exag-
gerations of Italian mannerism were still in vogue, Anni-
bale— together with his brother Agostino and cousin Ludo-
vico—turned instead to nature and reality as his principal
inspirations. In order to study the human form, the three
Carracci founded an academy of drawing— perhaps the first
and certainly the prototype for others that would appear
throughout Europe—where, among other things, students
could make drawings from the nude model. The fruit
of this intensive study is abundantly evident in Annibale’s
magnificent drawings of the human figure—from those
early Bolognese works executed in red chalk in the mid-1580s
to those in black and white chalk on blue paper in the late
1590s made in preparation for his greatest commission, the
decoration of the Farnese Gallery in Rome.

Annibale was a great master of grand mythological and
religious painting, but he was also attuned to the everyday
world around him, taking as much interest in studying a
man bowling, a butcher weighing a piece of meat, a street
entertainer with his monkey, a public hanging, or the sur-
rounding landscape as he did in making preparatory studies
of figures, draperies, gestures, or ornamental details for a
grand altarpiece or the decoration of a room. For Annibale,
as for Agostino and Ludovico, drawing was the means through
which he developed his ideas and by which his designs
became concrete. The process that they followed—begin-

ning with rough compositional sketches and ending with
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the full-scale cartoon—is well represented in the exhibition,
especially in the spectacular series of studies for the decora-
tion of the Farnese Gallery. This group culminates in a work
never before seen outside of Italy, the huge (eleven foot by
eleven foot) Bacchic Procession with Silenus, a cartoon for the
right half of the central fresco in the Farnese Gallery ceiling,
The Triumph of Bacchus and Ariadne.

The success of this exhibition has been due in large part
to the hard work, enthusiasm, and remarkable collegiality of
the members of the organizing committee: Daniele Benati,
assistant professor at the University of Udine; Gail Feigen-
baum, curator of paintings at the New Orleans Museum of
Art; Kate Ganz, independent scholar, who first proposed the
idea for this exhibition; Catherine Loisel Legrand, conserva-
teur en chef in the département des arts graphiques at the
Musée du Louvre; Carel van Tuyll, curator of drawings at the
Teylers Museum; and Margaret Morgan Grasselli, curator
of old master drawings at the National Gallery, who led the
project and served as in-house coordinator. To them all
and to two other early members of the committee, Diane
De Grazia and Aidan Weston-Lewis, go our heartfelt thanks.

We are deeply indebted to the private collectors and to
our many sister institutions in the United States and Europe
who generously agreed to lend their best Annibale drawings
to this exhibition. Frangoise Viatte, le conservateur général
chargé du département des arts graphiques, Musée du Louvre,
and Theresa-Mary Morton, The Honorable Jane Roberts,
and Martin Clayton at the Royal Library, Windsor—at the
two most important collections of Carracci drawings in the
world—were especially helpful. Dr. Paolo Dal Poggetto
and Dr. Maria Giannatiempo at the Galleria Nationale delle
Marche, Urbino, also earned our gratitude for their invalu-
able assistance in securing the loan of the great cartoon
for the Farnese Gallery ceiling. In addition, we are grateful
to conservator Sergio Boni of Florence for his work on
the cartoon, thus ensuring that it could travel safely to the

United States.



We are indebted also to the Samuel H. Kress Foundation
for funding the conservation of the Urbino cartoon, which
unfortunately could not be completed before the opening
of the exhibition, but which will continue after the cartoon
is returned to Italy next year. Also contributing to the conser-
vation and transportation costs of bringing the cartoon to
Washington was The Circle of the National Gallery of Art,
for which we are most grateful. In addition, an indemnity
for this exhibition was granted by the Federal Council on
the Arts and the Humanities.

Finally, we would like to express our great appreciation
to Republic National Bank, which has supported National
Gallery exhibitions for several years now, for making this

landmark exhibition possible.

Earl A. Powell 111
Director, National Gallery of Art
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be, in fact, any clear-cut answers to some of those attri-
bution questions, especially for drawings made when all
three Carracci were working together in Bologna, and schol-
ars will continue to disagree on the authorship of many
individual works. Nevertheless, because of recent progress
in Carracci studies, it seems possible now, more than ever
before, to present an exhibition of drawings that can be
strongly defended as solely by Annibale. In past exhibitions,
works by the three artists have always been presented
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Note to the Reader

All exhibited drawings are considered by the members of

the organizing committee to be by Annibale Carracci. Within
the essays and individual entries, however, newly proposed
attributions, the attributions of drawings mentioned as com-
parisons, and the attributions of works reproduced as com-
parative illustrations are the responsibility of the individual
authors, and do not necessarily reflect the views of the other

members of the committee.

The drawings are presented in approximate chronological
order, based on the dates established in the entries by the
individual authors. (It should be noted, however, that draw-
ings made in preparation for the Camerino Farnese and the
Farnese Gallery form a section separate from other drawings
made by Annibale during his years in Rome.) The opinions
expressed in the entries and essays about the dating of the
drawings are those of the individual authors, which are not

necessarily shared by all members of the committee.

Dimensions are given in millimeters followed by inches in
parentheses; height precedes width.

In the chronology, dated paintings and prints are identified
by abbreviated references to the standard catalogues raisonnés
by Posner and De Grazia. For the paintings, see Posner 1971,
vol. 2; for the prints, see De Grazia Bohlin 1979, or the revised
Italian edition, De Grazia 1984.

I3 NOTE TO THE READER
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Diane De Grazia

THE DAY AFTER HIS DEATH, ON IS JULY 1609, AMID THE
tears of his followers, Annibale Carracci’s body was placed on a catafalque in
the Pantheon. Members of the Academy of Saint Luke (the Roman painting
academy) and of the Roman nobility (among whom numbered some of his
patrons) assisted at the funeral mass.' His remains, worthy of burial in the
great structure, lay near those of his spiritual mentor, Raphael. Annibale’s epi-
taph praised his genius and the excellence of his art in all forms, indicating
the importance of his contribution to the artistic life of contemporary Rome.
Almost seventy years later his biographer, Giovanni Pietro Bellori, credited
Annibale with revitalizing art, following the decline it had suffered after the
death of Raphael.* Thus, Annibale came to be seen as Raphael reborn and as
the guardian of the principles of tradition.

Throughout the seventeenth and eighteenth centuries, Annibale’s art was
admired for its classical and Renaissance elements and the correctness of its
forms. By the nineteenth century and the age of romanticism, Annibale’s rep-
utation had fallen rapidly, until, by the late nineteenth century, he was dis-
missed as an eclectic and a copyist, devoid of originality and invention. The
reevaluation of Italian baroque art in the mid-twentieth century has shown
that both the seventeenth-century view of Annibale as a new Raphael and the

nineteenth-century view of him as a mere eclectic failed to fully recognize
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the true genius and originality of his art. From his early
experiments with naturalism to his late, almost abstract, style,
Annibale revolutionized our way of looking at the world
around us and at the art of the past. Paintings that have come
to be viewed as conventional were truly new and experi-
mental in his time. Much of that experimentation and origi-
nality is found first in his drawings, where his primary

ideas were set down.

Annibale thought rapidly and constantly on paper from
his earliest youth in Bologna. Although the following story
is likely apocryphal, it has the hint of truth. According
to Bellori, while Annibale and his father were on a journey
from Cremona, they were attacked by highway robbers.
Annibale immediately sketched “the appearance of those rap-
acious ruffians so realistically and accurately that they were
recognized by everyone with astonishment, and what had
been stolen from his poor father was easily recovered.”

Although Annibale was not self-taught, having learned
the rudiments of art from a goldsmith and from his cousin
Ludovico (1555—1619) and his brother Agostino (1557-1602),
he first looked to nature to understand the human form.
We can only imagine what this sketch of the ruffians looked
like. His first known drawings, certainly somewhat later
than this incident, such as A Man Weighing Meat (Cat. 1), are
already mature, and they indicate that he had learned the fun-
damental basics about simple lines and hatching for shading.

A Man Weighing Meat is among the first extant sheets by
Annibale, produced when he was almost twenty-five years
old. We must assume that earlier drawings did not have
the confidence so evident in such a sheet. This study shows,
however, that Annibale (as he did with the ruffians) was
looking directly at his subject to capture the essence of its
shape, features, costume, and gesture. We immediately
recognize that this is a butcher by his apron and his scale.
We feel the concentration of the butcher as he measures the
weight. And, because Annibale wanted the gesture to be

correct, he repeated the movement of the arms at right. In

this study and in other drawings from models in the studio,
such as the Boy Taking off a Sock (Cat. 6), Annibale consid-
ered his subjects from various angles and according to the
light that hit them. His interest lay in making his drawings,
and consequently, his paintings, as close to nature and as
believable as possible. Indeed, at this time he looked to ear-
lier artists— but not to Raphael—for inspiration. It was
Antonio Allegri, called Correggio, who first awakened Anni-
bale’s naturalistic tendencies and his early manner of
draftsmanship.

In 1580 Annibale set out on a study trip, identified later
as the studioso corso,* encouraged by his cousin Ludovico,
who had earlier undertaken a similar study voyage to Flo-
rence and elsewhere. Annibale ventured first to Parma
to study and copy Correggio’s frescoes, and then to Venice
to join his brother Agostino to experience the paintings of
Titian firsthand.’ It was, and still is, important for an artist’s
training to copy the works of the masters to understand
their styles and methods. In addition, young artists often
made a living by making copies of famous artists’ masterpieces
either on commission or on speculation. While in Parma,
Annibale copied parts of Correggio’s ceiling fresco in the
cupola of the Duomo for a friend of the family.® At this age
the young artist admired Correggio’s work over anything
else, even Raphael’s, and his drawings and paintings of the
mid-1580s attest to this devotion. It was not just the color,
the grace, the tenderness, the clarity, the purity, the lack
of artificiality, and the “reality” of Correggio’s forms that
attracted Annibale (although he lovingly noted these charac-
teristics), but that his “thoughts were his own, his con-
ceptions as well, that one can see he got from his own head,
and invented by himself, contenting himself only with
original work: the others all rely on something not of their
doing, either models, statues, or paper [drawings].”” If
Annibale copied works by Correggio on commission and
looked to his hero for inspiration, he certainly understood

at this stage of his career that invention and originality



FIG. I

Bean Eater, Galleria Colonna, Rome

were more important than reliance on another artist’s ideas.
In fact, both A Man Weighing Meat and the Boy Taking off a
Sock depend on Correggio only for the manner of draftsman-
ship: the singular hatching, rubbing of the chalk, and the
softly rendered contours that suggest a hazy atmosphere are
based on Correggio’s manner. The models themselves could
not be farther from Correggio’s vision. Instead of angelic,
purified forms, these figures come from nature; they are solely
Annibales invention. His originality here lay in his portrayal
of his subjects in everyday attitudes in the performance of
everyday tasks.

The contribution of Annibale’s earliest known works to
the history of art comes directly from this portrayal of every-
day life. At a time when the church was secking institutional

reform and attempting to bring its teachings to its wayward
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and illiterate members, artists were seeking a way to make
art more understandable to their audiences. Cardinal Gabriele
Paleotti, the Bolognese bishop who wrote the Discorso intorno
alle imagini sacre e profane as a guide for artists to educate
the masses, may have had an influence on Annibale’s inter-
est in making his art credible.® The Bolognese naturalist
Ulisse Aldrovandi, a friend of Annibale’s brother Agostino,’
compiled an encyclopedia of natural history and believed in
observation and experiment in the study of nature. In his
direct imitation of nature, Annibale could not have been
immune to Aldrovandi’s studies nor to those of other scien-
tists at the University of Bologna, one of the oldest and
most active universities in Europe. One can imagine the lively
discussions on nature and art that must have taken place

in the rooms of the fledgling Accademia degli Incamminati,
established by the Carracci in 1582.

Annibale’s early paintings, such as the Buzcher Shop
(Oxford, Christ Church), the Bean Eater (fig. 1), and the
Crucifixion with Saints (Bologna, Santa Maria della Caritd),
are uncompromising in their search for the natural and
believable.”® His drawings of these years reveal also the
intense study Annibale made of his fellow man at work and
at play either in preparation for his paintings or simply as
experimentation and practice. The drawing of the Boy Eating
(fig. 2) and the various painted versions of the Boy Drinking
by Annibale and members of his academy" indicate the
intense interest in experimentation of scientific principles to
record nature in its true form. In the drawing of the Boy
Eating, the artist played with different perspective views of
his subject. The boy’s face is seen convincingly from below
as his head tilts back, and the plates, pitcher, and glass are
seen slightly from above as if the viewer is seated across the
table. These early genre drawings and pictures reflect Anni-
bale’s connection with the Bolognese and Cremonese artists
who were experimenting with similar subject matter, which
had originated in the Netherlands in the mid-sixteenth

century. Vincenzo Campi in Cremona and Bartolommeo



FIG. 2

Boy Eating, Uffizi, Florence

Passarotti in Bologna were masters of the low-life genre
scene, made popular in both northern and southern Europe
in the second half of the sixteenth century. (Annibale may
even have trained under Passarotti.) Their purpose, however,
differed from that of Annibale. Whereas they imposed a
point of view on the content of their compositions, exagger-
ating the burlesque qualities of their subjects, Annibale
presented people as he saw them, without any moralizing
comment.”” The boy eating from his bowl and the man
stopping to stare as he eats his beans do so while engaging in

normal, everyday activities with the artist as an objective
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outside observer. If anything, Annibale used these figures as
scientific subjects in his search for truth in nature. Drawings
from the 1580s reproduced in Le arti di Bologna (the trades of
Bologna), mostly lost, were also meant to be accurate records
of the metier of the workmen of Bologna and not personal
observations on their characters.”

There are no real portraits that can be ascribed to Anni-
bale Carracci, if portraits can be assumed to relay more than
objective observation. In the 1580s a number of drawn “por-
trait” busts survive. Several suggest a sympathetic perception
of his subject, such as the Head of a Boy (Cat. 15) and the
Semi-Nude Youth (Cat. 11), but they are actually very accurate
renderings of a wide-eyed child whose mood is, in reality,
imperceptible, and a deformed youth who merely stares at
the artist who draws him. It is the viewer, not the artist,
who reads something into the characters’ thoughts. In fact,
the handwritten inscription Non so se Dio m'aiuta on the
drawing of the Semi-Nude Youth may not be by the artist
but an addition by another hand. The magnificently observed
portrait of the lutenist Mascheroni (Cat. 25) is a mastery
of observed light and shade. The face, with its intense stare,
fills the sheet, and the sitter is thus perceived by the viewer
as having a strong character. What can instead be construed
as a detachment from his subjects may suggest that Annibale
did not believe that accurate observation reflected mood
and may have led to his later adoption of afferti, or demon-
strative gestures, to describe inner emotion."

Accurate observation of the natural world included draw-
ings of the Emilian countryside that would be used as refer-
ences when creating painted compositions. Unlike his careful
and detailed rendering of the human figure, Annibale’s land-
scape drawings tend to be quick sketches that evoke the shape
of the trees, branches, mountains, roads, and rivers. Because
of the affinity with his brother Agostino’s landscape style,
and the influence of his landscape method on followers and
imitators, the attribution of these sheets continues to be

controversial.” In spite of Annibale having painted the first



wholly independent landscape paintings in the history of
western painting (another important invention for the artist),
it appears that for him landscape was meant to support the
story being told.*® Biographers related that the Carracci
drew landscapes out-of-doors for pleasure,” but Annibale
used his observations to support a rationally conceived land-
scape painting style in which overlapping areas progressed
in a zigzag fashion into depth, with figures placed in these
receding zones to indicate diminishing spatial perspective.
Landscape and architecture supported his main iconograph-
ical interest: the observation of the human figure in all its
aspects of movement and attitude.

Already in the early 1580s Annibale had mastered draw-
ing the human form, still life, and landscape under various
conditions of light and perspective. He had taken a long
study trip to copy and observe earlier masters. This training,
whose innovative combination of the study of nature and
art was espoused in the Accademia degli Incamminati, gave
Annibale the basis for his compositional triumphs of the
following years. As beautiful and complete as many of Anni-
bale’s drawings are, they were merely a means to an end, the
necessity of thought on the way to the painted composition.
No catalogue raisonné of Annibale’s drawing oeuvre exists,
but there are drawings attributed to him in every major (and
minor) cabinet in the world, and several thousand sheets by
the Carracci are extant. We can only guess how many were
originally produced. Numerous sheets were necessary for
Annibale’s preparatory method, which began with a compo-
sitional sketch, was followed by a fairly final sketch, then by
various studies from the model of the body, arms, legs,
heads, and drapery (see Cats. 79—81). As Annibale matured,
he made more careful studies for his paintings. Nature con-
tinued to keep its hold on him and he drew from the model;
however, his working method became more complicated.
After his arrival in Rome, in 1595, his preparatory method
included the study of Renaissance artists as well as ancient

sculpture, medals, and reliefs. All of these sources contributed
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to what is now termed an “eclectic” style, one which every
artist before and after the Carracci practiced. Even the radical
Caravaggio looked to Michelangelo and Raphael to aid in
his strict adherence to nature.

Bellori related that Annibale made extensive preparations
for his frescoes in the Camerino and Gallery of the Farnese
Palace. For example, to correctly place the globe in Hercules’
arms, in the Camerino, he made at least twenty drawings
(see Cat. 33)."® Drawings exhibited here for the Farnese
Palace indicate Annibale’s interest in earlier artists’ solutions
for grand, decorative murals. He studied not only Michel-
angelo’s Sistine chapel, as is well known, but also frescoes by
his early Parmese idol Correggio, his Bolognese compatriot
Pellegrino Tibaldi, and his Roman contemporary Cavaliere
d’Arpino.” Ancient Roman, Renaissance, and mannerist
artists and the natural world were studied assiduously to
great effect. Most important to him in his Roman years was
Raphael, whose figural and compositional style he emulated.
The mature Annibale left nothing to chance in working
out his compositions. His studies began with preliminary
sketches, usually in ink, that incorporated his ideas for the
layout of forms (Cats. 40, 43). After numerous composi-
tional drawings, he made studies to understand the fall of
light and to refine the composition, often in pen and ink or
chalk heightened with white (Cat. 42). He continued this
refinement by a careful study of each figure of the composi-
tion, often including further attention to limbs, faces, and
drapery (Cat. 45). Perhaps it was at this time that he made
the small papier-maché models that Bellori indicated he used.*
At this point, too, he integrated copies of ancient sculpture
and paintings, where he felt the musculature or position
of a form warranted it. Drawings for the Farnese Gallery
ceiling included loose quotations of Michelangelo’s ignudi
(Cat. 60), and Roman sculpture always provided useful
fodder (Cat. 34). Following these further studies of light and
human form, Annibale integrated the entire concept in a

full-scale cartoon to be transferred to the fresco (Cat. 47).
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Concurrently, he would have made oil studies to correct
color. If this process sounds much like that of Federico
Barocci, whose working methods were also related by Bellori,
it is.* On Annibale’s studioso corso he saw Baroccis art first-
hand and was influenced by his use of color. He certainly
would have known Barocci’s drawings, and may possibly have
met the artist himself. In any case, only Barocci before him
made equally elaborate preparations for his works, including
his final and justly famous oil studies.

Annibale’s working method has been described often to
suggest his eclectic and rather monotonous linear progression
to a final composition. Nothing could be farther from the
truth. Throughout the process the artist was thinking of
new forms and ideas, incorporating his study of earlier artists
with his basic concept for the final work. In his mind,
even a cartoon was not considered final. In the few cartoons
that exist by the Carracci, we see the usual subtle changes
and corrections.?” In at least one case, however, that for the
fresco of Hercules Resting in the Camerino Farnese, Annibale
reversed and rethought the entire composition after the
cartoon had been completed, and, possibly, after he had begun
the fresco.” Consequently, the view of Annibale as a drafts-
man whose ideas were worked out completely before he began
to paint must be revised. His creative genius continued until
the painted work was completed. What differed in Annibale’s
working method from his predecessors was his continuous
incorporation of nature throughout the creative process. He
may have looked at ancient sculpture and medals and at
his Renaissance and mannerist predecessors, but he always
considered his forms within a believable atmosphere. In a
drawing of a man carrying a vase (Cat. 83), Annibale came
the closest he could to both a Raphaelesque form and
Raphael’s graphic style, but it is evident that he also observed
the action of the turning figure grasping the vase directly
from a human model. Even in his mythological subjects,
such as the studies for the Tazza Farnese (Cats. 65—67), the

decorative elements of foliage and flowers, the landscape
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backgrounds, and the fantastic satyrs are believable because
they are based on a close study of nature. And the figures on
the ceiling of the Farnese Gallery resemble ancient sculpture
and medals on purpose because we are intended to believe
that they are real sculpture.

In spite of Annibale’s meticulous care in drawing realisti-
cally described and articulated forms, what sets him apart
from other fine draftsmen and places him in the category of
great graphic artists is his ability to set down a few strokes
to imply an entire scene. Lines that are extraneous and dec-
orative did not enter his vocabulary as they did in that of his
brother Agostino.** In his landscape drawings, for example,
such as the Coastal Landscape (Cat. 70), brief hatching strokes
suggest, instead of fully describe, the branches of the trees,
whole bushes, the background hills, the foreground grasses,
the walking figures, and the moving sailboats on the lake.
Yet we feel the atmosphere of a breezy spring or summer day
and can imagine a real landscape before us. In his studies
for the ignudi for the Farnese Gallery ceiling (Cat. 60), the
figures were drawn quickly and assuredly with simple indi-
cations for hair and toes and surrounding foliate decoration.
The interest here was not in fully describing the figure but
on understanding the di sotto in su perspective and the fall
of light on the form. In the study for the Self-Portrait on
an Easel (Cat. 88), the gaze of the figure at top as he turns
toward us, holding his cloak, comes alive even though com-
posed of only a few strokes. Below the portrait Annibale
suggested the depth of the room by minimum lines for the
ceiling beams. At times this paring down to basics is meant
to amuse as much as to suggest, as in Landscape with Smil-
ing Sunrise (Cat. 89). No one before Annibale was as adept
at insinuative draftsmanship, and only Rembrandt after him
surpassed his genius for subtle suggestion.

One may need to credit Agostino Carracci and the cama-
raderie of learning in the Carracci academy for Annibale’s
ability to develop his natural talents to extraordinary lengths.
In the academy the artists sought to perfect their art by



copying the works of other masters, as well as relief sculpture
and antique heads, and live male and female models. They
made their own clay models. To understand anatomy they
dissected corpses and learned the working of the muscles,
bones, and nerves of the human body. Of course, they went
outside and sketched the countryside and the people they
saw, both beautiful and deformed. They studied architecture
and perspective as well as history, mythology, and literature.
From Malvasia we learn that they sketched whatever they
saw, even eating bread with one hand and drawing with the
other.” They played visual games to increase their manual
dexterity. One game entailed drawing several figures with-
out lifting pen from paper.* Another consisted of drawing a
few lines to suggest a scene while the participants guessed
what was presented.”” Exaggerating the features of a subject
became a game in itself and the first true caricatures origi-
nated in the Carracci academy. The term “caricature”
was first applied in the seventeenth century to works by the
Carracci.?® Whether Agostino, to whom almost all the
extant caricatures can be attributed, or Annibale invented
the genre is not important here:* the attitude was one
embraced by the academy as suggestive of meaning beyond
the forms depicted. The rigorous academy training obviously
aided Annibale in his natural tendency to include observa-
tion of the everyday world in his work.

Annibale’s late Roman works are a culmination of his
previous study and style. His powers of observation did
not diminish in his drawings for the Farnese Gallery, which
have been described as hyperidealized, classicizing works.
They focus and consolidate the earlier works into a concen-
tration of action and form. Hands are not fully described
but have become appendages with powerful meaning, with
expressive gesture paramount (Cat. 61). These drawings
represent what the theorist Monsignor Giovanni Battista
Agucchi, Annibale’s admirer, termed afferts, actions that must
be precisely rendered to suggest emotion.’® Yet gfferti could

not be effective without direct observation of gestural move-
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ment in living human beings, and Annibale’s art emphasized
the inclusion of nature in both facial and gestural movement.

In Annibale’s pen and ink drawings, description is mini-
mal but observation of the natural world still uppermost.

In the drawing of an execution (Cat. 76), Annibale supplied
only the simplest of forms, which are reduced to the basics.
Figures peer over the wall at one man hanging and another
being taken to his death as the monk performs the last rites.
A horrendous event is presented in a matter-of-fact way, and
the viewer is left to judge either the execution itself or the
staring onlookers. In the study for Danaé (Cat. 90) the shower
of gold consists of only dots on the paper surface, but the
electricity of the event is expressed in the spiky trees and
spreading curtain. This, along with Danaé’s open gesture and
the coins on her thigh, suggests the eroticism of the unfold-
ing scene. The very late abstract pen drawings, like the study
for the Conversion of Saint Paul (Cat. 87) and the study for
the Adoration of the Shepherds (Cat. 94), express the power
of movement in a mélange of messy lines, each of which adds
to an understanding of the whole.

The problem of attribution has plagued the study of
drawings by the Carracci. Some of the characteristics of Anni-
bale’s draftsmanship outlined here can be of help in distin-
guishing his work from that of his brother and cousin,
on the one hand, and his followers, on the other. Whereas
Annibale always looked to nature, neither Agostino nor
Ludovico depended heavily on its centrality to their art. In
drawings by both Agostino and Ludovico, lines and forms
have a decorative rather than realistic effect. Annibale’s
followers, on the other hand, tended to copy his drawings
exactly and harden his forms. The autograph sheets presented
here reflect the diversity of Annibale’s technique, subject
matter, and media, as well as his originality. He was one of
the first artists to explore landscape and genre and portrai-
ture as a reflection of the actual. The underlying character-
istic of his draftsmanship throughout his career was his

search for the convincing line and gesture, one that could



be seen in nature. If his Roman works appear based on clas-

sical and Renaissance forms, they are forms that have come

alive to express a believable action. If Annibale looked to

earlier artists, it was to extract from them what had the ring

of verisimilitude. Annibale Carracci’s preparation was com-

plex, a combination of looking at art and at life, and the

results were meant to convince the viewer that nature was

always present in art.
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1. Bellori 1968, 64 (1672, 77).
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Agostino, see De Grazia Bohlin in
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Christiansen 1990, 135—145.
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14. For a discussion on the afferti,
see Mahon 1947, 148-151.

15. On a good analysis of the
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19. Annibale made drawings that
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20. Bellori 1968, 33 (1672, 47).
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whole composition.
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Barocci’s working methods. Trans-
lated into English in Cleveland
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Farnese Gallery in London 199s.
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24. On a comparison of the
three Carracci’s graphic styles see
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Agostino. See De Grazia 1988, fig. 1.

27. Malvasia 1678 (1841), 1: 334—335,
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these games.
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racci, calling the works “ritratti
ridicoli.” Giovanni Antonio
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(“ritrarti carichi”). The word
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meaning (see Mahon 1947, 259—
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in Washington 1979, 67, n. 83.
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of caricature to Agostino see De
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by Annibale from Windsor Castle
exhibited here (Cat. 82) appears
not to be a caricature but a depic-
tion of an actual human being.

30. On Agucchi’s description of
the afferti in Annibale Carracci,
see Mahon 1947, 148—151, and Mal-
vasia 1678 (1841), 1: 360—368.






Catherine Loisel Legrand

EVEN AS ANNIBALE CARRACCI’S FUNERAL AT THE PANTHEON,
on 16 July 1609, consecrated his renown after four years of illness and inactivity,'
his drawings became the prey of enlightened and respectful collectors. Fortu-
nately, it has been possible to reconstruct the fate of the contents of Annibale’s

studio almost from that date through the seventeenth and eighteenth centuries.

The inventory of 17 July 1609,” made after Annibale’s death, bears no
mention of any drawing portfolios, which is especially surprising for an artist
who based his teaching and all his activity on the practice of drawing and who
continued to draw during his long illness. But some years later, large groups
of drawings from Annibale’s Roman period can be traced to two collectors:
Domenichino and Francesco Angeloni.

As far as Domenichino is concerned, this is not remarkable as his ties to
Annibale remained close even after the completion of work on the Farnese
Gallery. He benefited from Annibale’s support in his duel with Guido Reni
on the walls of the Oratorio of Sant’Andrea at San Gregorio al Celio and
in obtaining commissions like that of the Badia of Grottaferrata, of which
Odoardo Farnese was abate commendatario’ For the latter project Annibale
executed the altarpiece, while Domenichino painted the frescoes using
two drawings by Annibale for two of the evangelists in the compartments

of the chapel’s vault.*
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The first mention of Annibale drawings in Domenichino’s
possession is in the inventory of the effects of his pupil Fran-
cesco Raspantino, drawn up in 1664. In April of 1641, Domen-
ichino had bequeathed to him the contents of his studio,
including his own drawings and preparatory cartoons, as well
as his collection of drawings by the Carracci.’ At the death
of Raspantino, the collection was sold and the painter Carlo
Maratti took possession of the largest part.® One can easily
imagine the effect of this resource on the evolution of Maratti’s
art toward a form of classicism or idealized baroque that
would influence Roman painting for a long time.

A close associate of Giovanni Pietro Bellori, author of the
Vite and Discorso and himself a collector, as well as of Padre
Sebastiano Resta, Maratti certainly consulted his portfolios
of drawings in their company, comparing the sheets by Do-
menichino and the Carracci. When in 1703 Pope Clement x1
Albani got wind of an agreement with an English amateur
for the sale of a part of the collection, he used his author-
ity to break the deal and seize the drawings, which, together
with the Cassiano dal Pozzo holdings, enriched the Albani
collection. Other sheets went to Spain with Andrea Procaccini,
a pupil of Maratti’s, and are now at the Academia de San
Fernando in Madrid.”

A second campaign of acquisition took place after the
artist’s death in 1713, and thus the contents of the studios of
Domenichino and Maratti were reunited, along with some
of Annibale’s Roman-period drawings, including a fair num-
ber of cartoons, such as Hercules Resting, now in the Uffizi,?
and the right half of The Triumph of Bacchus and Ariadne
with Silenus and his cortege in the Galleria Nazionale delle
Marche in Urbino (Cat. 47).

When in 1762 financial difficulties and the intrigues of
the Countess Cheroffini Gherardi constrained the cardinal
Alessandro Albani to dispose of a part of his collection
of drawings and prints—two hundred volumes—to King
George 111 of England, the sale was considered a disaster

by the archaeologist Winckelmann: “one can no longer
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assemble such a collection in Rome.” Unfortunately, as
Wittkower explained,’ it is extremely difficult to identify
the provenance of the drawings of the British royal collec-
tion, since those purchased in the eighteenth century have
been integrated.

Indeed, other Bolognese drawings were included in the
acquisition of the collection of Consul Smith in Venice in
1763, some of which had come from the Bonfiglioli collec-
tion in Bologna. Only the descriptions of the inventory of
this collection drawn up in 1696 and the notes of Richard-
son" allow the identification of works with the Bonfiglioli
provenance, which seems to concern mainly the drawings
of Ludovico, but Wittkower was able to find two under
Annibale’s name: a very finished drawing, squared for trans-
fer, maybe by a collaborator, for The Triumph of Bacchus and
Ariadne (Wittkower no. 3054), as well as a rather problematic
Denial of Saint Peter (inv. 531). Furthermore, since the time
of Charles 1, the British Royal Library has owned a collection
of Italian drawings that is today difficult to identify"* but
whose reputation was sufficient for Malvasia to cite Carlo
Stuardo as one of the collectors of Carracci drawings.

In spite of these reservations it can legitimately be supposed
that Domenichino, the faithful pupil, had either received
from Annibale or bought drawings relating to his Roman
activity. A large part of Annibale’s Roman oeuvre at Windsor
probably came from this source.

In 1678, in La Felsina Pittrice, Malvasia recorded the fame
of another collection, that of Francesco Angeloni, which had
been dispersed after the death of its owner in 1652 and which
is now somewhat better known thanks to recent research.”
Scholar, numismatist, amateur of antiques and painting,
Angeloni freely opened his “studio” to artists and travelers. It
is thus that the British painter Richard Symonds had access
to the collection that he described in his notebook,™* where
he recorded the presence of two folio volumes with drawings
by Annibale Carracci for the Farnese Gallery as well as a

collection of landscape drawings by Agostino, Annibale, and



Domenichino. Another important source is constituted by
an album factice in the Louvre, which brings together the
drawings of a pupil of Frangois Perrier, the Frenchman Fran-
cois Bourlier, who copied numerous drawings in the Angel-
oni collection during his stay in Rome between 1642 and
1644."” Indeed, it contains copies after numerous drawings
for the Camerino, the Gallery, and the Tazza Farnese (fig. 1).
If the reputation of the collection that Angeloni was so
proud of has not paled, the mystery of how it was acquired
still remains. It is difficult to imagine that Annibale himself
would have sold the contents of his studio, especially since
his total fortune, as calculated by Roberto Zapperi from
indications in the death inventory, was quite small: twelve
luoghi di monti (less than 1400 scudi).’ The role of his
nephew Antonio Carracci, accused of usurping the estate
by Annibale’s Bolognese heirs, may have been decisive in
sheltering the drawings that were completely absent from the
inventory drawn up only two days after the artist’s death.
We know that Annibale was attended in his last moments by
Monsignor Giovanni Battista Agucchi and that he was sur-
rounded in his last months by the three pupils who signed
the “contract” of 14 July 1608: Antonio, the son of Agostino;
Giovanni Antonio Solari; and Sisto Badalocchio.”” Angel-
oni, friend of Domenichino and Agucchi, had close ties to
the young Bolognese artists and held passionate discussions
with them about painting. Very possibly an underground
transaction took place, before or after the death of the master,
and by chance some entire sections of his studio, including
studies executed in Rome and others that he had brought
with him from Bologna, remained grouped in two principal
collections. In addition, a considerable part of the Angeloni
collection can be traced through the purchases of Mignard,
followed by Coypel and Crozat. The dispersal of the Farnese
drawings that appeared on the British market in the middle
of the century— notably with Peter Lely, who owned, for
example, the study of Circe, Ulysses, and Mercury, now in the

Graphische Sammlung, Stuttgart,18 as well as A Woman
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FIG. I

Frangois Bourlier after Annibale Carracci, Album Perrier, folio 57,

with copies after Cat. 66, Musée du Louvre

Seated in a Gallery in Chatsworth,” both from the Roman
period— probably goes back to 16091641, between the
deaths of Annibale and Domenichino. The drawings in a
general way began to circulate intensively on the international
art markets of Rome, Venice, London, Amsterdam, and Paris,
and the great private collections that were avidly formed at
this moment would give birth to the great princely collections
of the Medici, the Este family, Louis x1v, and the British

crown. These collectors absorbed drawings or formed quality




FIG. 2

ensembles in such a way that their tracks can be followed
more or less after their purchase by other amateurs, as is
the case with the Arundel, De la Noue, and Coccapani col-
lections, or that of the painter Peter Paul Rubens.*
Angeloni’s protégé, Giovanni Pietro Bellori, who served as
his secretary and was supposed to inherit his studio in order
to preserve it as a veritable museum, was unable to gain
possession of the collection in 1652; after bringing a success-
ful suit against him, Angeloni’s heirs put it up for sale. It is
thus that Pierre Mignard had the good fortune to buy a
portion of the drawings “by the Carracci,” particularly those
by Annibale. These appeared in his nuptial inventory of 2
August 1660 as three large volumes containing, respectively,

136, 75, and 121 sheets.” Although sometimes several draw-

Here attributed to Annibale Carracci, Landscape with Three Studies of Men’s Faces, Kunstmuseum

Diisseldorf im Ebrenhof, Sammlung der Kunstakademie (NRW), inv. no. KA (FP) 4175
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ings were attached to individual pages, that adds up to at
least 332 drawings, or half of the collection enumerated by
Angeloni himself in his Historia Augusta.

What became of the others? In 1673, according to Bellori,
two hundred Angeloni drawings were again on the market
and were offered at an elevated price to Cardinal Leopoldo
de Medici,?* but it is not known if the transaction was com-
pleted. Curiously, one criterion that allows us to suspect
an Angeloni provenance is the presence of manuscript anno-
tations on the drawings, for the most part addresses—
always incomplete—found on the sheets in the Louvre that
came from Coypel (Agostino Carracci, inv. 7110) or from
Crozat (on the verso of the Atlas Herm in the Biblioteca
Reale in Turin; inv. 16073 D.C.), or drawings which were on
the Roman market in the eighteenth century, such as the
sheet in the Kunstmuseum Diisseldorf, from the Lambert
Krahe collection, Landscape with Three Studies of Men’s
Faces (classed by mistake under Grimaldi but actually by
Annibale, dating from his Roman period; fig. 2).

When Malvasia listed the great contemporary collections,
he forgot to note that the Angeloni collection had been dis-
solved and seems not to have been aware of the existence
of the Domenichino-Maratti group, or of the collection of
drawings by Annibale brought together by Bellori,? of which
a large part would be purchased by Padre Sebastiano Resta.
It is thus, as Simonetta Prosperi Valenti Rodino has noted,
that the Bellori provenance for the Chatsworth modello for
Pan and Diana (Cat. 48) and the Bacchic Procession (Cat. 42)
in the Albertina can be identified.*

Thanks to recent research by Jeremy Wood,” it is now
easier to realize the breadth of the collection that was brought
together in albums by Padre Resta, probably with a commer-
cial purpose. The greater part of this collection went to
England in 1711, where it was then dispersed. These drawings
can always be recognized by the numbers inscribed on them

through the efforts of Lord Somers.



Of the Bolognese collections cited by Malvasia— Bon-
figlioli, Negri, Pasinelli, Polazzi, and his own (three hundred
pieces)—none bore marks that allow them to be identified.
Following their sales, they were largely integrated into Pierre
Crozat’s collection, which was assembled from about 1690
until its dispersal at the 1741 sale, and into the British royal
collection via Consul Smith.

There remain two more great collections to consider:
those of the Este princes in Modena and Everard Jabach. The
first was divided at the end of the eighteenth century as a
result of the Napoleonic Wars, and one part is now in the
Louvre, completing the nucleus that remained in Modena.
At some point a few drawings passed onto the art market, and
their provenance is attested by the marks of Alfonso 111,
Francesco 11, or Alfonso 1v. Research conducted by Jadranka
Bentini?® has allowed different stages of the building of the
Este collection to be traced through successive inventories,
work that has been corroborated by research conducted
on that part of the Este drawing collection that is now in
the Louvre.? It thus appears that the initial nucleus of
the Este collection goes back to Cardinal Alessandro d’Este
(1599—1624), who owned some works by Annibale, including
Un Dissegno di chiaro e scuro con un Ercole. ... Prince Alfonso
111, according to an undated inventory published by Cam-
pori,® owned La Circoncisione d’Annibale Carracci di penna
e aquarella and Il Figluol prodigo d’Annibale Carracci, as well
as Due figure di penna in un paese, unfortunately difficult to
identify. But the most significant increase in the collection
was due to the acquisition, at least in part, of the “studio”
brought together by the bishop of Reggio, Paolo Coccapani,
who died in 1650 and owned a collection of paintings and
drawings of which an undated inventory was found and pub-
lished by Campori.*® From precise descriptions it is possible
to identify certain pieces, and notably among the nine
drawings by Annibale is La Lupa con Romolo e Remo d’Anni-

bal Carracia (Cat. 16). However, if one totals the drawings
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by Annibale between Modena and the Louvre, in spite of
their individual importance—Modena has, among others,
a rare Study of a Jester’s Head in sanguine,” probably prep-
aratory for the portrait in the Galleria Borghese—it appears
from the evidence that the Este owned mainly works by
Ludovico. An essential contribution in the area that concerns
us here was made through the systematic study of landscape
drawings that had once been organized in three albums and
are now actually dispersed in the Louvre’s collection, where
three preparatory drawings for The Flight into Egypt in the
Galleria Doria Pamphilj were identified, all bearing the mark
of Alfonso 1v d’Este (1634—1662).>

In the area of landscape drawing, the reconstitution of
the Jabach collection also provides valuable information.
The stages of the formation of the collection assembled by
the banker Everard Jabach on the European market are but
poorly known, but it is fascinating to imagine his activity
and his commercial network in the Low Countries, England,
and Italy.? It is probably through his acquisition of the
drawings of Rubens that he came into possession of A Boy
Taking off His Shirt (Cat. 8), which was sold, in accordance
with Colbert’s decision, to Louis x1v with a large part of
Jabaclys collection in 1671. In the spirit of collecting of the
seventeenth century, which was marked by knowledge of
Vasari’s Libro de’ Disegni, the use of a gold band to frame the
drawings—glued down to the pages of an album, as was the
case with Resta, or conserved singly like those from the Este
collection—resulted in the division of Jabach’s collection
into two groups: the “ordonnance” drawings mounted on
a white carton and framed by a broad gold band®*— these
were often highly finished drawings—and the “rejects” on
loose sheets. It is now known?* that Jabach did not sell all
his drawings to the king and that he sometimes even sold
copies executed at his request by Michel Corneille so that he
could keep the originals. The inventory drawn up at his death

in 1696% mentioned numerous drawings by Annibale, of



F1G. 3 Travelers Seen from Behind in a Landscape, Graphische Sammlung Albertina, Vienna, inv. 2190

which some are clearly identifiable, such as the Landscape
with Bathers in the Oppé collection;*® The Drunken Silenus
in the British Museum (Cat. 65); and Landscape with a Group
of Figures in a Boat, formerly in the Ellesmere collection and
now in Cleveland,? for example. It is relatively easy to fol-
low most of these drawings, of which the majority had been
bought by Crozat and dispersed at his sale in 1741 to the
most important contemporary collections, including Pierre-
Jean Mariette’s,?® thus allowing us to understand how such
a large number of drawings brought together by Jabach were
then found in the collections of Sir Thomas Lawrence,? the
duke of Devonshire at Chatsworth, and Albert of Sachsen-
Teschen. The 1696 inventory notations are sometimes very
precise, like the one for no. 23 (folio 93): Notre seigneur por-
tant sa croix rencontrant St Pierre & genoux & la plume lavé

et haussé sur papier verd., which can be identified with the
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drawing in the Staatsgraphische Sammlung in Munich of a
study for the Domine, Quo Vadis? in the National Gallery of
London,* which had passed through the Crozat collection.
Other elements also allow this provenance to be reconsti-
tuted: the presence of copies by Corneille or their counter-
proofs in the Louvre, as with Landscape with Smiling Sunrise
(Cat. 89), which exists in a counterproof;* and the prints
in the Recueil de 283 Estampes that Jabach had made after
the drawings in his collection by Michel and Jean Baptiste
Corneille, Macé, Jean Pesne, and Jacques Rousseau.** The
printmakers sometimes transformed the drawings by adding
classicizing elements and combining motifs, but it is easy to
recognize the sources. Thus the provenance of the Landscape
with Two Boatmen in Chatsworth,® given to Agostino but
seemingly the work of Annibale in Rome, the Landscape
with a Mill in the Ellesmere collection,* now in the National
Gallery of Victoria in Melbourne, and Travelers Seen from
Behind in a Landscape in the Albertina (fig. 3)* can be
pinned down.

The question arises as to the origins of the Annibale
drawings owned by Jabach—beyond his own taste—since
their provenance must have seemed sufficiently prestigious
for him to decide to devote a collection of prints to them.
Hypothetically, considering his ties with Pierre Mignard,
it can be suggested that Mignard had looked after Jabach’s
interests in Rome, thus allowing him to participate in the
negotiations involving certain estates, such as that of Angel-
oni. Finally, it should be emphasized that not all the drawings
sold by Jabach to the king were fakes, even if a drawing
coming from the Jabach collection should at first be regarded
with suspicion, as is the case with the recent discovery of a
preparatory drawing for the landscape in the background
of the Saint Margaret in Santa Caterina dei Funari (fig. 4).

The continuing history of Annibale’s drawings at the
beginning of the eighteenth century is well known, especially

as it concerns the collection in the Louvre, the most important
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one together with the one at Windsor. The three volumes
of drawings brought from Rome by Mignard were sold by
his heirs to the painter Antoine Coypel and to Pierre Crozat.
By the will of Antoine’s son, Charles-Antoine Coypel, that
collection was bequeathed to the French king in 1752, and
was nationalized at the Revolution with the entire royal
collection. Recently, the specific mount of drawings that came
through the Coypel collection has been identified. At the
sale of the Crozat collection, which included more than three
hundred drawings by Annibale, Pierre-Jean Mariette made

some important acquisitions that then reappeared in his sale

of 1775: sixty-two drawings and a portfolio of more than
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FIG. 4 Landscape Study with Figures Walking Past a Building, Musée du Louvre, inv. 7645
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one hundred studies for the Farnese Gallery. By chance the
royal collection was able to come into possession of at least
one part of this portfolio of unmounted drawings that do
not bear the collector’s mark, as well as other drawings glued
down to the celebrated blue mount. During the French Rev-
olution, through confiscations of the belongings of émigrés
like the comte de Saint-Morys, other Crozat and Mariette
drawings were added to the collection. The majority of draw-
ings on the French art market in the eighteenth century
came from the collection of Crozat, before being bought by
Dezallier d’Argenville (Study for Saint Catherine, Louvre 7310),
Nourri (Louvre 7210), or Lempereur (Cleveland 41605).

In conclusion, it is worth noting the testimony of Con-
stantin Huygens,*® who, in 1663, wrote to his brother Chris-

tian recommending that he visit the Jabach collection:

I would very much like this for one particular reason. There are
among other things about fifty or so landscapes drawn in pen by
Annibale Carracci and Uylenburg says that among them there is
one in which there is a lot of water and little figures of people who
are bathing. If you see it, I would like you quickly to make a small
rough sketch, no matter how bad it may be, as long as one can
discern somehow where the figures are and how many there are in
order to know a little of the truth as to whether the one Rembrandt
has in Amsterdam where there are just as many people who are
swimming by the same master is not a copy, which I do not think

anyway because of the boldness of the pen.

The question of attribution has clearly been at issue since
the middle of the seventeenth century, and many of us
would be very happy to be able to identify the Annibale

drawing that was owned by Rembrandt.
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Annibale Carracci: Chronology and Documents

- 1560 -
3 NOVEMBER: Annibale

Carracci is baptized in Bologna
(Malvasia 1678 [1841], 326).

- 15801582 -

Possible date of study trip to

Parma and Venice with Agostino.

18 APRIL AND 28 APRIL
1580: Writes to Ludovico from
Parma with his reactions to Cor-
reggio and Parmigianino (Perini
1990, 152—154). An undated

note from Agostino confirms that
the brothers are in Venice and
describes Annibale’s admiration
for Veronese (Perini 1990, 168).!

- 1581 -

Signed and dated print:
Crucifixion, “Anj. in. Fe., 15817
(De Grazia 1).

- 1582 -

Probable founding of the Acca-
demia degli Desiderosi, later
renamed “Accademia degli Incam-
minati,” after Agostino’s return
to Bologna (Bellori 1672, 43).
In this year, Giovanni Paolo
Bonconti entered the Accademia
and contributed to the furnish-
ings of the new school (Malvasia

1678 [1841], 404—405).

Signed and dated print:

Holy Family with Saints John
the Baptist and Michael, “Ani:
Cara: fe. 1582.” (De Grazia 2).

35 CHRONOLOGY

First signed and dated painting:
Crucifixion with Saints, for San
Nicold di San Felice, Bologna
(Posner 6).

OCTOBER: Receives commis-
sion for The Baptism of Christ
(Boschloo 1974, 179, n. 6).

- €. 15831584 -

Signed and dated fresco cycles:
The Story of Jason, dated 1584, and
The Story of Europa (see Cats. 4, 5)
for the Palazzo Fava, Bologna,

executed by the three Carracci.

Later possible date, accepted
by some scholars, for Annibale’s
trip to Parma and Venice (see

above, 1580-1582).

Signed and dated paintings:
Baptism of Christ, San Gregorio,
Bologna (Posner 21) (see Cat. 7),
and Pieta with Saints (Posner

24), Pinacoteca Nazionale, Parma.

Signed and dated print: Sains
Francis of Assisi, “1585, Ani. Ca.
in. fe.” (De Grazia 7).

Latest possible date for the
founding of the Accademia

(see above, 1582).

Signed and dated paintings:
Assumption of the Virgin,
Gemildegalerie, Dresden (see
Cat. 12); Portrait of Claudio
Merulo(?), Pinacoteca Nazionale,
Naples (Posner 35), dated

M.D.L.X.X.X.V.1.1. (Posner 40).

Signed and dated print:
Madonna of the Swallow,
“1587/ANI. CAR. BOL. F. IN.”
(De Grazia 9).

- 1588 -

Signed and dated painting:
Madonna and Child Enthroned
with Saints (Madonna of Saint
Matthew), Gemildegalerie,
Dresden, “HANNIBAL CARRAC-
TIVS BON.F. MDLXXXVIIL.”

(Posner 45).

19 JuLy: Signs contract with
the Collegio dei Notari for an
altarpiece, in his own hand, of
the Madonna and Child with
Saints Luke and Catherine and
the Four Evangelists, for their
chapel in the cathedral in Reggio
(Ferrari 1913, 3—11). Madonna
and Child in Glory with Saints
is dated 1592, the year of the
final payment (on 3 August),
and the painting was delivered

soon afterward (Posner 67).

- €. 1589—-15922 -

Signed and dated fresco cycle:
Story of the Founding of Rome for
the Palazzo Magnani, Bologna,
executed by the three Carracci
(see Cats. 16, 17).}

. 1590 .

Signed and dated print:
Holy Family with Saint John
the Baptist, “Anni.Car. in. fe.
1590” (De Grazia 11).

. 1591 .

Signed and dated print:
Mary Magdalene in the Wilderness,

“Carra. in.1591” (De Grazia 12).

. 1592 .

Signed and dated paintings:
Assumption of the Virgin,
Pinacoteca Nazionale, Bologna
(Posner 69); Venus and Cupid,
Galleria Estense, Modena (Pos-
ner 65); Madonna and Child

in Glory with Saints (“Madonna
of Saint Luke”), Louvre, Paris,
“ANNIBAL CARACTIUS F
mpxcll.” (Posner 67; see 1589);
Death of Dido, Palazzo Francia
Zambeccari-Angelelli, Bologna
(Posner 68).*

Signed and dated print:
Venus and a Satyr, “1592. A.C.”
(De Grazia 17).

15 NOVEMBER: Letter from
Cornelio Lambertini refers to
Venus and Cupid (Posner 65) and
one of its intended companion
pieces, Agostino’s Pluto (Posner
1971, 2: 28).

- 1593 -

Signed and dated paintings:
Madonna and Child Enthroned
with Saint John the Baptist, Saint
John the Evangelist, and Saint
Catherine of Alexandria, “ANN1
CARR FE MDXcI11.” (Posner 72);
Resurrection of Christ, Louvre,
Paris, “ANNIBAL CARRATIVS
PINGEBAT MDXcIIIL.” (Posner
73); Self-Portrait, Galleria
Nazionale, Parma, “17 di Aprile
1593” (Posner 75).



Signed print: Madonna and Child
(De Grazia 16). In 1593, Raphael
Sadeler made a dated copy of
this print, indicating that Anni-
bale’s version must have been
finished by that time.

suMmMER: Cardinal Odoardo
Farnese writes to his brother
Ranuccio about hiring the Car-
racci to paint the Sala Grande of
his palace with a cycle commem-
orating their father, Duke Ales-
sandro Farnese (Uginet 1980, 7).

8 DECEMBER: Letter from
Giasone Vizani to Onofrio
Santacroce describes the current
commitments of the Carracci

(Zapperi 1986, 205).

- 1594 -

autumN: With Agostino,
visits Cardinal Odoardo Farnese
in Rome (letter from Odoardo
to Ranuccio, dated 21 February

1595, in Tietze 1906-1907, 54).

Signed and dated painting:
Crucifixion, Staatliche Museen,
Berlin, “ANNIBAL CARATIVS.

mpoxcriil.” (Posner 81).

- 1595 -

21 FEBRUARY: Letter from
Odoardo Farnese to Ranuccio
states that he plans to have

the Sala Grande decorated by
the “Carraccioli” (Tietze 1906—

1907, 54)-

8 juLry: Writes to Giulio Fossi
that he will be unable to finish
The Alms of Saint Roch because
of commitments to the Farnese
(Perini 1990, 155—156; Cat. 26).

36

AuGUST: Letters from Odoardo
Farnese to Fulvio Orsini reveal
that the Sala Grande project is
being postponed and that Anni-
bale is to work on the Camerino
instead (Martin 1956, 112, and

Martin 1965, 42—43).

AUTUMN: Returns to Rome
(Zapperi 1986, 204) and is at
work for the Cardinal by 8 No-
vember, when Ranuccio’s letter
to Odoardo recommends that
the painter Ottavio Pincolini be
put under Annibale’s direction
at the Palazzo Farnese (Tietze
1906-1907, 107).

+ 1595—-1597 -

At work on the Camerino

(see Cats. 27-38).

1597 -

22 ocTtoBER: Document list-
ing a payment for his portrait of
Ranuccio Farnese places Agostino
in Parma (Bologna 1956 [Dipinti],
88; De Grazia 1988, 104); some-
time after this date, he arrives in
Rome to work with Annibale.

Signed and dated print:

Pietas (Christ of Caprarola), in
succeeding states, “1597” “Cap-
rarolae 1597,” and “Annibal
Caracius fe. Caprarolae 1597”
(De Grazia 18).

+ 1597-1599 -

Probably at work on Saint
Margaret and Coronation of the
Virgin (see Cat. 64; Posner 106
and 107) for Santa Caterina

dei Funari, Rome. Documents
relating to the dedication of the
altar indicate that negotiations
were under way between January
1597 and December 1599 (Tietze
1906-1907, 133). According to
Mancini, the paintings were in
place after 1600 (Mancini 1617
[1956-1957], 2: 38).

- 1597/ 1598 —160I -

At work on the ceiling of
the Farnese Gallery (see Cats.
39—61).}

- 1599 -

Agostino is in Rome working
on the Gallery but leaves before
16 July, when another payment
for a portrait of Ranuccio Farnese
places him in Parma (Bologna
1956 [Dipinti], 88; De Grazia 1988,
104). An undated letter from
Annibale to Ludovico, probably
written soon after Agostino’s
departure, complains about the
poor relationship of the broth-
ers, citing in particular Agostino’s
“unbearable arrogance” (Perini
1990, 165).

2 AUGUST: Letter from

Giovan Battista Bonconti to his
father describes Annibale’s under-
payment and mistreatment at
the hands of the Farnese: “...he
labors and pulls the cart all day
like a horse, and paints loggie,
small rooms and large, pictures
and altarpieces and works worth
a thousand scudi, and he is
exhausted, and cracking under
this, and has little appetite for
such servitude” (Malvasia 1678
[1841], 405; Briganti 1987, 42,
interprets this letter to mean that

Agostino has already departed).

An inscription marks the date
of completion of the chapel of
Benedetto Gelosi in the cathe-
dral at Spoleto, for which Anni-
bale and an assistant (probably
Innocenzo Tacconi) painted the
Madonna and Child in Glory with
Saints (Posner 109). Although
Malvasia read “1591” as the date

of the painting’s completion,

the inscription commemorates
the death of Gelosi’s son, to
whom the chapel is dedicated
(Posner 1971, 2: 48; Tietze 1906—
1907, 136).

- 1600—-160I -

Probable dates of the Assumption
(Posner 126) and vault (Posner
127[a)) in the Cerasi chapel,
Santa Maria del Popolo, Rome.
July 1600 is the date of the
chapel’s consecration, and the
work seems to have been fin-
ished by Tiberio Cerasi’s death
in May 1601 (Posner 1971, 2:

55, and Mahon 1951, 226—227;
Cats. 77, 78).

- 1601 -

2 JUNE: An awviso preserved

in the Biblioteca Casanatense
announces the unveiling of

the Farnese Gallery vault in the
presence of Cardinal Pietro
Aldobrandini, who presented
Annibale with a gold chain and
medallion valued at two hundred
scudi. He also commissioned

a painting from him, Christ
Appearing to Saint Peter (Domine,
Quo Vadis?) (Zapperi 1981, 822).

- ¢. 1601—1602 -

Probable date of Saint Gregory
Praying for the Souls in Purgatory
(Posner 130) for the Salviati
chapel in San Gregorio al Celio,
Rome (see Cats. 79—81). Accord-
ing to Posner, the painting must
have been commissioned before
Salviati’s death in 1602, and

was probably finished well before
October 1603, when the chapel
was consecrated (Posner 1971, 2:
57; see also Smith O’Neil 1985, 165).

Probable date of Rinaldo and
Armida (Posner 132[s]). Accord-

ing to Posner a studio work after



Annibale’s design, this painting
is mentioned in the opening
paragraph of Agucchi’s descrip-
tion of Annibale’s Sleeping Venus
(Posner 134), which was in the
artist’s studio being finished in
1602 (see below). Agucchi saw
the recently completed Rinaldo
and Armida at this time, so the
painting is datable to 1601-1602.

- 1602 -

FEBRUARY 23: Agostino dies in

Parma (Tietze 19061907, 130).

Returns to Bologna for a brief
visit, probably until May. Several
members of the Bolognese shop
move to Rome to work with
him in the same year: Domen-
ichino, Lanfranco, Sisto Bada-
locchio, Antonio Carracci (Pos-

ner 1971, I: 140).

APRIL 17: Letter from Giovanni
Battista Agucchi to Bartolomeo
Dulcini in Bologna asks him to
speak to Annibale about a com-
mission for a Saint John the Bap-
tist “if he has not yet left Bologna”
(Malvasia 1678 [1841], 330).

29 may: Death of his mother
in Bologna (Zapperi 1989,
143-145).

31 MAY — 13 JUNE: Ludovico
visits Rome (Malvasia 1678
[1841], 297).

18 jury: The mason Domenico
da Corte is paid for removing
scaffolding from the Farnese
Gallery vault (Zapperi 1981, 821).

AUTUMN: At work on the
Sleeping Venus (Posner 134; see
Cat. 84). Agucchi wrote a long
description of this painting
after seeing it, nearly finished,
in Annibale’s studio in the
Palazzo Farnese during the
“vendemie,” or fall harvest, of
1602 (published in Malvasia
1678 [1841], 360-368).6

37 CHRONOLOGY

Probable date of Christ Appear-
ing to Saint Peter (“Domine,
Quo Vadis?”) (Posner 135). The
inclusion of this painting in the
1603 Aldobrandini collection
inventory provides a terminus
ante quem, but Posner dates it
after the Cerasi chapel version
of the same subject (Posner
1971, 2: 60; for inventory, see
D’Onofrio 1964, 203).

- 1603 -

13 JANUARY: Agostino’s funeral
is held in the Chiesa dell'Ospe-
dale della Morte, Bologna.

10 MAY, 12 JULY, 19 JULY,
AND I3 SEPTEMBER:
Testimony in Annibale’s hand
states that “mastro Jacomo” had
been doing stucco work for the
Farnese (Uginet 1980, 105).

1 JUNE—27 SEPTEMBER:
Cardinal Farnese’s weekly books
list payments to Annibale and
three assistants (Uginet 1980, 103).

10 juLy: Testimony in Anni-
bale’s hand states that he has
spent eight scudi and fifty
baiocchi on paint in the service
of Cardinal Farnese (Uginet
1980, 105).

13 sePTEMBER: On trial for
libel, Caravaggio lists Annibale
among those he considers
“valenthuomini,” noting, “This
word ‘valentuomo,” in my use of
it, means a man who knows how
to practice his art well. Thus,

a painter is a valentuomo if he
knows how to paint well and

to imitate well natural things.”
He also names Annibale as one
of the painters with whom he

is currently on speaking terms
(Friedlaender 1955, 277).

- 1604 +

Earns the commission to paint
the Herrera chapel, San Giacomo
degli Spagnuoli (Malvasia 1678
[1841], 296).

4 APRIL — 24 APRIL: Car-
dinal Farnese’s weekly books list
payments for Annibale and three
assistants (Uginet 1980, 104).

NOVEMBER 25: With Roncalli,
evaluates a painting by Baglione
(Bertolotti 1885, 14, cited by
Posner 1971, 1: 177, n. 33).

Contributes to the Accademia
di San Luca (Posner 1971, 1: 177,
n. 33)

Publication of Carel van Man-
der’s Het Schilderboeck, in Haar-
lem, which contains a brief entry
on Annibale based on informa-
tion from a correspondent in
Rome. Van Mander praises Anni-
bale’s work for Cardinal Farnese,
including “a beautiful gallery,”
but does not mention other
specific paintings. According to
Posner, the information was
probably supplied to Van Mander
no later than 1601 (Posner 1971,

L: 174, N. 12).

- €. 1604 -

Probable starting date of Aldo-
brandini lunettes (Posner 145~
150(s]). Apparently mostly stu-
dio works designed by Annibale,
these lunettes are dated on the
basis of documents concerning
the chapel where they once hung.
Fresco and gilt work were fin-
ished by late October 1604, and
Albani received a payment for
six paintings done with other
studio members on 22 January
1605 (Hibbard 1964, 183—184).
Posner and Hibbard agree that
this means that the commission
was probably awarded in 1603
or 1604 (Posner 1971, 2: 67), and
Posner suggests that Annibale

made sketches for all the lunettes
and painted two of them in
1604, leaving the rest of the
work in 1605 to be finished by
Albani and others over the
course of the next several years
(Posner 1971, 2: 67).

- 1604—1605 -

Probable date of the Madonna
of Loreto (Posner 151[s]), painted
in Annibale’s shop for the
Madruzzi chapel in San Onofrio,
Rome. The commission was
probably awarded sometime in
1604 and finished by 1605, the
date of the chapel’s completion
according to an inscription on
the floor (Posner 1971, 2: 68).

Moves out of the Farnese Palace
(see Bellori 1672, 93; Posner 1971,
I: 147, and 2: 67; Martin 1965, 18).

- 1605 -

Falls ill with “...a deep depres-
sion, accompanied by emptiness
of mind and lapses of memory.
He neither spoke nor remem-
bered and was in danger of sud-
den death” (Mancini 1617 [1956—
1957], 1: 218).

19 FEBRUARY: Letter from the
duke of Modena to Odoardo

Farnese requests a painting from
Annibale (Tietze 1906-1907, 146).

12 MARCH: Letter from
Odoardo Farnese to the duke

of Modena describes Annibale’s
illness, which has prevented him
from painting (Tietze 19061907,
147, 0. 1).

27 MAY: Letter from Fabio
Masetti, the duke of Modena’s
agent in Rome, notes that An-
nibale has not spoken with
Odoardo Farnese in two months
(Tietze 19061907, 147).



22 JUNE AND 30 JULY:
Further letters from Masetti
document the progress of the
commission for the duke, a
Nativity of the Virgin (location
unknown) (Tietze 1906-1907,
147—-148).

6 AucuUsT: Letter from Masetti
says Annibale is living “behind
the vineyards of the Riajij alla
Lungara” (Tietze 1906—1907, 148).

AUGUST: Masetti’s letters
document the progress of the
Nativity of the Virgin (Tietze
1906-1907, 148).

- 1606 -

Signed and dated prints: Christ
Crowned with Thorns, “Annib.
Carracius in. et fecit. 1606.” (De
Grazia 21; see Cat. 93); Madonna
della Scodella, “Annib. Carracius
in. et fecit. 1606.” (De Grazia 20).

12 APRIL: Letter from
Odoardo Farnese to the duke
of Modena describes Annibale’s
poor condition, noting that it
has been more than a year since
the painter has produced so
much as a brushstroke for him

(Tietze 1906-1907, 150).

20 APRIL — 28 JUNE AND
30 NOVEMBER — 20 DE-
cemBER: Cardinal Farnese’s
weekly books list payments to
Annibale and three assistants

(Uginet 1980, 104).

- 1607 -

The Herrera chapel, San Giacomo
degli Spagnuoli, Rome (Posner
154—172(8]), is finished, accord-
ing to an inscription in the chapel.
The commission was taken over
by Albani after Annibale became
ill (Posner 1971, 2: 69).

An entry for this year in the
“state d’anime” for San Lorenzo
in Lucina reveals that Annibale
is living on the Via Condotti
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in that parish in a house with
Sisto Badalocchio, Giovanni
Antonio Solari, and Antonio

Carracci (Andrews 1974, 32—33).

12 MAY: Failure to produce

the Nativity of the Virgin prompts
a letter to Masetti, requesting
the return of any money paid

to the painter (Bologna 1956
[Dipinti], 99).

26 May: Masetti replies that
Annibale was not paid anything
in advance, because it had
seemed doubtful that he would
finish the painting (Tietze 1906—
1907, 149).

4 JuLy: Letter from Agucchi
mentions an important work for
Cardinal Farnese, which both
Mahon and Posner assume is the
Pieti (Posner 136). Although this
establishes a completion date of
1607, stylistic evidence suggests
that the painting was begun
much earlier, probably around
1600 —1601 (Posner 1971, 2: 61;
Mahon 1947, 114-115).

Sisto Badalocchio and Giovanni
Lanfranco dedicate their series
of etchings after Raphacl’s Loggia
in the Vatican, “Historia del Tes-

tamento Vecchio,” to Annibale.

- 1608 -

14 jury: Contract drawn up
between Annibale and his stu-
dents, apparently in an attempt
to persuade him to return to
work. They all agree to complete
one painting, on canvas, of a
head every five weeks and to work
for two hours every day, begin-
ning on that date. The contract
is signed by Annibale, Antonijo
Carracci, Sisto Badalocchio,
Giovanni Antonio Solari (Bo-
logna 1956, no. 248, on verso of
a drawing now in Turin, inv.
16096).

The Farnese books contain
records of payments made to
Annibale for the months of May
(dated 14 June, picked up for
Annibale by Sisto Badalocchio),
September (dated 8 October,
picked up for Annibale by Gio-
vanni Lanfranco), and October
(dated November, picked up for
Annibale by Sisto Badalocchio)
(Uginet 1980, 105—106). There
are also records of payments made
by Cardinal Farnese to Annibale
and three assistants for the weeks
of 20 April—28 June, and from
30 November—20 December
(Uginet 1980, 104).

Annibale’s assistants finish
painting the walls of the Farnese
Gallery.

- 1609 -

Brief trip to Naples for his health
(Mancini 1617 [1956-1957], I: 219).

juLy 15: Diesin Rome (con-
firmed by parish records found
by Zapperi 1979, 62). A letter of
the same date, from Agucchi

to Dolcini, describes Annibale’s
death in detail (Malvasia 1678
[1841], 319). At the time, he was
living on the Quirinal Hill, in
the parish of San Girolamo al
Quirinale (Zapperi 1979, 62).

juLY 16: Annibale’s burial in
the Pantheon (confirmed by
church records found by Zapperi
1979, 62).

juLy 17: An inventory is made
of Annibale’s belongings (pub-
lished by Zapperi 1979, 62—65).

NOTES

1. Although some scholars have
doubted the veracity of these letters,
which first appear in Malvasia, and
date the study trip to c. 1583—1584
(see Pepper 1987, 413; Mahon 1986,
794), many others now support
the idea that the brothers took a
study trip at this time (Cropper
and Dempsey 1987, 502; De Grazia
Bohlin in Washington 1979, 30).

2. Scholars who believe that the
trip took place later assign a differ-
ent date to the Accademia’s open-
ing, with 1585 as the latest possible
date (Bologna 1956 [Dipintil, 76).

3. Dated 1592 on the wall but
probably finished before this time;
see Posner 1971, 2: 23, and Dempsey
1986, 248.

4. Bologna 1956 (Dipinti), 83,
describes the last painting as
signed and dated, but Posner 1971,
2: 29, disagrees.

5. The starting date of 1597,
although generally accepted, may
be too early (see, for instance,
Martin 1956, 53; Posner 1971, 2: 49;
and Dempsey 1995, 7). Briganti
sets the starting date at 1598, based
on his discovery of an inscription
reading “1598” on the vault, in the
white unpainted area under Glau-
cus and Scylla. This date also agrees
with reference to the dates of the
Camerino: a year would have been
a reasonable amount of time for
preparations to paint the Gallery
after finishing the Camerino (Brig-
anti 1987, 32). The other dates
found on the ceiling can be inter-
preted as follows: 1599 (in chalk,
under Glaucus and Scylla) marks
the participation of Agostino
(Briganti 1987, 35); “1600 16 [or 18]
maggio” (in paint, under Glaucus
and Scylla) may be the date that
work on the Gallery was resumed
after a nine-month interruption
while Farnese renewed his plans to
decorate the Sala Grande in Sep-
tember 1599 (Briganti 1987, 34);
MDC (under the figure of Galatea)
was the intended date of comple-
tion. Others think this last date may
refer to the wedding of Margherita
Aldobrandini and Ranuccio Far-
nese (Tietze 1906—1907, 125) or
the actual date of completion (Pos-
ner 1971, 2: 49; Gash 1990, 247),
but documentary evidence shows
that the ceiling was not unveiled
until 1601

6. Although this description is
undated, one of Agucchi’s later
letters, written by 23 April 1603,
refers to the essay, providing a
terminus ante quem for the
painting. (See Posner 1971, 2: 60;
Battisti 1962, 547—548.)
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Daniele Benati

ANNIBALE'S GRAPHIC ACTIVITY WAS AT THE VERY CENTER

of his inventive process, and on the basis of a number of preparatory drawings
related to his “secure” paintings, the versatility and experimentation of his
youthful period can be reconstructed. Given the collective character of the
Carracci’s early work, however, this “security” is highly relative. When asked
which artist was responsible for a particular part of the Story of Romulus, for
example, a cycle in the Palazzo Magnani, the collective answer was, “It is by
the Ca‘rracci; we have all made it.” If this response was valid for that project,
executed around 1590 when the three cousins were already able to enumerate
their individual achievements, it should be even more valid for the earlier col-
laboration at the Palazzo Fava, which the young Carracci decorated between
1583 and 1584. In these cycles, they forced themselves, in effect, to achieve a
unified result, as the surviving drawings also indicate. That complies, first of
all, with the patron’s requirement that there be an overall uniformity. Second,
it attests to the strong corporate mentality in force in Bologna, which, in an
effort to eliminate competition, marginalized independent undertakings.’
For the Carracci, therefore, it was essential that they convey a common front

at the very moment they intended to impose a substantially new figurative

language on art.
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At the same time, this achievement underscores that the
Carracci rejected the contemporary workshop practices by
which one artist was responsible for the work of the others,
and instead set up a different model, that of the garz or con-
test, in which the talents of the members of a joint project
were placed in competition. At the end of the seventeenth
century, Carlo Cesare Malvasia tended to credit the major
responsibility for invention to the eldest, Ludovico, who in
many cases would have furnished drawings to his two younger
cousins, Agostino and Annibale. But some modern scholar-
ship has questioned this notion, which finds no verification
in extant documentation. More likely, the custom of work-
ing together closely in the same surroundings fostered a con-
tinuous and profitable exchange of ideas.

In spite of the problems mentioned above, the prepara-
tory drawings for the frescos in the Palazzo Fava and the
Palazzo Magnani, and for the paintings entrusted specifi-
cally to Annibale—first for churches in Bologna, and
then in Parma and Reggio Emilia— furnish the only foun-
dation on which to judge Annibale’s early activity. From
the examination of these drawings one then passes to other
sheets that are unconnected with precise commissions,
but which are attributed to Annibale by inventorial tradi-
tion or by recent scholarship.

This involves some very rich and varied material, among
which can be singled out some thematic nuclei (heads, stud-
ies from the model, copies), all of which are characterized
first and foremost by their attention to nature. Most of the
drawings by the three young Carracci were, in fact, executed
from life. This was certainly not a novelty vis-a-vis contem-
porary practice, which was dictated by the need to exercise
the hand in preparation for more demanding undertakings.
Seemingly peculiar to the Carracci, however, was their inter-
est in depicting a range of banal, everyday activities, such
as cating, drinking, undressing, sleeping, etc. The heads and
the studies from the model have an unexpected numerical

consistency within the graphic corpus of all the young Car-
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racci, Annibale in particular. These are drawings that pose a
number of problems.

Regarding the heads, a generous sampling of which is
included in the exhibition, the question arises as to the ulti-
mate purposes of these “portrait” studies, executed for the
most part on large sheets of paper. Although one cannot ex-
clude the possibility that these were sometimes given to the
models, the modest means of these people, as indicated by
their clothing, should be enough to eliminate any possibility
that these were preparatory works for portraits on canvas.
On the other hand, the impermanence of the paper suggests
that such drawings would not have been commissioned
by people who could not afford a proper portrait in oils. It
is more likely, then, that through such a superb gallery of
types and expressions, representing the range of their daily
contacts, the three Carracci aimed to perfect their capacity
to reproduce the characters in future pictorial undertakings.
In the years of the Carraccesque revival, artists returned to
this practice in Bologna and defined it—significantly—with
the name of testa di carattere, character head.

The same type of interest is also valid for studies from the
model, whether dressed or nude (for Annibale, almost never
totally nude). Contrary to what has been averred for the
painters of the next generation, like Faccini and Guercino,
Annibale’s drawings from the model were never true “acade-
mies,” but were aimed principally at reproducing an action,
no matter how banal or mundane. Such an attitude is justi-
fied by the thrust toward “history painting,” the genre that
represented for Annibale the humanistic theory, the highest
level of artistic activity in its capacity to represent, through the
rendering of expressions, not only a particular episode but also
its moral significance. The professed intention of the Carracci
to rid themselves of the repertory of mannerist figurative con-
ventions and to address themselves directly to the study of
nature in fact complies with an expressive code in which “his-
tory” painting, understood in the broadest sense, rediscovered

its rapport with reality and the modern sensibility.



Drawing also became for the Carracci a way to enter
the studios of earlier painters, an aspect that, after a certain
point in their career, assumed ever greater importance in
connection with their deeply felt need to recompose a dif-
ferent figurative system from the Tusco-Roman one recom-
mended by Vasari and practiced rather indifferently by local
mannerists. Sources can also serve us up to a point. Accord-
ing to Malvasia, who wrote at a time when certain academic
procedures had been codified, the Carracci would have pro-
duced accurate painted copies after both Correggio and the
Venetian painters. In reality, the elements in our possession
lead us to conclude that within this process of technical-
stylistic identification, the more important role was given to
drawing. This almost never involved the servile exercise of
copying as much as a more subtle reelaboration of themes
and attitudes, in which the boundary between imitation and
invention seems very fluid.* The drawings “alla Correggio”
presented in this exhibition illuminate this aspect very well.

The difficulty in attributing drawings made in prepara-
tion for works that were actually completed becomes even
greater for the types of drawings just listed. In connection
with this, it must be said that the criteria used by specialists
in arriving at sure distinctions can, in the end, appear arbi-
trary. If we, nevertheless, presume to present on this occa-
sion a series of fzirly secure sheets by Annibale, that is because
the actual state of studies, at this moment, though still much
disputed, seems to allow it. At the same time, however, we are
conscious of presenting the best possible selection consistent
with the current state of Carracci scholarship, but which is
subject to future revision.

The reevaluation in a naturalistic “key” of the Carracci
and their beginnings dates substantially from our century?
and supports the previous interpretations of their art in
the classical, eclectic, or academic “key.” In this perspective
the strongly realistic charge found in works like the large
Butcher Shop now in Oxford, about which seventeenth-cen-

tury scholars were silent, has been singled out. Such a paint-
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ing now constitutes a “manifesto” of Carraccesque painting,
for which it now seems difficult to identify other painted
precedents. Although Ludovico, older than Annibale by seven
years, should have attained a certain prestige by that time,
scholars have not figured out how to attribute to him a
painting that shows such overwhelming power in comparison
to earlier work. It is likely that only Annibale’s execution

of this painting and of the Crucifixion of San Nicold, which
is chronologically connected to it and seems so free and
antigraceful, clarified for Ludovico how he should proceed
along a path he had already anticipated. To the youngest of
the group it would be possible, however, to accomplish with
less inhibition and conditioning this step that the other

two relatives would already have seen as necessary. Only by
framing the question in this way can the professed unanim-
ity of the three Carracci—in the moment when the protag-
onist of their “reform” seems to have been only Annibale—
be preserved. Besides, the sources record that the reproach
of contemporary artists in confronting this manner of paint-
ing was directed chiefly at Annibale, but since Ludovico and
Agostino stood firm on his positions it is evident that they
shared them as their own.

The immediacy and the investigation into an “anti-
prettiness” that mark the painting now in Oxford are also
found in the preparatory drawing in Windsor Castle, which
presents a rapid sketch of part of the scene on the verso
(Cat. 1). Returning to an apt expression by Shearman* who,
in respect to mannerism had spoken of a “stylish style,”
we can say that in this drawing, as in the painting, Annibale
returns polemically to one that is in the end too antistylish,
in which both power and restraint are evident. It would,
however, be only after this “rupture” that Annibale, once
again in agreement with his relatives, would decide that he
would proceed to a new figurative order, one in which his
expressive entreaties could be presented in a coherent style.
The unique declaration of poetica left by Annibale consists

of notes inscribed some years later in the margins of a copy



Europa and the Bull, Yvonne Tan Bunzl, London

of the Vite of Vasari.® Here, the point around which his
reflection seems to turn appears to be that of the correct
reproduction of nature (rather, to use his expression, vivo,
from the live model), which the formula of central Italian
mannerism rejects. The decision to turn to Correggio and
the Venetians did not aim only at replacing the authority
of a figurative model, which had by then been exhausted,
with another, but responded to the profound need for natu-
ralness that he observed and which he could rediscover
through these artists. It is as if the Carracci, who had sig-
nificantly called the school they founded in Bologna
the Accademia degli Incamminati (Academy of Travelers
Making Their Way), were looking to meet older traveling
companions on their path who would indicate the route
to be followed.

As scholars have several times supposed, it is likely that
after the commissions of the Butcher Shop and the Crucifix-

ion, Annibale traveled to Parma to study the works of Cor-
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reggio. In the meantime, interest in Venetian painting was
developing, and Agostino, who had been in Venice in 1582,
had direct knowledge of it. The results of these new interests
are evident in the palazzo of Filippo Fava, where the Carracci
decorated two rooms, one dedicated to the story of Europa
and the other to Jason’s expedition, both unusual subjects.6

The Story of Europa, designed for a small space, seems to
be almost a test work in view of the more demanding recep-
tion hall. The decorative typology of the “frieze,” a series
of fictive easel paintings set along the upper part of the walls,
was born in the Raphaelesque circle and had then been
extensively practiced in Bologna.” In adopting it the Carracci
imposed a series of modifications that moved increasingly
toward greater illusionism. A highly synthetic sketch, of
problematic attribution (Florence, Ufhzi, inv. 1534 F.),
frames the scenes with satyrs’ heads, just as it was executed,
but Annibale had previously proposed a freer solution, with
the story contained in ovals (fig. 1), an idea, however, that
apparently did not please the patron. A drawing in black
chalk of Europa Seated on the Bull, traditionally ascribed to
Annibale, has now been correctly attributed by some to
Ludovico,® whose presence in this small room has heretofore
been underestimated.

The date 1584 is inscribed at the bottom of one of the
herms that partition the frieze of the Story of Jason in the
reception hall, and it is likely that its execution began the
previous year. Many scholars, beginning with Arcangeli,’
have tried to distinguish the hands within the project. Cur-
rently, the balance seems to favor Ludovico, who is credited
with half the panels, but the three cousins likely had pre-
liminarily distributed the work among themselves before
working in parallel, each one preparing his own drawings.

The present exhibition includes a fairly representative
series of Annibale’s drawings for this project, which are
useful in clarifying how the three artists would have planned
the work. According to traditional practice, these passed

from a rapid sketch of the whole composition to individual



figures, which were then incorporated into a small cartoon
(or modello). After receiving the patron’s approval, they would
then have moved on to the full-scale cartoon, no example
of which currently remains, and finally to its transfer onto
the wall. The order in which the sheets are presented in the
exhibition is intended to evoke the manner in which the
work on the project advanced and intersected closely with
the study of nature, and to show how sensibly this practice,
apparently unconnected with a specific purpose, penetrates
the Carraccesque inventive process and therefore the charac-
ter of the entire decoration.™

The same can be said for the material that was made in
preparation for the large Baptism of Christ, executed in the
course of 1585 for the Bolognese church of San Gregorio.

In this case the didactic intent, linked to the dedication of
the altar, combines with the search for identification in the
evangelical story, which Annibale was able to derive from
contemporary treatises but to which he added his personal
need to adhere to nature. In order to induce the spectator to
imagine the scene as it would truly have happened, Annibale
placed it along the banks of a stream, complete with croak-
ing frogs, and gave great prominence to the figures of the boys
who are undressing before baptism. In this way the painting
could benefit, almost without modifications, from what he
had learned in his studies from nature.

The results of his study of Correggio are apparent in the
treatment of light and in the softness conferred on the flesh,
rendered in terms of a grand illusionism. A similar intention
is also evident in the preparatory drawings: the use of red
chalk, which is very sensitive to the pressure of the hand and
tends to be quite crumbly, creates the effect of light in the
youthfully ruddy fleshtones of the models and prepares
the effects of soft sensuality that will appear in the painted
image. In these same years Ludovico’s drawings are charac-
terized by a more austere hand, which takes rather less delight
in the quality of the flesh and points, rather, in the direction

of an essential rendering of the image’s structure.” There has
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been a tendency to declare that in general, while Annibale
preferred red chalk, Ludovico chose black.” That is not
always true, though it is true that the use of these chalks by
the two cousins is different.

At this stage (and at this point in our knowledge), the
artist who ventured closest in style to Annibale was his
brother Agostino, by whom we know of no securely attrib-
uted studies from the model. By their nature, drawings
exhibiting a systematic cross-hatching that recalls the same

characteristic in his prints may be attributed to him.

A

FIG. 2 Here attributed to Agostino Carracci, Semi-Nude Boy, Ashmolean
Museum, University of Oxford



One such example is the Semi-Nude Boy in the Ashmolean
Museum (fig. 2), formerly attributed to Annibale but changed
to Agostino because of the presence of this feature,” as well
as a subtle but clearly evident propensity for emphasizing
volumes in a Michelangelesque manner.

The selection of drawings for the exhibition did not
include examples of studies for other paintings that occupied
Annibale in these same years, such as the large Deposition,
also painted in 1585 for the church of the Cappuccini and
now in the Pinacoteca Nazionale of Parma. This is a paint-
ing that explores more deeply and in a baroque key the
premises that were already set out in the Baptism of Christ.
Thus, the large study for the figure of the Dead Christ, now
in the Ufhzi (fig. 3), though not in good condition, reveals
the same neo-Correggesque poetica found in the drawings
examined above. This is, however, the only one that scholars
have connected to this painting that can be given to Anni-
bale. The Study for a Deposition, in the same collection (inv.
12398 E.), is from the school, and the Saint Francis in the
Metropolitan (inv. 1972.137.1), to which a study for the head
alone is related (formerly New York, private collection),
has been identified as a preparatory study by Ludovico for the
corresponding figure in the Holy Family in the Géteborgs
Konstmuseum.™

Toward the end of the 1580s, Annibale obtained some
important commissions in Reggio Emilia. Thus an area of
activity defined itself in which the youngest of the Carracci
reclaimed an autonomous role in the very years when the
need to stand together was reduced and the Bolognese
workshop seems to have been ever more dominated by the
eldest, Ludovico. The study of Correggio (and perhaps also
the example of Ludovico) now led Annibale to impress an
expressive acceleration on his journey, which unfolds in the
centrifugal plotting of the composition and the dramatic
gestures of the figures in the Assumption of the Virgin, dated
1587, which Annibale executed for the church of the Con-
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FIG. 3

Dead Christ, Uffizi, Florence

fraternita di San Rocco at Reggio Emilia, now in Dresden,
as well as in the unfortunately lost Deposition, first in Reggio
and thereafter in the Bridgewater collection in London, a
canvas permeated by an abnormal sentimentality that is well
ahead of Annibale’s time. On the other hand, an impasse
occurs, also documented in some small-scale paintings
(Holy Family with Saint Lucy, New York, Feigen collection),
which Annibale overcomes by studying Venetian painting,
in particular Veronese and Tintoretto.

After the cartonetto for the Assumption (Cat. 12), which is

rich in medium and color and is almost violent in its han-



dling, the studies for the frieze of the Palazzo Magnani seem
to mark a newfound classicism. To this is added a remarkable
opening onto the landscape, as if now Annibale’s figures,
having found interior peace, could finally look around and
pluck from the surrounding landscape the same calm and
serenity that animates their feelings. It was then that Annibale
succeeded in conferring on his figures that sense of heroic
monumentality that unfolded in the works from his Roman
period and that constituted the point of reference for all
successive paintings of a classical turn, from Poussin to David.
The colossal Polyphemus in the Uffizi (Cat. 20), preparatory
for a fresco executed in the Palazzo Fava at the beginning of
the 1590s, already lays out the direction of the Roman Anni-
bale, though the debts to Tintoretto there become more
manifest. The same monumentality is found, on a completely
different level, in the splendid Portrait of @ Boy in Windsor
(Cat. 18), in which, once again, the Tintorettesque execution
is so superb that it argues for a rather later date than has
been accepted.

Malvasia, on the basis of a letter from Annibale to
Ludovico, has already emphasized the importance of a trip
to Venice, perhaps around 1588, which led Annibale to
change his expressive means in connection with a changed
psychological attitude. The result of this, which fell upon a
rediscovered expressive autonomy, is reaped in the Story of
Romulus and Remus, in the Palazzo Magnani, which Anni-
bale worked on with his two relatives between 1590 and
1592, the date inscribed on the chimney. This cycle does not
present the same problems as the Story of Jason: by then the
three Carracci had each emerged in possession of a personal
language. It is significant, however, that the most modern
fresco in the entire cycle, Romulus and Remus Nursed by the
She-Wolf, continues to foment discussion among the sup-
porters of Annibale and Ludovico, and that the study of the
graphic activity related to the project still presents numer-

ous unresolved critical problems.
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i1. The appearance of Ludovico’s
drawings from the model is
deduced from preparatory draw-
ings for the youthful Flagellation,
now in Douali; the Executioner at
Chatsworth (inv. 410); and the
sheet with a study for the loincloth
of Christ in a European private
collection, on the verso of which
appears a Male Nude. This last work
confirms the traditional attribu-
tion to Ludovico of the Sleeping
Nude Boy in Oxford and allows us
to attribute similar studies to him.
Indeed, after long reflection and
some residual division of opinion,
some members of the Carracci
committee believe that Ludovico
(and not Annibale) should retain
responsibility for the sheets of

An Artist Sketching in Berlin (inv.
Kdz 26364) and Three Studies

of Men and One of Saint John the
FEvangelist at the Getty Museum
(inv. 85.GB.218), already restored
to him by Turner; Benati et al. 1991.
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A Man
Weighing Meat

c. 1582—1583; red chalk on beige
paper, 278 x 170 (10 %6 x 6 'Yie)

HER MAJESTY QUEEN

ELIZABETH 11

AMONG THE EARLIEST PAINTINGS BY

Annibale Carracci that have come down to us

is the large Butcher Shop in the Christ Church

Museum, Oxford, datable on grounds of style

to about 15821583 (fig. 1)." The original desti-
nation and precise significance of this painting
remain unknown.

The present study is for the butcher at left,
who is busy weighing a piece of meat. Com-
pared to the figure in the final picture, this
man has rather boyish features, which can
be explained by the tradition of studying the
poses of particular figures through casual
models, usually chosen from among the work-
shop apprentices. The clothing—dark woolen
cap, white shirt open to the chest, pure white
knee-length apron covering the trousers, dark
hose—is exactly the same in the painting and
the drawing, but the shirtsleeves of the drawn
figure are not rolled up above the elbows. In a
detail sketch at right on the same sheet, Anni-
bale studied the arm as it would appear in the
final painting (and in this case it is already the
arm of an adult). The knife and sharpening
steel hanging from the belt of the painted fig-
ure are missing, although great care has already
been taken in the study of the scales, more

properly a stadera, on which the meat is hung

F1G. 1 Butcher Shop, c. 1582—1583, The Governing Body, Christ Church Picture Gallery, Oxford
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in such a way that the counterweight (romano),
running the length of the horizontal pole, reg-
isters the weight. More summary, by contrast,

is the rendering of the meat, which in the final
painting will become a spot of intense realism.

From a technical viewpoint, the drawing
is comparable to the one of a Boy Eating at the
Ufhzi (inv. 12393 £.),> which confirms that in
his early years Annibale was attracted to depict-
ing the more ordinary aspects of everyday life.
Thus were born new subjects for paintings,
such as the so-called Bean Eater (Rome, Galleria
Colonna) or the Boy Drinking, known in sev-
eral versions.

The Windsor sheet has been slightly cut
on the right side. On the verso it bore a quick
study for the entire composition, bordered by
an indication of the frame.? The trimming of
the page preserved only the right part, which
illustrates the butcher hanging a side of veal, a
carcass hung from the rafter, and, in the fore-
ground, the back of the servant butchering a
sheep (an incongruous detail, because the
slaughtering took place off site). Compared to
the final painting, the butcher at right in the
sketch seems to have more mature features
and wears a hat.* In spite of the rather hasty
and almost careless handling, this sketch should
also be considered autograph.

The drawing on the recto exhibits an admir-
able economy of means. Comparison with the
drawings of contemporary Bolognese artists
shows an astonishing lack of preciosity and
elegance. Not only is the figure posed frontally,
well planted on his legs— his concentration on
his work makes it difficult to strike a harmo-
nious pose—but also the large, starched apron
falls heavily, almost unbroken by folds. At the
same time, the stroke is secure, rough, and
reluctant to round the contours. The shadows
are tersely formed, with no virtuosic frills.

The questions of attribution that have
surrounded the painting are reflected also in
the history of the drawing, which was first

published as the work of Agostino Carracci.’
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VERSO Butcher Hanging a Side of Meat, black chalk
with pen and brown ink for the ornament study

In later drawings, Annibale would soften his
own stroke and pursue a more illusionistic
naturalism, while Ludovico, rather, adhered to
a similar absence of frills in his execution. In
any case, this coarse, essential drawing style is
also found in the painting of the Buzcher Shop,
as well as the Crucifixion with Saints, now in
the church of Santa Maria della Carita, dated
1583 and certainly by Annibale. Unfortunately,
no preparatory drawings are known for the
Crucifixion with Saints.®

Paintings depicting the trades were unusual
in the Italian tradition. Even the Bassano family,

active in Venice and known to Agostino, cus-
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tomarily justified the subjects of daily life in
their paintings (kitchens, marketplaces, etc.)
by including episodes from sacred stories. This
need was less strongly felt by northern Euro-
pean painters, in particular the Flemings. In
contemporary noble collections in Parma
and Cremona, paintings by Pieter Aertsen or
Joachim Beuckelaer were certainly present,
and were already being reinterpreted by the
Bolognese Bartolommeo Passarotti. Annibale
probably knew the work of Passarotti as well as
he did the pictures of those northern painters,
in which the shop is similarly treated from
behind the counter. Compared to these models,
however, the Butcher Shop now at Oxford is
much larger and presents the figures full length.
The scene is presented with great simplicity
and truth, without any trace of comic-grotesque
intentions or mocking allusions to confronta-
tions with the working classes that characterize
the paintings of Passarotti (such as the Buzcher
Shop now in the Galleria Nazionale, Rome).
Indeed, the seriousness that the painting
conveys has led some scholars in the past to
consider it an allegorical puzzle, and the picture
has been thought to be connected with the
program of naturalistic restoration introduced
by the three Carracci. But this theory has since
been set aside, and most prefer to read it as
promotion for the powerful guild of butchers,
of which Vincenzo Carracci, the father of
Ludovico and the uncle of Annibale, was a
member.” A connection has also been suggested
with the Canobi family, owner of a chain of
livestock shops in the city and the holder of 2
chapel in San Gregorio for whom, in the same
years, Annibale executed an altarpiece of the
Baptism of Christ (1583—1585; see Cats. 7—-9). DB

NOTES

1. This appeared for the first time
in the inventory of paintings in
the Gonzaga collection in Mantua,
acquired in 1627 from Charles 1 of
England.

2. Posner 1971, 2: no. 8, fig. 8b.
Unfortunately the drawing is not
in good condition and so is not
included in this exhibition.

3. Noted for the first time by
Robertson in Oxford and London

1996-1997.

4. Contrary to Robertson’s view
(Oxford and London 1996-1997),
it seems to me that the very exis-
tence of these variants between the
drawings and the painting voids
the theory that the butchers at work
in the painting are the Carracci
themselves and that the painting is
an allegory of the Accademia degli
Incamminati (Martin 1963).

5. Wittkower 1952.
6. Posner 1971, 2: no. 6.

7. Zapperi 1989, 45—69; Rossi 1997.
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An Apostle
Shielding Himself

1583— 1584; red chalk with some
black chalk at lower left, incised for
transfer; 398 x 244 (15 Wis x 9 %)
Inscribed at lower left in black
chalk: Correge

GRAPHISCHE SAMMLUNG

ALBERTINA, VIENNA

FIG. I

LONG CONSIDERED THE WORK OF
Correggio, this splendid sheet bears a study for
a draped figure covering his face with his man-
tle, as if to protect himself from a fiery light or
an unbearable vision. The pose and the strong
foreshortening from below recall those of the
apostles painted by Correggio at the base of the
cupola of the Duomo in Parma, none of which,
however, holds this particular position (figs. 1,
2). The other two details sketched on the sheet
are related to the same figure, one studying

the bare right arm (above) and the other draped
(right of center). These facts lead to the pro-
position that the drawing was not made after
a painting, but instead was studied from life,
that is, from a posed model.

More than a preparatory study for a paint-
ing," the sheet seems to be a free exercise in
the manner of Correggio, as if the painter were
trying to reinvent the compositions of Allegri
by making his own Correggio-like study with
the aid of a model. Such an exercise would
seem to be significant for understanding the

type of imitation that would be recommended

Correggio, Detail of the Cupola in the Duomo, Parma, 1522—1530
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in the Accademia degli Incamminati. This
would be an exercise of imitation/invention,
as it were, and would be neither pedantic nor
passive in nature, but would aim at recaptur-
ing the style of the imitated painter by reex-
amining it through the study of reality.

From the point of view of chronology, the
drawing would seem to date to 15831584,
during which time Annibale would have made
one or more sojourns in the vicinity of Parma,
recorded by the sources (Mancini, Bellori,
Malvasia) but otherwise undocumented. There
he would have seen the works of Correggio,
and the effects of this study on Annibale are
first noted in the frescoes of the Palazzo Fava,
dated 1584; the Baptism of Christ for San Gre-
gorio, of 1583—1585; and in a group of paint-
ings destined for private collectors, such as the
Allegory of Truth and Time (Hampton Court,
Royal Collection), Saint Francis Adoring the
Crucifix (Rome, Galleria Capitolina),* Holy
Family with Saints (Tatton Park), and Saint
Jerome in Prayer (Modena, Banca Popolare
del’Emilia Romagna).}

The earlier attribution of this drawing to
Correggio constituted an indirect appreciation
of Annibale’s closeness to that master.* In his
preparatory studies, Correggio had used red
chalk in a similarly illusionistic way, but Anni-
bale did not necessarily know his drawings
firsthand, which would already have been very
rare in his time and quite inaccessible. The
sources, on the contrary, are in agreement in
stating that Annibale’s study of Correggio was
focused on the paintings exhibited in public,
such as the frescoes in San Giovanni Evange-
lista (1520—1522) and, above all, in the Duomo
(1522-1530): “the grand cupola,” as Annibale
himself had written to Ludovico in a letter
known through Malvasia’s transcription.’

The surviving drawings also confirm this
privileged interest. Critics have restored to
Annibale some studies in red chalk of details
of the cupola of the Duomo, but these are

inconsistent in quality and are thus, in my
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FIG. 2

Correggio, Detail of the Cupola in the Duomo,

Parma, 1522—1530

opinion, not all by him, most notably the
Apostle with an Angel in the Galleria Estense
in Modena (inv. 6944); the Apostle in the
Castello Sforzesco in Milan; and the studies of
angels in the British Museum (inv. 1895-9-15-
724), the Szépmiivészeti Mtizeum in Budapest
(inv. 109), and the Louvre (inv. 5984).°

It is likely that Annibale’s interest in Cor-
reggio was expressed as much through exact
copies made on the spot as through free recre-
ations like the one in the drawing studied here.

At the same time, this sheet demonstrates
the importance that drawing held in defining
the stylistic instrumentation of Annibale and
of the Carracci in general. The study of Cor-
reggio led to graphic exercises like this one,
which reflected the style of the paintings.” A
trip to Venice, where he would have studied
Titian, Veronese, and Tintoretto, would have
followed the one to Parma, but it did not pro-
duce, as far as we know, such precise reflec-
tions from the graphic point of view. Even if
his interest in these artists emerges in the
rather lively style of his painting, Annibale is
not known to have made copies after or graphic

recreations of these artists.® ps
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NOTES

1. Posner 1971, 2: under no. 40,
considered this a first idea for The
Assumption of the Virgin now in
Dresden.

2. Posner 1971, 2: nos. 19, 20.

3. Brogi 1984, figs. 45, 57. These
are paintings for which attribu-
tions to Ludovico have been
proposed.

4. De Grazia in Washington
and Parma 1984, 132.

5. Malvasia 1678, 365; Perini
1990, 150.

6. See, respectively, Popham 1957,
no. A 80; Robertson 1997, fig. 28;
Popham 1967, no. 19; Bologna 1989,
no. 10; Paris 1994, no. 41. Also at-
tributed to Annibale (but to my
mind not by him) is the study of
an angel in the Uffizi (inv. 12021 £.).

7. Making himself the mouth-
piece of an attitude that is now
recognized as academic, Malvasia,
on the contrary, gave primacy to
painted copies, of which we cur-
rently do not have enough reliable
examples. For a different opinion,
see Feigenbaum 1992.

8. A separate case involves the
drawing of The Annunciation at
Windsor Castle (inv. 439r), which
constitutes a parody of the celebra-
ted canvas executed by Tintoretto
for the Scuola di San Rocco, but
which dates from Annibale’s Roman
years (see Posner 1971, I: 84, fig. 78).
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Half-Length Nude
Man from Behind

c. 1583—1584; red chalk heightened
with white chalk on ivory paper;

252x 229 (91%6x 9)

Inscribed at lower left in pen and
brown ink: A Caracci; and below
the mans arm: an inverted script B

with other indecipherable marks

GALLERIE DELL 'ACCADEMIA,

VENICE

FIG. I

of Oxford

Guercino, Half-Length Nude Man
from Behind, Ashmolean Museum, University

THE DRAWING SHOWS A YOUNG NUDE
man, waist-length, intent on maneuvering

a long oar. The tense musculature of the arm
and the back expresses the effort that affects
the whole body.

This is an example of the nude “in move-
ment,” which shows Annibale’s interest in the
drawing of truth, always ending in the render-
ing of an action, even if, as in this case, it is
anything but heroic. This attitude implies, even
from the beginning and in a style that is not
yet explicit, a personal adherence to the human-
istic ideal, which attributed the highest excel-
lence to “history” painting, or indeed to the
ability to construct a story through the gestures
and expressions of the participants. It was in
this direction that Annibale’s entire career
would move, intent, nevertheless, on revising
this ideal in light of that pressure to imitate
“life,” the real novelty of his painting.

Annibale’s drawings of the nude are never

true and proper “academies” as much as studies
of the human body in affected and difficult

FIG. 2 Here attributed to Annibale

Carracci (formerly Bartolomeo Schedoni),
Bust of a Boy, Palais des Beaux-Arts, Lille

54

poses, but refined in themselves. This was not
the case for the painters of the next generation,
such as Pietro Faccini' and Guercino. To the
latter have been restored two drawings of
nudes, properly defined as academies, formerly
attributed to Annibale, one in the Ashmolean
Museum, Oxford (fig. 1), and the other in the
Institut Néerlandais, Paris (inv. 2536).

The authorship of the Venice sheet is certi-
fied through comparisons with other accepted
drawings in Annibale’s oeuvre. The drapery
that covers the lower part of the torso, for
example, is constructed in the same manner as
the one in the Semi-Nude Youth in Chatsworth
(Cat. 11). Analogous handling turns up in a
Bust of a Boy in Lille (fig. 2), ascribed to Bar-
tolomeo Schedoni,’ but in my opinion attrib-
utable to Annibale Carracci from the period
of the Palazzo Fava. (The profile recalls those
of the children in the False Funeral of Jason.)

It is very difficult to date sheets of this type,
particularly based on stylistic gestures that,
though apparently contrasting, could actually
be from the same phase of his career, which is
marked by rapid evolution. As a kind of hypo-
thesis, a link can be proposed between this
relatively little known drawing and the study
of An Apostle Shielding Himself discussed in
the preceding entry (Cat. 2). That drawing
presents a similarly spirited use of the chalk
and an equally vigorous and schematic accent-
ing of the shadows (for example under the
chin, in the armpit, and on the right shoulder).
Evident in both drawings—as well as in the
parts of the Palazzo Fava frescoes attributable
to Annibale—is how the knowledge of Cor-
reggio that Annibale had gleaned in 1583 and
1584 first induced him to force the anatomies in
an expressive direction. (This can be seen here
in the brutal deformation of the right hand,
brought about by the unnatural position of the
man’s grip.) Only in the next moment would
he add to this the rounded and fluid form
of the two drawings in the British Museum
(Cats. 6, 7). oB
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dell’Accademia, Venice, inv. 289

BIBLIOGRAPHY
Moschini 1931, 77; Di Giampaolo
1993, no. 33

NOTES

1. Excellent academies by Faccini
are presented in London 1992,
nos. 25, 26.

2. The drawing in Oxford (Parker
1956, no. 860) was restored to
Guercino by Mahon and Ekserd-
jian in Oxford and London 1986,
no. 11; the one in Paris (Byam
Shaw 1983, no. 326) by Weston-
Lewis 1994. For other reasons the
Seated Nude Youth Facing Left in
the Metropolitan Museum of Art,
New York (inv. 11.66.6; Bean 1979,
no. 107), can be removed from

the Annibale canon, while the
Young Man Seen from the Back in
the Pierpont Morgan Library,
New York (inv. 1v.172; Bean and
Stampfle in New York 1967, no. 1),
should remain in Empoli’s oeuvre,
contrary to Di Giampaolo (1993,
54). The term “academy” does not
really apply to drawings like the
three in the Uffizi (inv. 1549 E., of
which there is a copy in the Fogg
Museum, Cambridge [inv. 272.232],
inv. 1241 F, and inv. 3656 s.), which
were correctly returned to Anni-
bale by Di Giampaolo (1993, 54).

3. Brejon de Lavergnée 1997,
no. 610.
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Two Standing Men

1583~ 1584; red chalk on beige paper;

378 x 221 (14 % x 8 is), the upper

left corner cur

Inscribed at right in pen and brown
ink: Fassini(?)

SZEPMUVESZETI MUZEUM,

BUDAPEST

FIG. I

THE TWO FIGURES ON THIS SHEET
call to mind similar ones in the Story of Jason,
the frieze in the Palazzo Fava. The pose of the
turbaned figure in the foreground recalls the
figure of the usurper Pelias in the fourth panel
(The Sacrifice of Pelias to Neptune),' but the
greater resemblance—in the handling of the
drapery and in the position of the feet—is
with the third panel (Pelias Goes to Sacrifice;
fig. 1), where he is flanked by the high priest
who speaks with him, a solution that is quite
close to that described in the drawing.> Given
that the changes in the pose are considerable,
however, and that in neither of the two panels
does Pelias wear a turban like this one, the con-
nection between this drawing and the frieze in
the Palazzo Fava is doubtful.

No less disputed is the authorship of the
two related frescoes: the third panel has been
considered a collaborative work between Anni-
bale and Ludovico;® by Ludovico alone;*
by Annibale alone;® by assistants based on a
design by Annibale;® or even a collaboration
between Annibale and Agostino.” The fourth
is assigned with more or less agreement to
Agostino, to whom should then belong also
the compositional drawing now in the Louvre.®
If indeed the Budapest drawing could be

preparatory for Pelias going to sacrifice in the

Pelias Goes to Sacrifice, 1583~ 1584, Palazzo Fava, Bologna
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third panel, the greater quality that it exhibits
as compared to the corresponding detail of the
fresco—which is marked by a rather general-
ized facture—could work in favor of the solu-
tion proposed by Posner, that is, that it was
executed by unidentifiable assistants working
from a design by Annibale. On the other hand,
even taking into account the fresco’s poor state
of conservation, it includes among the remains
wonderful passages—in the group of young
men standing toward the back and in the elders
who follow the two protagonists—which are
worthy, to my mind, of Ludovico.

The different proposals regarding the attri-
bution of this drawing stem from the various
ateributions of the Palazzo Fava panels.® But
judging only on style, Annibale’s authorship
can hardly be doubted. The knowledge of
Correggio’s manner—in the smooth handling
of the cloth and the illusionistic shading of
the red chalk— points to the youngest Car-
racci, for whom the trip to Parma was an
inspiring experience. A similar conclusion is
reached by comparing the Uffizi drawing of
Tiwo Boys with Cudgels,'® which probably bears
the first idea for the False Funeral of Jason, also
executed by Annibale.

Even with the doubts expressed above about
the possibility of linking the drawing to the
frescoes in the Palazzo Fava, this sheet consti-
tutes the only basis for arguing the theory—
quite believable nonetheless—that all three
Carracci collaborated on the planning of the
individual panels of the cycle. If, indeed, the
sheet examined here is preparatory for the
third episode, it would have to have been an
early idea by Annibale for a panel that was
entrusted to the eldest, Ludovico—to whom
the sources (Malvasia) otherwise attribute the
greatest responsibility for planning the entire
cycle. This would thus confirm the substantial
equality of<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>