For Antonio Carracci

Antonio Carracci was much lamented when he died in 1618, as he seemed to some the most
distinguished to bear the family name that in reality he had an insecure grasp on because of
the circumstances of his birth. The date of the affair Agostino Carracci had in his gioventu
with a courtesan in Venice was long the subject of debate, but since he himself was born in 1567
(August 16) it seemed likely that this was in the 1580s: 1583 when he was known to have been in
Venice, 1589 when he could have brought Tintoretto to be a godparent to the baby as he had
engraved his Crucifixion then, one of his most elaborate and much esteemed prints. But this is
not a fixed date: Agostino had engraved other works by Tintoretto in the preceding years.
Then N. Roio in her monograph (with M Pirondini and E. Negro Antonio Carracci, 2007)
found the marriage licence for Antonio of 20 February 1615, which apparently showed that he
was twenty three years of age at that time. L. Sickel however has noted’ that the marriage
licence does not mention the ages of the groom and bride, simply referring to the fact that
Antonio Carracci had been in Rome for thirteen years (as he had at that date: the script makes
it easy to mistake the ‘r’ for 2’), and that his bride was Rosa de gfluondam} Gio: di Leoni Ciprio
zi tella (the first two letters of the last word, written on a separate line can readily be read as
’30"). In reality, as Sickel points out from her burial records in S. Maria del Popolo in 1678, she
was about twenty one at the time of the marriage. Mancini describes Antonio as a fanciuletto
>when Agostino took with him to Parma in 1600, and gave him /7nclination naturale all arte,
(Mancini) and according to Malvasia believed that he would be the greatest painter of all the
Carracci, himself included. Zapperi (I ritratti di Antonio Carracci’, Paragone, Arte, 4 (449) 1987,
p- 9) quotes from an unpublished note in the Carte Malvasia in Bologna, Biblioteca dell’
Archiginnasio MS B16, f 174 r, where Antonio at 17 fece una Madonna con bambino cosi bella
che non aveva minor allegrezza Agostino di quella facesse I’Angelica e Medoro fatta da Carlo
sun figlio a Paolo Calliari alla stessa eta’, thus implying that Antonio was born in 1585 or
before. The reading of the 1615 marriage licence proposed by Roio meant Antonio would have
been nine or ten when he arrived in Rome, so he could not be considered for a significant role
in the workshop of Annibale, whereas it is increasingly apparent that he was important for the
quality of his output, and for running the business in his uncle’s declining years, especially as he
was the last survivor of the family in the studio in Rome. But despite the success of major
compositions like the Flood that would find its way to Cardinal Mazarin’s collection in Paris,
where it was one of the most highly valued masterpieces, Antonio was not sought after by
other foreigners, perhaps principally because works from the workshop could be labelled with
the name of Annibale from whose studio they originated. We should be looking for more
evidence of Antonio’s activity from immediately after his arrival in Rome, as it may well be that
the ‘classical’ conversion that his uncle apparently had is due more to the appearance of works
done in his name rather than actually executed by him.

1 L Sickel, Il testamento di Antonio Carracci e il Diluvio universale per Bernardo de’ Franchii, in
Nuova luce su Annibale Carracci, 2011 (but publishing the Atti del convegno, 2007

2 G Mancini, Considerazioni... ed A Marucchi & L Salerno, 1956, , p. 218.






So far as Antonio’s appearance is concerned, this is based on a couple of paintings, and
the drawing in Chicagos3, that used to be thought of as the work of his father (like the painted
portrait in Dresden4). Its traditional identification is recorded in eighteenth century
inscriptions on the front and back, and the Agostino attribution was still supported by R.
Zapperi in his article on the portraits of Antonio. It is probably time to consider that this may
be a self-portrait, for although it does have some of the hatching that Agostino as an engraver
was used to employing even in pen and ink drawings, it does not have the more disciplined
purpose he used it for, and there are numerous instances of its more casual use in Antonio’s
work. His father is known to given him a good start in an artistic education, and he apparently
saw enough of his potential to admire a Madonna that he had painted, but his death in
February 1602 means that he did not know how soon the Carracci inheritance would come
down on his shoulders. His own estate fell to his younger brother Annibale, so Antonio would
vicariously feel a special claim on his father’s things in Rome, and exercise a preemptive right
to the studio in Rome when the latter died in 1609 to the exclusion of the other relatives in
Bologna. His uncle, Giovanni Antonio, Annibale and Agostino’s brother, complained to
Cardinal Odoardo that Antonio had surreptitiously appropriated ‘mandare in maschera’ all the
posssessions ‘tutto il suppelletile di Annibale’s. If he is a teenager in this likeness, perhaps done
after his uncle had brought him to Rome after Agostino’s death in 1602, it must date from the
beginning of his artistic career®.

3 Art Institute, Red chalk on cream paper, 361 by 256 mm. Formerly in the Ellesmere collection,
Sothebys; 11 July 1872, Lot 30; see R. Zapperi, | ritratti di Antonio Carracci, Paragone, Arte 4
(449) 1987, p. 3-22

4 Dresden Gemaeldegalerie, canvas, 65 by 48,5cm: the painting was in the 2009 exhibition at the
J.Paul Getty Museum, Malibu, ‘Captured Emotions: Baroque Painting in Bologna, 1575 - 1725’

5 See Giovanni Antonio’s letter in Sei lettere pittoriche pubblicate per le nozze Hercolani=Angelelli,
G. Giordani, Bologna 1836, p. 9-11, also in G. Perini, Gli scritti dei Carracci, Bologna, 1990, p. 184

6 There are certain features in common with Annibale’s magnificent Head of a Boy in Chatsworth
(Michael Jaffé, Devonshire Collection of Italian Drawings, Bolognese and Emilian Schools, 1994,
No. 500, which has some similarities with the portrait in the Brera group portrait.



I would like to propose that another painting is a self-portrait. This is the small whole-
length in Darmstadt (Grossherzoglich Hessiches Landesmuseum, 69 by 56 cm ) which has
been in the Domenichino literature since the mid-nineteenth century and used to be
considered a self-portrait of that artist7. While his features manifestly do not correspond with
that artist®, and the idea put forward by A.S. Harris in 1984 that it could be the a likeness of
the landscapist Giovanni Battista Viola did not find support (nothing about his appearance is
known) no-one has so far cast doubt on the attribution, which actually has no other parallels in
Domenichino’s work. The temptation for all Bolognese attributions to be arbitrarily altered,
not only on the other side of the Alps, is well documented, as for instance in the drawing for
the Flood that belonged to Bellori (who acquired it from Principe Ludovisi) , but which after
being given by Padre Resta to the Elector of Bavaria was placed on his bedside table and
admired as the work of Annibale Carracci. '12 April 1603’ is the date that is carefully inscribed
‘In Roma’ upper left in the Armstadt canvas, suggesting that this was a work done to be sent
home, perhaps to his mother Isabella, to mark his successful move to the city the previous year.
The form of inscription is close to that found (MDCIII) on the Metropolitan Museum
(2008-72) version of Annibale’s Pieta from S. Francesco a Ripa, (completed in 1603 and now in
the Louvre). While this has also been given to Domenichino since it has been in the
Yarborough collection from the nineteenth century, we should note the close affinity of the
figure of Joseph of Arimathia (the single alteration to the original composition) to the
analogous figures in Antonio’s Deposition in the Villa Borghese9, and in the Susanna and the Elders
oin the Ringling Museum, Sarasota. Rather than re-attributing here this recent acquisition at
the Met, this observation should open a debate on its authorship. It was quite likely that the
young Antonio Carracci would have been playing close attention to the works being produced
in Annibale’s name, even as the Louvre painting was - according to Albani - spoiled by its
author’s final additions ( (Malvasia, 1841 ed., I, 348, I, p. 185). It was however one of the last
pictures where Annibale’s commanding sense of design predominated, some of the later works
from the studio acquired the bright palette that Antonio is known to have admired in his
teacher, Cesare Baglione in Bologna.

7 R. Spear, Domenichino, 1982, Vol I, No. 6, p. 128/29, Domenichino exhbijtion, Palazzo Venezia,
Rome, 1996, No. 4 cat. p. 376.

8 The ease with which these identifications could be corrupted is also demonstrated by the so-
called Self-Portrait of Domenichino in the Uffizi, actually a likeness of Virginio Cesarini, bought for
the collection at the end of the seventhenth century probably on the recommendation of
Baldinucci.

9 Negro-Pirondini-Roio, Antonio Carracci, 2007, Cat. No. 67

10 Negro-Pirondini-Roio, Antonio Carracci, 2007, Cat. No. 68















The Darmstadt painting does have a close stylistic affinity with another early work that
I have attributed to Antonio, the Messer Rinaldo Coradini on an Ass recently donated to
the Pinacoteca Nazionale, Cento, by the late Sir Denis Mahon (as a work by Guercino)™. The
painting is in the humorous vein of Carraccesque caricature, and the features of Coradini
appear frequently in Carracceque studies the early years of Annibale’s decline, and indeed
Mancini (p. 220) refers to Annibale’s frequent caricatures of him. One is in the British
Museum, another more likely by Antonio is in the Royal Collection with a study of the head of

11C. Whitfield. “A Name for a Ridiculous Man’ Collected Opinions, Essays on Netherlandish Art in
Honour of Alfred Bader, London, 2004, p., 240-247. The painting was in a sale at Christie’s, 9
April 2003, Lot 193, 53 by 67,9 cm. It has a band at the base of the composition that must have
been the site of an inscription that gave a witty explanation of the scene.



St Gregoryassociated with the altarpiece that was in progress as Antonio arrived in Rome in
1602 (painted for S. Gregorio al Celio, later at Bridgewater House in London and destroyed in
World War II). Antonio has already been recognised® as the author of the composition study
at Chatsworth and it is clear he already had a major role to play in the studio: the picture was
installed probably before the end of 1603. The likeness of the saint in the Royal Collection
drawing suggests that Antonio was well able to do work of the kind of the painting in

Darmstadt, and the restrained isolation the the single figure in the doorway has much affinity
with the studied articulation of form that we know from later works of his. The landscape
detail, with a somewhat bare prospect and similar clouds and pebbles, is a useful stylistic
indication for recognising Antonio’s handiwork.

12 Pen and brown ink over some black chalk, with brown wash, 172 by 117 mm : R. Wittkower,
The Drawings of the Carracci at Windsor Castle, 1952, No. 157 As well as the head ?from life of St
Gregory, there are three profiles of Coradini in this drawing.

13 A. S Harris, Annibale’s Legacy, Proposals for Giovanni Angelo Canini and Antonio Carracci,
Master Drawings, XLIII, 4, 2005, p. 449.



Despite the advances that have been made by various scholars in the area of Antonio’s
drawings, little mention of his work was made in the Loisel’s 2004 catalogue of the Dessins



staliens du Musée du Louvre: Ludovico, Agostino, Annibale Carracci. He must however have been
particularly attached to the drawings left by his father in the studio many of which ended up in
Paris, and he had possession of all the artistic material there - Mancini says he was ‘Herede dei
suoi disegni et arte’ and all the material there was of great use in his career. There are
characteristics of his penmanship that do seem to be inherited from his father, while other
drawings of his were clearly used because the other side of the page was blank. Such an

nstance is the study for a Deposition (Inv 7492 verso) on the back of a Landscape with
Salamacis and Hermaprodite that I have identifieds as one of Agostino’s landscape studies.
While this Deposition does have a connection as Loisel suggests, with Annibale’s Pieta (The
Three Maries) in the National Gallery, London, it has much more to do with the two Pietas
that Antonio did on his own, the one last seen at Dorotheum, 16 October 2007, lot 106, Negro,
Roio M.Pirondini, No. 72, 118 by 138) first recorded in the Leeds 1868 Old Masters exhibition
(No. 180) and the probably later work in the Galleria Borghese (there no. 43 : see E. Negro,
N. Roio Pirondini, Antonio Carracci, 2007, No. 67 Plates XVII, XVIII, XIX). The drawing has
a quite individual hatching that is ‘immature’ in relation to Annibale’s confidence, and the
rather wispy handling must be something that will be found in other drawings of the period
that are usually given to the master himself, but now need to be more accurately attributed. We
are more familiar with the character of those of Antonio’s drawings that are finished with
white gouache highlighting, like the one of the Flood in Munich'® or St Pzul Baptising the Eunuch
at Chatsworth” but these were presentation pieces that were finished to a different level than
most of the artist’s graphic work. Comparison with the background of his drawing now in

14 Pen and brown ink, 220 by 323 mm : C. Loisel, Inventaire Général des Dessins ltalians,
Ludovico, Agostino, Annibale Carrcci, 2004, repr. p. 73, catalogue No. 742)

16 E Negro, M. Pirondini, N. Roio, 2007, p. 88.

7 M. Jaffé, cit., 1994, No 512.


http://www.aboutartonline.com/2017/07/12/agostino-risarcito-la-vera-grandezza-del-maggiore-dei-fratelli-carracci-un-saggio-c-whitfield-1-parte-with-english-text/
http://www.aboutartonline.com/2017/07/12/agostino-risarcito-la-vera-grandezza-del-maggiore-dei-fratelli-carracci-un-saggio-c-whitfield-1-parte-with-english-text/
http://www.aboutartonline.com/2017/07/12/agostino-risarcito-la-vera-grandezza-del-maggiore-dei-fratelli-carracci-un-saggio-c-whitfield-1-parte-with-english-text/




Chicago of The Virgin with the Apostles and Christ on the Way to Calvary

18 also shows his idiosyncratic use of bursts of parallel lines in pen and ink that is a kind of
handwriting, different from that of his father and other colleagues, as well as the white
gouache highlighting that is a hallmark of his finished studies. It is clear that Antonio had a
role to play in the works produced in Annibale’s name during this period - there are numerous
works that are ‘miniaturised’ versions of his inventions -, and he was justified in seeking his
part when he appropriated the contents of the studio, and as much as he could lay his hands
on, when the master died in 1609'. His appropriation of ‘tutto il supelletile di Annibale’ was
evidently regarded as underhand, but his father’s inheritance had devolved to Annibale in 1602,
and he had not been paid for his work in the studio for the seven years since he arrived in
Rome. Equally he was not shy of making additions to the graphic material in the studio, adding
to a confusion of attribution that was impossible to untangle.

18 Chicago, Art Institute, pen and brown ink, white highlighting, 323 by 254 mm; E. Negro, M.
Pirondini, N. Roio, 2007, p. 89; the drawing that was in the Ellesmere sale, Sothebys, 11 July,
1972, No. 81

19 R Zapperi,'L'inventario di Annibale Carracci’ Antologia di Belle Arti, 1ll, 1979, (9-12) p. 62-67,



So Antonio was evidently more or less the manager of the family business, even if
Annibale was the titular head, and although he was young he was of the same generation as the
other young Bolognese artists who were at the master’s side- Solari (b. circa 1581) , Badalocchio
(b. 1585) , Lanfranco (b. 1582) He was mindful of his ultimate patron, and corresponded with
Odoardo Farnese - apparently successfully - to secure an extension of the patronage the firm
had received, immediately after Annibale’s death (15th July 1609). Although he was still
answerable to his uncle Giovanni Antonio in Bologna, he had obviously done enough to
convince the Cardinal to continue the payments that the studio had received, and this despite
the fact that for years Annibale had been more than dilatory in completing the Farnese
Gallery, and had been unable to paint a single brushstroke for him for years. It seems to me



obvious that Antonio was the author of the fine portrait of the Cardinal that recently came on
the market (Sotheby’s. 2 February 2018, Lot 150 ‘Circle of Annibale Carracci’)>> with a history
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20 Canvas, 139.1 by 114.4 cm. The catalogue entry records that R. Spear does not regard it as a
work by Domenichino, while F. Petrucci confirmed that it is in his opinion.






going back to the inventory of Palazzo Farnese in 1644. Not listed there as by a named painter,
it is clearly a major work and it may well have actually executed by the man who was
increasingly admired as the most promising Carracci talent. It is much more than a respectful
likeness, of the man that we also know from a drawing in the Louvre (Inv. 7394, Loisel No.
286) which could well also be by Antonio. The painting is exceptional also for it includes a
view from the Palazzetto Farnese to the other side of the Tiber, with the Villa Farnesina on the
other side, as well as the Fontana dell’Acqua Paola, at the top of what is now Via Garibaldi on
the Gianicolo, which was completed in 1612, with the side of the Villa Lante on the right.
Notorious for his half-heartedness in adopting an ecclesiastical career, Odoardo was still
considering a marriage initiative in 1609, and even though he was supposed to take holy orders
after been named cardinal in 1591, nothing was done about it for thirty years. There was a
project to build a bridge over the river to link the Palazzo to their gardens on the other side: in
the meantime the cardinal used to take a dip (strictly prohibited by the Pope for one in his
station) in the river until one of the boatmen gave him away.. The painting also shows one of
the curiosities of the Cardinal’s household, the character called Arrigo Peloso, who was hairy
all over - also recorded in Agostino Carracci’s well-known painting in Naples, Capodimonte
that used to hang in the Palazzetto. The background is really exceptional in giving a
topographical view from the Palazzetto, and even though Agostino is credited with a couple of
views including the Ponte Sisto - notably the one now at Chatsworth?, there is little in the
way of precedent for such a landscape, and its attribution to any one of the Bolognese painters
in Rome is simply a matter of random selection. The background of the portrait of
Odoardo is close in effect to a landscape drawing in the Uffizi, attributed to Antonio by
Stephen Bailey in 199922, that shows a similar group of buildings. It would be interesting if it

.' - Al ; B T R T > = o fré 3 -""J,"l

22 Stephen M Bailey, Newly Identified Drawings by Antonio Carracci, Master Drawings, XXXVII, 3
1999, Fig 10.



was Antonio who made the step towards topographical realism, followed soon after by Filippo
Napoletano and Agostino Tassi. The painting at Sotheby’s must be not far in date from the
painting of San Carlo Borromeo 23 painted for S. Bartolomeo all’ Isola after the frescoes of

the chapel dedicated to the saint - which were completed perhaps around the time that his
patron Cardinal Michelangelo Tonti was sent away to his archbishopric in Cesena by Paul V
Rome in 1612. The frescoes are some of the best-known of Antonio’s work, and even though
they are poorly preserved because of

the rising damp in San Bartolomeo, they do have notable landscape backgrounds that coincide
with that of the portrait of Odoardo Farnese.

23 Negro-Pirondini-Roio, 2007, Cat. No. 64.



From the early works to the end of his career Antonio was regarded as having
exceptional talent, and the compliment Poussin paid him by recalling the Flood in his painting
of the same subject among the Four Seasons is emblematic of the admiration with which he
was regarded especially by the intellectual movement that re-assessed what Annibale had
contributed to in Rome, largely through the teaching and example of his elder brother.
Whether or not the young man still felt the slight of being illegitimate, which his uncles in
Bologna never ceased to underline, he either saw the merits of being able to use the Carracci
business to pass his own work as originating from the inventions of his father and uncle, or he
was sufficiently modest not to promote his own talents, which were not in doubt to those who
knew him from the outset of his career in Rome. It remains to be seen how these talents
impacted on projects like the walls of the Galleria Farnese, especially as he was very capable of
re-interpreting some of his father’s inventions in the mythological subjects that finally
completed the decoration that Annibale had been unable to round off. And precious pieces like
the Tabernacle that Odoardo in 1619 bequeathed 24 (as by ‘Carracciolo’ rather than ‘Carracci’) to
his sister-in-law Margherita Aldobrandini (now in Galleria Nazionale d’Arte Antica, Palazzo
Barberini?s) are more easily explained by his precocious talent, re-interpreting his uncle’s work.
It would go some way towards explaining why Mancini says about him ‘quale in fanciulezza,
con quei po’ di principij acquistati dal zio, mostro gran segni di dover venir grande, essendo di
pensiere (or pensieri grands, di grand’) d’inventione, e non si contentava del mediocre’. There
were however many reasons why contemporary connoisseurship was not able to give him his

due, especially when the major market for mobile Carraccesque pictures was abroad and the
fame of Annibale had to be satisfied.

24 See R. Zapperi, ‘Odoardo Farnese principe e cardinale’ in Les Carrache et les décors profanes,
1988, p. 348.

25 See most recently in the exhibition Roma al tempo di Caravaggio, Palazzo Venezia, 2011/12,
No/ lll, 3, as ‘Annibale Carracci e collaboratorii’



