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Abstract 

 It has always been acknowledged that Venetian art was one of the components 

from which Annibale Carracci formed his painting style.  There is little documentary 

evidence concerning Annibale’s career and no Venetian sources to inform us of his 

contact with Venice.  Taking his art as the primary source, this study examines the timing 

and nature of Annibale’s contact with Venetian art and artists.  It also investigates the 

works of his brother Agostino and his cousin Ludovico to discover their roles in directing 

Annibale towards Venetian art and communicating its qualities to him.  The working 

method used is comparative analysis between Annibale’s art and key paintings he could 

have seen in Venice and North Italian collections.  Sources such as the early biographies 

and the marginal comments in the Carracci’s copy of Vasari’s Vite supplement the 

primary artistic evidence.  This study compiles and critically engages with analyses from 

previous scholarship.  The thesis investigates the role of prints in the early orientation of 

the Carracci in Bologna, particularly those reproducing Titian’s work, and how these 

affected Annibale’s ideas about composition and the representation of figures and 

landscape.  It reconsiders Agostino’s role as an engraver of Venetian paintings in 

transmitting ideas about Venetian art to Annibale.  The Carracci practice of copying other 

artists is reviewed with a scenario tendered to explain why Annibale copied Correggio 

and Titian, but not Bassano, Veronese, or Tintoretto.  Annibale’s and Agostino’s early 

adoption of drawing and painting techniques are investigated, as is Ludovico’s later 

technical experiments.  Annibale’s travels in northern Italy as suggested by his 

annotations in Vasari’s Vite are explored in terms of which paintings he could have seen 

there and how this experience may be reflected in his art.   The most highly 
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Venetianizing period of all three Carracci, from about 1587 to its zenith in 1592, is 

refined.  Annibale’s study of Venetian art is shown to have been more involved than 

suggested by previous scholars.  Together with his observation of nature, accomplished 

draughtsmanship and his study of Correggio, Venetian art informed his mature style 

before he relocated to Rome.   
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Chapter 1 

Introduction 

General Introduction 

 This dissertation assesses the impact of Venetian painting on the art of Annibale 

Carracci (1560-1609), by his direct encounter with it and through the intermediary roles 

of his brother Agostino Carracci (1557-1602) and cousin Ludovico Carracci (1555-1619).  

Annibale Carracci is best known in the general history of art for his fresco decoration of 

the Galleria Farnese in Rome, but this masterpiece was the result of a long journey that 

began in Bologna with the Carracci’s return to the observation of nature as the guiding 

principle in their art.  In the 1580’s, they broke with the prevalent Mannerist style 

practiced by the leading contemporary painters of Bologna, and they founded an academy 

that would make a lasting impact on Italian painting. For inspiration, Annibale looked to 

select artists of the early sixteenth century.  At some point, he went to Parma to copy 

works by Correggio, which is clear from an extended Correggesque phase in his 

development, and from the literary sources.  He also travelled to Venice, where he copied 

after Titian, and to other parts of northern Italy, where he viewed more of Titian’s 

paintings.  Annibale produced works for patrons in the region of Bologna, Parma and 

Reggio-Emilia. He moved to Rome in 1595, and his art there was highly influential for 

generations of future artists.   

 All three of the Carracci produced paintings, prints and drawings, but Agostino 

was primarily an engraver, while painting was the foremost medium of both Ludovico 

and Annibale, the latter being the most powerfully original artist of the family.  Each of 
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the Carracci secured important individual commissions for both religious and secular 

paintings, and collectively they undertook several large decorative fresco commissions in 

Bologna, three in Palazzo Fava, one in Palazzo Magnani, and one of more limited scale in 

Palazzo Sampieri.  They regularly produced designs for one another’s works and at times 

competed for the same commissions.  As a result of their highly collaborative ways, 

Annibale’s development must be understood in tandem with the contemporary activities 

of his brother and cousin.   

 That Annibale looked to Venice for inspiration is acknowledged in the 

seventeenth-century sources, and his stylistic response to Venetian art has been noted in a 

general way in the modern literature, being identified as one of the components he 

synthesized in his work.  Many writers have pointed out obvious formal connections 

between Annibale’s art and Venetian exemplars, but no systematic treatment of the topic 

has been undertaken and many questions remain.  Broadly stated, these issues are centred 

on the timing for Annibale’s contact with Venice and its artists, the nature of that contact, 

and the knowledge he acquired.  The possibility that Annibale, Agostino and Ludovico 

influenced one another at various times in their regard for Venetian art has been touched 

upon in the literature, but has not been investigated to any degree.    

 This thesis presents the results of a methodical study aimed at determining the 

nature, timing and circumstances of Annibale Carracci’s encounter with the art of Venice.  

To that end, it presents the results of a selective comparative analysis of the art, engaged 

with the documentary evidence and informed by the seventeenth-century sources.  

Annibale’s art is taken as the primary source in this study, as it manifests his response 

most directly.  The method of comparative analysis was used to identify which Venetian 
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artists Annibale may have studied and emulated in specific works.   Because of the close 

collaboration of the three Carracci during their time together in Bologna, it was necessary 

to explore the art of Agostino and Ludovico in a parallel study of the three Carracci’s 

chronologies to determine what roles they may have played in Annibale’s contact with 

the art of Venice.  In this study, I reconsidered the issues of style and technique, which 

are central to the subject.  These measures resulted in a new appreciation of the place of 

Venetian art in Annibale’s style. 

The Context 

 The lack of attention given to Annibale’s stylistic response to Venetian art has an 

historical cause.  Two significant biographies of Annibale Carracci were written a little 

over sixty years after his death, one by the Roman Giovan Pietro Bellori (1613-1696) 

published in his Vite de’ pittori, scultori e architetti moderni of 1672, and the other by the 

Bolognese count Carlo Cesare Malvasia (1616-1693) in his Felsina pittrice, vite de’ 

pittori bolognesi of 1678.  Each author revealed a marked bias towards the art of his own 

city.  Bellori championed Annibale’s Roman period, and, along with the contemporary 

French painters who were his allies and patrons in seventeenth-century Rome, he 

presented Annibale’s art as a link between Raphael (1483-1520) and Carlo Maratta 

(1625-1713).  Malvasia, on the other hand, highlighted Annibale’s achievements in 

Bologna and stressed the importance of Correggio as a regional inspiration.  While both 

Bellori and Malvasia acknowledged the importance of Venetian art in the formation of 

the Carracci style, this connection tended to be secondary for these writers.  Furthermore, 

Annibale did not have any commissions in Venice, although he is said to have copied 

Venetian paintings, including Titian’s famous Death of St. Peter Martyr in Santi 
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Giovanni e Paolo.
1
  The cultural leaders and writers of Venice, a city with its own rich 

artistic tradition and celebrated artists, had no reason to record or celebrate a Bolognese 

painter.  As a result, historically, there has been no champion of Annibale’s Venetianism.  

 Very little is known for certain about the early training and orientation of the 

Carracci.  According to Malvasia, Ludovico’s apprenticeship with Prospero Fontana was 

followed by a studioso corso (a journeyman’s travel period of work and study) in 

Florence, Parma, Mantua, and Venice, where significantly he met Tintoretto.  Ludovico 

is supposed to have shown his younger cousins drawings after works by Andrea del 

Sarto, Parmigianino, Correggio, Giulio Romano and Primaticcio as well as by Tintoretto, 

which he had made on this study trip in the 1570s.
2
  Ludovico’s style appears to confirm 

his admiration of these artists.  Evidence pointing to Ludovico’s early travels is found in 

his Lamentation of c.1583 (Metropolitan Museum, New York) which is based on similar 

compositions of the subject by both Andrea del Sarto and Girolamo Savoldo.
3
  Agostino 

began his apprenticeship as an engraver sometime around 1578 with Domenico Tibaldi, 

probably after spending time under Prospero Fontana and Bartolomeo Passerotti.
4
  Both 

of Annibale’s main biographers, Bellori and Malvasia, identified Ludovico as Annibale’s 

                                                   

   1 Giovan Pietro Bellori, Le vite dei pittori, scultori et architetti moderni (Rome: 1672), Evelina Borea, 

editor (Torino: Giulio Einaudi editore S.p.a., 1976), 36: Bellori wrote that Annibale did not take on any 

commissions in Venice, but concentrated on studying the works of the great artists there, and the artistic 

record agrees.  Carlo Cesare Malvasia,  Felsina pittrice: vite de' pittori Bolognese (Bologna: 1678), Reprint 

of 1841 edition, Giampietro Zanotti, editor (Bologna: Forni, 1974), I, 270:  Malvasia wrote that Annibale 

made many copies of Venetian paintings, including Titian’s Death of St Peter Martyr (destroyed in a fire in 

1867).  A copy in the Trafalgar Gallery, London, may be the one Malvasia claimed was painted by 

Annibale. 
   2 Ibid., I, 264; and 268:  Malvasia’s statement to this effect cannot be verified because the drawings do 

not survive; however, Ludovico’s early style agrees with the artists cited. 

   3 Keith Christiansen, “Ludovico Carracci's Newly Recovered Lamentation,” The Burlington Magazine,  
142, no. 1168 (Jul., 2000), 422. 

   4 Malvasia, Felsina pittrice (Zanotti, 1974), I, 266: The date of 1578 is reasoned by taking into account 

Malvasia’s overall chronology, Faberio’s funerary oration of 1603 and the dating of Agostino’s early 

prints. 
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first art teacher.
5
  But in 1578, Ludovico, only five years older than Annibale and just 

accepted into the painters’ guild, was not firmly in the position of master over his cousin.
6
  

Annibale may have had some connection with Passerotti’s studio, as suggested by his 

early interest in genre painting, which was practiced by both him and Passerotti, and by 

the similarities between his few portraits and Passerotti’s.  In addition, the three Carracci 

are reported to have frequented Bernardino Baldi’s drawing classes sometime before they 

founded their own academy.
7
 

 Malvasia quoted a letter that was dated 1580 in which Annibale expressed his 

admiration of Raphael’s Ecstasy of St Cecilia altarpiece (Pinacoteca, Bologna), then in 

San Giovanni in Monte, Bologna.
8
  Evidently, the Carracci admired selected works by 

particular Bolognese artists of the older generation, and studied them closely.  This is 

proven by Agostino’s and Annibale’s engravings dated 1580-81 after altarpieces in 

Bologna by Lorenzo Sabatini and Orazio Samacchini, and is supported by Malvasia’s 

narrative.
9
   

                                                   

   5 Bellori, Le vite (Borea, 1976), 33. 
   6 Malvasia, Felsina pittrice (Zanotti, 1974), I, 326:  Ludovico is recorded by Malvasia as submitting his 

application for membership to the artists’ guild, the Compagnia dei Pittori, on March 23, 1578 – a fact 

which he looks up in “the tattered remains of a book that barely holds together.” (Prenderemo, se più vi 

sara, quel po’ di straccio di libro, che appena anco si tiene della Compagnia de’pittori e sotto il 23 di 

Marzo, 1578, troveremo la petizione che fa Lodovico, d’esser al numero di quella agregato, offrerendosi a 

far le prove dellla citadinanza propria e paterna, secondo la forma de’Statuti.)  The date is unconfirmed, 

but seems reasonable given the artist’s age. 

    7 Ibid., I, 268;  Clare Robertson, The Invention of Annibale Carracci (Milano: Silvana Editoriale Spa, 

2008), 34: Bernardino Baldi (1557-1612 or 1614/5) was a Bolognese painter who trained under Denys 

Calvaert and was familiar with the  Roman Mannerist style.  Baldi’s academy was named the Indifferente, 

which may imply something about the quality of the teaching. 

   8 Ibid., I, 269:  Annibale may have seen two other paintings by Raphael in northern Italy, the Sistine 
Madonna (Dresden), then in Piacenza, and the Vision of Ezekiel (Florence), a small devotional piece then 

in the Ercolani collection, Bologna.  Giorgio Vasari, Le vite de' più eccellenti pittori, scultori e architettori, 

nelle redazioni del 1550 e 1568, Rosanna Bettarini, editor (Firenze:  Sansoni, 1966-1987), IV, 187. 

   9 Malvasia Felsina pittrice (Zanotti, 1974), I, 332:  Malvasia wrote that the Carracci admired Sabatini, 

Procaccini and Samacchini, and often went to copy their works;  Ibid., I, 264: Malvasia identified the same 

artists among those who ignored nature and the antique and relied too much on their imaginations.  In his 

overarching project of the Felsina, one of Malvasia’s goals was to illustrate the continuity of a uniquely 
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 In 1582, Agostino was in Venice to make engravings after Venetian paintings, as 

evident from his inscriptions on six dated prints, and all of which bear the names of the 

Venetian Bertelli publishers.
10

  Malvasia even reported that the Venetian publishers were 

competing with one another to get him under contract.
11

  Scholars have held varying 

opinions as to whether Annibale’s paintings between 1582-83 and 1587 display tell-tale 

signs of his having travelled to Venice, but are in agreement that by 1588 he had studied 

the art of Venice in person.  Agostino again went to Venice in 1585, 1587 and 1588-89, 

to engrave Venetian paintings.  The last series of prints is seemingly connected with an 

extended phase of Carracci interest in Venetian art.  In the modern literature, most of the 

attention devoted to the subject of Annibale and Venice has focused on his works of the 

period 1588 to 1595, in which the connections are most readily observable.  It is 

uncertain when Annibale was last in Venice.  However, by 1594 his sights were set on 

Rome, and he moved there permanently in 1595, thus ending his direct contact with 

Venice. 

The Historical Sources  

 The Carracci’s art serves as the primary source.  Annibale’s paintings, drawings 

and prints display evidence of contact with Venetian art at various times.  Agostino’s 

dated engravings provide us with some fixed chronology with regard to Venice, and his 

few paintings are relevant to this study.  Ludovico’s paintings at times also demonstrate 

links to Annibale and Venice.   

                                                                                                                                                       

Bolognese regional art, passing from one generation to the next, yet in his biography of the Carracci, he 

introduced a dramatic split between the Mannerist style and the reform of the Carracci. 

   10 Five of these six prints are signed by Agostino and one was issued with a privilege of the Venetian 

Senate. 

   11 Malvasia Felsina pittrice (Zanotti, 1974), I, 270. 
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 Reconciling the documentary sources with the evidence of the Carracci’s art 

presents the historian with challenging issues of interpretation.  The primary documentary 

evidence is scant.  Malvasia embedded lengthy quotes from complete and fragmentary 

letters, which he claimed to have possessed in a collection he had gathered over many 

years, but the majority of these letters have not survived, and historians are left to decide 

whether or not to accept them as actual.  Only one completely signed and dated letter in 

Annibale’s hand survives and is now in the Archivio di Stato of Reggio Emilia.
12

  A mere 

fragment of another by Annibale is preserved in the Biblioteca Comunale Bologna.
13

  A 

small amount of extant correspondence by Ludovico and poems by Agostino also 

remains.
14

     

 Another key primary written source consists of undated comments annotating the 

margins of the Carracci’s copy of Vasari’s Vite.
15

  These postille, as they are called in 

Italian, present a tantalizing but sketchy source that records Annibale’s reactions to art he 

had seen.  The postille include candid criticism of Vasari’s assessment of Venetian art, 

which often implies that its standards are inferior to those set by the Florentines and 

Romans, and of the importance Vasari bestows on minor Florentine artists.  These 

                                                   

  12 Giovanna Perini, editor,  Gli scritti dei Carracci, Ludovico, Annibale, Agostino, Antonio, Giovanni 

Antonio  (Bologna: Nuova Alfa Editoriale, 1990), 155-156:  The letter dated 1595 offers insight into the 

relationship between the three Carracci, as Annibale entrusted to Ludovico the completion of outstanding 

local commissions so that he could free himself to move to Rome and serve Cardinal Farnese.  It also 

reveals the burden under which Annibale laboured at the height of his success in Bologna. 

   13 Ibid., 166: BCB, ms. B17, cc. 104v-105r.  This fragment is from Annibale in Rome to Ludovico in 

Bologna, c.1608, and concerns Guido Reni.  Malvasia quoted it in his Life of Guido Reni. 

   14 There are twenty-five letters by Ludovico in various archives, and the two letters mentioned by 
Annibale. A few poems by Agostino survive in archives as well. 

   15 The copy of Vasari’s Vite with the Carracci postille was lost for centuries but known from the 

seventeenth century in the form of a transcription circulated among connoisseurs.  The authorship of the 

comments could not then be determined.  The original book was rediscovered in 1979 and studied in depth 

by Mario Fanti, who concluded that this copy matched the original comments closely and that the 

handwriting indicated as many as six contributors.  The handwriting of the dominant writer was identified 

as Annibale Carracci’s on the basis of comparison with his few surviving letters. 
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uninhibited reactions often take an indignant tone and sometimes include vulgar 

outbursts, some of which are amusingly followed by apologies for the writer losing his 

temper.  The impetuous nature of the comments could suggest they were written by a 

young or impulsive person.   

 The Carracci postille provide significant insight into the Venetian artists that 

Annibale admired most.  There are forty-six distinct marginal annotations in the 

Carracci’s copy of Vasari’s Vite, twenty-one of which are clustered in the biography of 

Titian.  In Vasari’s Life of Titian, Annibale praised the works of Titian, Bassano, 

Veronese and Tintoretto, and passed judgment on other Venetian artists in such a manner 

that we know he had seen their paintings in person.  Other comments reveal a familiarity 

with works by the Dossi in Mantua (in the Life of Genga), Paolo Veronese (in the Lives 

of Michele Sanmicheli and Battista Franco), and Jacopo Tintoretto and Andrea Schiavone 

(in the Life of Battista Franco).  The balance of comments in Annibale’s hand impart his 

appraisal of lesser-known Florentine artists. 

 Dating and attribution have been the major problems in using the postille as 

evidence.  The comments could have been written all at once or at different times.  

Although there are multiple writers, it now appears that the majority of the annotations 

are in Annibale Carracci’s hand.  Giovanna Perini has proposed a chronological range for 

the comments of between 1588 and 1592, based on her analysis of the precise Italian verb 

tenses used.  Veronese is consistently referred to in the passato remoto or imperfetto, 

suggesting that the comments were written after Veronese’s death in 1588, while the 

verbs used in connection with Jacopo Bassano, who died in 1592, are passato prossimo, a 
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verb tense typically used for the living.
16

  This observation accords with the increasing 

interest in Venetian painting evident in the Carracci’s art during those years.  In addition, 

the pro-North Italian stance of the comments strengthens Perini’s proposed terminus 

ante-quem of 1592, after which Annibale’s paintings show a growing interest in Raphael, 

and his views on Central Italian art began to moderate.
17

  Only the last volume of 

Vasari’s Vite was annotated, perhaps because the Carracci were primarily interested in 

the most recent artists and wished to situate themselves in a critical position at the 

forefront of developments in their field.  It could also be that the other volumes were 

simply lost; however, this is unlikely as no seventeenth-century transcript existed for 

these.
18

  

 The primary sources are supplemented by the writings of Faberio, Agucchi, 

Mancini, and Baglione, all of whom knew Annibale Carracci personally.  An oration by 

Lucio Faberio (d.1610), given in 1603 as a funerary address at a commemorative event in 

honour of Agostino, was quoted in full by Malvasia in his Felsina Pittrice, and the text 

survives as a separate publication.
19

  Faberio was a member of the Carracci Academy, 

and his speech, although full of rhetorical flourishes, was based on fact and provides 

insight into the academic aspirations of the Carracci.  Monsignor Giovanni Battista 

Agucchi (1570-1632), a close personal friend of Annibale Carracci, wrote a treatise on 

art, posthumously published in 1646, but only portions of which survive as extracts in 

                                                   

   16 Ibid., 35. 

   17 The postille in the lives of the Florentine artists could date from a separate period. 

   18 Ibid., 38:  Perini notes that only the third volume exists, so it is possible the other volumes were 

annotated, but perhaps this is unlikely, as the transcription that survived has proven accurate against the 

rediscovered original.  

   19 Malvasia, Felsina pittrice (Zanotti, 1974), I, 306-311: Agostino died in 1602, but the commemorative 

service was held by the Academy in 1603. 
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other publications.
20

  Agucchi’s classic-idealist line of thought was then adopted and 

further shaped by Bellori.  Annibale, along with Domenichino, is supposed to have 

contributed to Agucchi’s treatise, but to what extent we cannot be certain, and nowhere 

else in the sources is Annibale characterized as a theorist.  Giulio Mancini (1558-1630), 

physician to Pope Urban VIII, knew Annibale Carracci in Rome and included some 

biographical material in his independent treatise on art, Considerazione della Pittura 

(1620).
21

  The Roman painter Giovanni Baglione (1566-1643) also knew Annibale in 

Rome and was familiar with details of his life and work there.  Baglione published Le 

vite de’pittori, scultori et architetti in 1642 as a series of biographies of contemporary 

artists working in Rome, modelled on Vasari’s Vite and intended to update it.
22

  

 The earliest among the secondary sources (but considered supplementary) is Il 

microcosmo della pittura of 1657 by Francesco Scannelli (1616-1663), who defined 

regional schools of art rather than presenting individual artist’s biographies, and revealed 

a north Italian bias.  He knew several former students of the Carracci and included a short 

section devoted to the Carracci and their school.
23

  The Venetian artist Marco Boschini’s 

                                                   

   20 Giovanni Atanasio Mosini, Diverse figure…da Annibale Carracci intagliate in rame (Rome, 1646):  

Mosini published an extract from Agucchi’s treatise as the preface to his publication of engravings base on 

Annibale’s Arti di Bologna drawings.  Only one of the original drawings by Annibale survives. 

   21 Giulio, Mancini, Considerazioni sulla Pittura (Rome, 1956-1957).  Theron Bowcutt Butler, Giulio 

Mancini’s ‘Considerations on Painting’ (1972), 149: Mancini’s treatise went unpublished until the 

twentieth century.  He recognized the Bolognese painters as a distinct school in Rome, which he described 

as combining aspects of Raphael with Lombardy. 

   22 Baglione, Giovanni.  Le vite de’pittori, scultori et architetti dal Pontificato di Gregorio XIII del 1572 in 
fino a’tempi di Papa Urbano Ottavo nel 1642 (Rome, 1642), C. Gradara Pesci, editor (Bologna: Forni, 

1975-1976). 

   23 Giovanna Perini, “Emilian Seicento art literature and the transition from fifteenth- to sixteenth-century 

art” in Drawing Relationships in Northern Italian Renaissance Art: Patronage and Theories of Invention, 

Giancarla Periti, ed (Aldershot, Hants., England; Burlington, VT: Ashgate, 2004), 38: Perini characterizes 

Scannelli’s Il microcosmo as “a theoretical survey of Italian and European painting from the mid-

Quattrocento to his own time.” 
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La carte del navagar pitoresco, a poem in praise of Venetian painting published in 1660, 

includes some further unique material about the Carracci. 

 The two main secondary sources are the Carracci biographies by Giovan Pietro 

Bellori (1613-1696) and Carlo Cesare Malvasia (1616-1693).
24

  These texts are 

invaluable in that the writers, both of whom were art collectors and connoisseurs, lived 

close enough to the time of the Carracci that they were able over an extended span of 

time to collect primary-source documents, such as letters and drawings, and to interview 

artists who had been trained by the Carracci and knew them well.
25

     

 Bellori, who published his Vite de’ pittori, scultori e architetti moderni in 1672, 

began to collect material for his biography of Annibale as early as 1645.
26

  In the 1650s 

and 60s, Bellori emerged as a major figure among collectors and connoisseurs, and was 

forging a cultural alliance with the French in Rome (Poussin in particular), and with the 

Roman Accademia di San Luca.
27

  Bellori celebrated Annibale as the artist who had 

united Lombard colour with Roman design, and who fashioned a new style based on the 

art of Correggio, the great Venetian painters, and especially the art of Raphael and the 

antique.
28

  Bellori’s idealist bias and his dependence on the French in Rome shaped his 

writing.
29

  He presented his theory of art, l’Idea, in an address to the Accademia di San 

Luca in 1664, and included it as the preface to his Vite.  In it, he quoted ancient 

                                                   

   24 These biographies are considered secondary sources because they present, interpret and analyze 

primary source material, but are not generated by the historical figures in question, and are one step 

removed from the events of those figures lifetimes.  

   25 On the other hand, by the time of Bellori and Malvasi, those former students were advanced in age and 

their accounts did not always agree.   
   26 Clare Robertson, The Invention of Annibale (2008), 196: Bellori wrote a letter to Francesco Albani, 

dated 1645, in which he sought information about Annibale’s time in Bologna. 

   27 Anne Summerscale, Malvasia’s Life of the Carracci (University Park, PA: Pennsylvania State 

University Press, 2000), 20-21.  Montanari et al., Giovan Pietro Bellori (2005), 9. 

   28 In the seventeenth century, “Lombardia” was understood to define a much larger area than it does 

today, comprising a large section of the watershed of the Po River valley.  

   29 Robertson, The Invention of Annibale (2008), 191. 
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philosophers in arguing that the idea of creation pre-exists nature and that the artist’s 

mental idea, formed as a composite by the study of the most beautiful in parts of nature, 

is superior to nature.  In his Vite, Bellori selected twelve key artists (Italian and non-

Italian) to exemplify his idealist argument and dedicated the book to the French minister 

Jean-Baptiste Colbert.   

 Bellori necessarily presented Annibale’s work in Bologna, Parma and Reggio-

Emilia as a condensed preamble to his work in Rome.  In fact, Bellori had never visited 

northern Italy and his knowledge of Annibale’s art there was limited.  For Bellori, 

Raphael’s art was at the pinnacle of the High Renaissance and Annibale was presented as 

the new Raphael.   Bellori emphasized Annibale’s devotion to his pupils and his founding 

in Rome of a living school of art, just as Raphael had done before him.
30

  Through his 

writing, Bellori effectively appropriated Annibale to the Roman art tradition.  And the 

art-historical understanding of Annibale as a link between Raphael and Poussin was 

enshrined when the French Academy in Rome, founded in 1660, adopted Bellori’s 

ideology and perpetuated it in France.
31

   

 In 1678, the Bolognese Count Malvasia published Felsina Pittrice, a history of 

Bolognese artists that features a biography of the three Carracci as its centrepiece.  From 

as early as the 1650’s Malvasia too had begun to amass documentary evidence and 

conduct interviews.
32

  Trained as a lawyer, Malvasia knew very well how to weigh 

evidence, and to present it in order to build a case in court.  This set him apart from 

                                                   

   30 Ibid., 199 

   31 Summerscale, Malvasia’s Life of the Carracci (2000), 23-24 

   32 Ibid., 19: Malvasia also received a gift from Francesco Albani (days before that artist’s death) of all of 

his papers, including correspondence, autobiography, a biography as drafted by Bellori, and his 

unpublished treatise on art. 
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Bellori and advanced his work a little closer to the modern idea of historical writing.
33

  

Before receiving his professorship of law at the University of Bologna in 1647, Malvasia 

had worked in Rome, where he became aware of Bellori and his circle.  He was also 

familiar with Carlo Ridolfi’s 1648 publication, Le maraviglie dell’arte, a history of 

Venetian art written as a series of biographies, which served Malvasia as both a spur and 

a model.
34

  In his literary structure, Malvasia acknowledged Vasari’s Vite, but at times 

his content served as a polemical counterpoint to the ideology of Bellori.
35

 

 Malvasia’s biography of the Carracci is a valuable source because of the authors’ 

close temporal and geographical proximity to Annibale, and his creation of a clear 

hierarchy of evidence.  Where primary documents existed, Malvasia consistently 

privileged them, allowing them to speak for themselves at length.  Where no document 

existed, he turned to testimony and from there to hearsay and from there to reasoned 

conjecture based on his weighing of the available evidence – all of which he submitted 

for the reader’s consideration.  In a transparent manner, he consistently tested one 

primary source against another.  Malvasia alerted the reader when he was about to quote 

an actual document or put words into his characters’ mouths.  But, while his historical 

method was advanced for the time, we have little way of knowing whether he added 

fanciful anecdotes that were intended to display an artist’s desirable personality traits or 

inherent abilities, following Vasari’s model. 

 The authenticity of the Carracci letters that Malvasia quoted has been doubted, 

but his consistent manner of presenting these documents is very unlike his introduction of 

                                                   

   33 Ibid., 6-8:  Malvasia was also from a senatorial family, was a member of a literary academy, and wrote 

poetry. 

   34 Ibid., 18. 

   35 For a thorough treatment of Malvasia’s life, the context in which he wrote, the literary structure of the 

Felsina pittrice, and its reception, see Summercale’s “Introduction” Malvasia’s Life of the Carracci (2000). 
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hearsay or of fictive orations.  In my opinion, the letters quoted by Malvasia were most 

likely authentic documents in his or another person’s collection that have since been lost.  

He made errors, but it is not likely that Malvasia deliberately tampered with the evidence 

that he had spent years and gone to great trouble and expense to acquire.  

   Malvasia’s campanilismo prompted him to cast Ludovico as the artistic leader of 

the Carracci, no doubt because Ludovico had remained in Bologna whereas his cousins 

left for Rome, and in his view abandoned ‘Felsina.’
36

  Malvasia placed Ludovico on the 

same level as Michelangelo in Vasari’s Vite, and attributed to Ludovico an authoritative 

role over Agostino and Annibale.
37

  This point of view affected Malvasia’s biography at 

every turn, but at least it is relatively easy to identify.   

 Malvasia also published a guide to the art of Bologna, Le Pitture di Bologna in 

1686.  It functioned as a guided tour through the city’s churches and great palaces, and is 

sometimes a useful source for identifying the original locations of art and its patrons. 

The Modern Literature 

 From the unveiling of the Carracci frescoes in the Palazzo Farnese, Rome, at the 

opening of the seventeenth century until the early-nineteenth century, Annibale 

Carracci’s art was very highly regarded.  In his writings of 1755 and 1764, the Neo-

Classicist art critic Johann Winckelmann introduced the term ‘eclectic’ to describe the 

                                                   

   36 Felsina is the name, in Bolognese dialect, for Bologna personified.  The name may have originated 

from some association with the Etruscan goddess Velsna.   

   37 Malvasia, Felsina pittrice (Zanotti, 1974), I, 263: Malvasia claimed that Ludovico created the new 
Carracci style, which he combined from Raphael, Michelangelo, Titian and Correggio, and which he then 

taught to Agostino and Annibale.  But the artistic evidence shows Ludovico often responding to Annibale’s 

work.  Malvasia’s narrative has Ludovico directing and commending Agostino and Annibale.  Throughout 

the Felsina, Malvasia repeatedly stated that Ludovico touched-up various works by Annibale to improve 

them.  Bellori, Le vite (Borea, 1976), 36:  Bellori, on the other hand, wrote that after his return from 

Venice, Annibale’s new use of colour amazed Ludovico, and the two artists swapped roles with Annibale 

becoming the teacher of Ludovico. 
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Carracci style.  Like Bellori, he esteemed Annibale for reviving the spirit of the High 

Renaissance after a period of so-called decline, and he defined Annibale’s style as a 

composite of the best qualities selected from the great artists Correggio, Titian and other 

Venetians, Raphael, and Michelangelo.
38

  Winckelmann’s 1755 publication was made 

accessible to English readers by the artist Henry Fuseli’s 1765 translation, which took a 

more negative view of the Carracci.
39

  In 1803, the Romantic critic Friedrich Schlegel 

picked up Winckelmann’s term ‘eclectic’ and refashioned it to take on a pejorative 

meaning in regard to the Carracci style.
40

  But beyond the harm any particular critic could 

inflict, the Carracci style fell into disfavour because it was out of step with the dominant 

cultural values at the dawn of the Romantic era. 

 Scholarly interest in the Carracci then languished and has been renewed on a 

meaningful scale only since the early twentieth century.  At a time when few studies of 

Baroque art were being made, Hans Tietze, (a Vienna-trained art historian and expert on 

Venetian art) published in 1908 a pioneering examination of Annibale’s decorations in 

Palazzo Farnese, which became a milestone in the serious reappraisal of the Carracci.
 41

  

From the early 1920s into the years of the Second World War, German art historians 

Heinrich Bodmer and Herman Voss brought more attention to the neglected Baroque 

period, publishing studies that included the Carracci paintings and drawings.  In 1947, 

                                                   

   38 Johann Joachim Winckelmann, Gedanken uber die Nachahmung der Greischiechen Werke in der 

malerey und Bilderkunst (Dresden: Im Verlag der Waltherischen Handlung, 1755); Winckelmann, 

Geschichte der Kunst des Alterthums (Dresden: Waltherischen Hof-Buchhandlung, 1764-1767). 

   39 J.J. Winckelmann, Reflections on the Painting and Sculpture of the Greeks, Henry Fuseli, translator 
(London: H. Fuseli and A. Millar, 1765).   

   40 Friedrich Schlegel, "Nachricht von den Gemählden in Paris." Europa: eine Zeitschrift I, no. 1 (1803), 

108–157; "Vom Raphael." Europa: eine Zeitschrift I, no. 2 (1803), 3–19: Schlegel had modelled his early 

career on Winckelmann, but held a different view of the Carracci.  He discussed their art in essays he 

published in the journal Europa while he was its editor. 

   41 Hans Tietze, Annibale Caraccis Fresken im Palazzo Farnese und sein römische Werkstätte (Vienna, 

1908). 
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Denis Mahon explored the origins of the term ‘eclectic’ as applied to that Carracci style 

and illuminated the path in the historical writing by which this idea had become 

ingrained.
42

  Mahon identified the source of the negative use of the term ‘eclectic’ in 

Winckelmann’s writing, but the pejorative connotations were in fact added later by 

Schlegel.
43

  Although Mahon advanced Carracci studies by drawing critical attention to 

this question, he was, on the other hand, one of Malvasia’s greatest detractors, writing 

that “no one could be further than Malvasia from the detached outlook of the real 

historian, the scrupulous respecter of fact.”
44

   

 In other post-WWII literature on the Carracci, Rudolf Wittkower in his 1952 

catalogue of the Carracci drawings at Windsor Castle rationalized this important 

collection, and identified an important link between the Carracci and Venetian drawing 

practice.
45

  In 1956, the groundbreaking Carracci exhibition in Bologna, ‘Mostra dei 

Carracci,’ generated sustained scholarly debate over the attribution and chronology of the 

three artists’ paintings and drawings.  Denis Mahon played a key role in organizing this 

exhibition and prepared the catalogue of drawings.  In the wake of this exhibition, 

research on the Carracci intensified. 

 In 1965, John Rupert Martin contributed his thorough study of the decorative 

frescoes in the Camerino and Galleria of Palazzo Farnese, Annibale’s masterpiece in 

Rome.  While Martin did not discuss the effect of Venetian art on the Farnese 

commissions, his work addressed many important issues such as the design and style of 

                                                   

   42 Denis Mahon, Studies in Seicento Art and Theory (London: Warburg Institute, 1947), 195-229. 

   43 Rensselaer W. Lee, “Studies in Seicento Art and Theory by Denis Mahon, Review by: Rensselaer W. 

Lee,” The Art Bulletin, 33, no. 3 (Sep., 1951), 208-212. 

   44 Mahon, Studies in Seicento Art (1947), 37. 

   45 Rudolf Wittkower, The Drawings of the Carracci in the Collection of Her Majesty the Queen at 

Windsor Castle (London: Phaidon Press, 1952). 
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the Camerino and Galleria, preparatory drawings for these, and the iconographic 

programs.  In his exploration of the context of the commissions, Martin also considered 

the roles of the patron Odoardo Farnese and his advisor Fulvio Orsini. 

 In his 1966 dissertation devoted to Agostino Carracci, Stephen E. Ostrow used 

Agostino’s dated engravings to form a chronology of the artist’s travels, upon which he 

then based  his study of the artist’s painted oeuvre.
46

  The print catalogues available to 

Ostrow were those of the nineteenth-century Adam von Bartsch, who worked mainly 

from the Vienna Albertina collection of Carracci prints, and the twentieth-century Calvesi 

and Casale, whose incomplete study was based only on the Carracci prints in Italian 

collections.
47

  The Italian view also had been tainted by the ‘eclectic’ label, and Agostino 

was considered a mere craftsman who followed his brother’s style.
48

  Ostrow observed 

that Agostino, an excellent transmitter of other artists’ work but without a strongly fixed 

mode of his own, steered Annibale and Ludovico towards Venetian art after his trip to 

Venice in 1588-89.
49

 

 Donald Posner’s 1971 monograph on Annibale was another milestone in Carracci 

scholarship, as it was the first catalogue raisonné of the artist’s work.  Posner devoted a 

whole chapter entitled ‘The Venetianizing Period’ to the impact of Venetian art on 

Annibale’s development.  He followed Mahon by continuing to cast doubt on Malvasia’s 

trustworthiness, convinced that he had doctored authentic letters and inserted his own 

                                                   

   46 Stephen E. Ostrow, Agostino Carracci (New York: New York University, Thesis Ph.D,1966). 

   47 These are respectively Adam von Bartsch, Le Peintre Graveur, vol. 18 (Vienna: J. V. Degen, 1803-

1821), and Maurizio Calvesi and Vittorio Casale, Le incisioni dei Carracci (Roma: Communita Europea 

dell’Arte e della Cultura, 1965).   

   48 Diane Grazia Bohlin, Prints and Related Drawings by the Carracci Family: a catalogue raisonné 

(Washington, DC: National Gallery of Art, 1979), 18-19:  For the critical reception of the Carracci prints. 

   49 Ostrow, Agostino Carracci (1966), 101. 
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material as evidence.
50

  Posner’s negative view of Malvasia may have biased him against 

the possibility of a trip to Venice by Annibale in c.1582, which Malvasia inferred on the 

basis of Annibale’s 1580 letter from Parma and the dated engravings of Agostino.
51

  

Posner preferred a scenario in which Agostino was the first of the Carracci to develop a 

distinctly Venetian manner.
52

  He proposed that Annibale’s early knowledge of Venetian 

painting came indirectly through Agostino until 1588.
53

 

 In his 1974 monograph, A.W.A. Boschloo reserved the greatest distinction among 

Annibale’s Venetian exemplars for Veronese, whose art he found reflected in Annibale’s 

works from around 1588.  Boschloo was far more open to the idea than Posner that 

Annibale could have travelled to Venice sometime around 1580-82.
54

  On the other hand, 

he reached the same conclusion that Annibale had turned from Correggio to Veronese 

around 1588, and that above all Annibale esteemed Veronese’s colour and clear light, the 

gestures and sure movement of his figures, and the monumentality of his compositions.  

Both Posner and Boschloo detected a growing interest in Central Italian art in Annibale’s 

work beginning about 1593.
55

   

 In 1979, Diane De Grazia Bohlin published the first complete catalogue raisonné 

of the Carracci prints.  She characterized Agostino’s work in Venice in 1582 as a period 

of artistic maturation, when he became the first Italian engraver to adapt the swelling line 

                                                   

   50 Ibid., I, 159, 9f. 

   51 Malvasia had reasoned that, although Annibale expressed his longing to go to Venice, he wished to go 

with Agostino, and Agostino’s published prints suggest he was detained by work in Bologna, and only later 

did the two Carracci brothers go to Venice. 

   52 Donald Posner, Annibale Carracci: A Study of the Reform of Italian Painting around 1590 (London: 
Phaidon Press, 1971), 33. 

   53 Ibid., I, 44:   

   54 Anton Willem Adriaan Boschloo, Annibale Carracci in Bologna: Visible Reality in Art after the 

Council of Trent, translated by R.R. Symonds (The Hague: Government Publishing Office, 1974), 68:  

Boschloo did, however admit that some of Annibale’s colour combinations in the Crucifixion with Saints 

of 1583 are more like Titian’s and Veronese’s palettes than anything in the Bolognese tradition. 

   55 Ibid., 73.  Posner, Annibale Carracci (1971), I, 52. 
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of Cornelis Cort to a masterful representation of the texture and tone of paintings.
56

  

Before De Grazia Bohlin’s catalogue, studies of the Carracci’s work were disadvantaged 

by not having a complete and rationalized resource on the graphic works of the three 

artists.   

 In 1990, Giovanna Perini published Gli Scritti dei Carracci, a critical 

compendium of the Carracci correspondence and postille.
57

  The Carracci’s annotated 

copy of Vasari’s Vite had been lost, and the postille had been known only by 

seventeenth-century transcripts.  The original book was miraculously rediscovered in 

1972 and donated in 1978 to the Archiginnasio di Bologna, where it was studied first by 

Mario Fanti, who published his findings in 1979.
58

  Perini built on the work of Fanti with 

an updated essay interpreting the postille in context. 

 In 1987, Elizabeth Cropper and Charles Dempsey compared an authentic letter by 

Annibale with Malvasia’s published version of it in his Life of Guido Reni, and revealed 

that Malvasia had only edited the letter in order to protect the reputations of the 

individuals mentioned, by striking out a few harsh words, particularly those expressing 

bitterness towards a former student and the Farnese.  Cropper and Dempsey concluded 

that Malvasia had not added inventions to the letter, but had demonstrated editorial 

restraint and respect for his documentary source.
 59 

  

 Anne Summerscale’s English translation of Malvasia’s biography of the Carracci 

in 2000 has greatly increased the accessibility of that text.  In 2005, Alice Sedgwick 

                                                   

   56 DeGrazia Bohlin, Prints and Related Drawings (1979), 39. 

   57 Perini, Gli Scritti dei Carracci (1990). 

   58 Mario Fanti, "Le postille carraccesche alle 'Vite' del Vasari: il teso originale." Il Carrobbio, 5 (1979), 

148-164. 

   59 Elizabeth Cropper and Charles Dempsey, “The State of Research in Italian Painting of the Seventeenth 

Century,” The Art Bulletin, 69, no. 4 (Dec., 1987), 500:  The letter fragment by Annibale is in the 

Biblioteca Comunale, Bologna, ms. B 17, cc. 104v-105r. 



20 

 

Wohl provided the first English translation of all fifteen biographies written by Bellori 

for his Le vite – including three that were not part of the 1672 edition but were in 

manuscript form.  Wohl’s new translation is prefaced by Hellmut Wohl’s and Tomaso 

Montanari’s reappraisal of Bellori and his writing.  These recent critical editions have 

provided fresh views on Malvasia and Bellori and on the historical and theoretical 

contexts of their work.
60

  The Bolognese Daniele Benati came to the forefront of Italian 

studies on Annibale Carracci and contributed to the 1999 catalogue of an exhibition in 

Washington devoted to the drawings, and an important collaborative exhibition in 2006 

to commemorate the four hundredth anniversary of the artist’s death.
61

  In 2004, 

Catherine Loisel published a catalogue of the Louvre’s Carracci drawings.  She 

rationalized the largest collection of drawings by the three Carracci, their school and their 

imitators, established dates for some works, and related many sheets to specific Carracci 

paintings.
62

  
 

 Clare Robertson’s recent monograph on Annibale provided a revised alternative 

to Posner’s partly outdated work and took into consideration the scholarly research of the 

intervening forty years.
63

  Unlike Posner, Robertson observed the influence of Veronese’s 

paint application in Annibale’s earliest surviving works.  She argued in favour of his 

travelling about 1580-82 to Venice, where he acquired some knowledge of that city’s 

                                                   

   60 Tomaso Montanari, Introduction (1-35) in Bellori, Giovan Pietro. The Lives of the Modern Painters, 

Sculptors and Architects, Alice Sedgewick Wohl, trans., Tomaso Montanari and Hellmut Wohl, editors.  

(Cambridge, UK: Cambridge University Press, 2005); Summerscale, “Context” in Malvasia’s Life of The 

Carracci (2000), 2-76. 

   61 Daniele Benati, Diane De Grazia, Gail Feigenbaum et al., The Drawings of Annibale 
Carracci (Washington: National Gallery of Art, 1999);  Daniele Benati and Eugenio Ricc mini, eds., 

Annibale Carracci.  Exhibition Bologna, Museo Civico Archeologico, 22 September 2006 - 7 January 

2007; Rome, Chiostro del Bramante, 23 January - 6 May 2007 (Milano: Electa, 2006). 

   62 Catherine Loisel, Musée du Louvre, Département des Arts Graphiques, Inventaire Général des Dessins 

Italiens, Vol. VII, Ludovico, Agostino, Annibale Carracci (Paris: Éditions de la Réunion des Musées 

Nationaux, 2004). 

   63 Robertson, The Invention of Annibale (2008).   
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drawing and painting techniques.  She also noted Annibale’s use of copying as a method 

of understanding the art of Correggio and Titian.
64

  Robertson took the letters quoted by 

Malvasia, and the postille more seriously than had Posner.  She investigated these 

documents as indicators of Annibale’s attraction to Venetian art and his appraisal of it, 

the artists he knew personally, the works he saw, and, extrapolating from this, the other 

works he could have seen in the locations he mentioned.  Robertson dated the postille 

c.1594-95, but Perini’s dates of c.1588-92 seem more defensible.
65

  Based on artistic and 

documentary evidence, Robertson acknowledged the strong likelihood that the Carracci 

had spent time in Mantua.  She did not note anything Venetian about the Galleria 

Farnese, but in her discussion of the Camerino she observed some connections with 

Venice.
66

 

Issues, Methodology and Contribution 

 With few hard facts about the Carracci and Venice, a fresh interpretation of the 

Carracci’s art, the sources, and the literature is needed to frame and address the 

outstanding questions surrounding Annibale’s stylistic response to Venetian art.  In the 

seventeenth-century sources, Annibale’s debt to Venice was clearly acknowledged.  

Many modern writers have observed obvious Venetianizing passages in his work, but 

there has not been a thorough investigation into this topic.  It has never been explained, 

for example, how Annibale came to his apparent early admiration of Titian, when he was 

still too young to have travelled far, and there were no works by Titian in Bologna itself.  

Scholars have expressed conflicting opinions as to when exactly Annibale went to 

                                                   

   64 Ibid., 52. 

   65 Ibid., 54. 

   66 Ibid., 159. 
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Venice, as the documentary record and sources yield no definitive answers.  Nor has it 

been explained why Annibale copied the works of Titian but not those of Veronese or 

Tintoretto, and yet produced paintings that strongly imitate the works of the latter artists.  

Within the broad chronological range of 1588-1595, identified by Posner as Annibale’s 

Venetian period, there is still some refining to be achieved.  Posner doubted the 

possibility of distinguishing which Venetian artists Annibale emulated in which works.
67

  

Nor have previous writers identified in Annibale’s oeuvre a clear progression of the 

Venetian masters he was emulating.  Posner did not always take into account the works 

of all three Carracci in assessing the Venetian aspects of Annibale’s art.   

 Agostino’s role in transmitting his understanding of Venetian art to Annibale has 

not been fully investigated.  The relationship between Ludovico and Annibale with 

regard to the latter’s interest in Venetian art has not been explored either.  Although 

Annibale’s study of Venetian art is supposed to have been essential to the formation of 

his mature style in Bologna, it has not been investigated how it affected the development 

of his Roman style.  A project designed to answer these questions, should provide a better 

understanding of Annibale’s artistic values, his learning process and his stylistic 

development.   

 This thesis compares Annibale Carracci’s work with the Venetian art he could 

have seen between 1580 and 1595 in Venice and in North Italian collections.  It also 

follows Annibale to Rome after 1595, to consider the extent to which his integration of 

Venetian art persisted.  It was also necessary to study Annibale’s art in relation to that of 

both Agostino and Ludovico Carracci, so as to understand how and when their individual 

                                                   

   67 Ibid., I, 46: Posner declared that “There is, however, no clear pattern of development in Annibale’s 

works where an interest in one Venetian master comes to supersede an earlier interest in another.” 
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styles were most affected by Venetian art, and to evaluate what impact their individual 

interests had on each other.  Only those comparisons that best exemplify the Carracci’s 

active interest in the art of Venice are presented, particularly those examples that 

illuminate the impact of Venetian art on Annibale’s style at key points in his 

development. 

 The seventeenth-century biographers and the modern literature were consulted as 

a base from which to explore.  After reviewing these texts, however, I endeavored to 

undertake my analysis independently, without excessive reliance on previous authors, so 

that the study could unfold in its own way.  Only later did I fully compare my 

impressions and findings with the previous scholarship on the topic.  Thus, I came to 

some conclusions that I later discovered had already been reached before me (validating 

my intuitions), but I also made new observations.   

 The first step in my process, before any valid comparative analyses could be 

made, was to locate the key Venetian paintings accessible to Annibale between about 

1580 and 1595, when he could have travelled to Venice.
68

  This was established mainly 

through reference to Francesco Sansovino’s guide to Venice, Venetia, Città Nobilissima e 

Singolare published in 1581, updated in 1604 by Giovanni Stringa, and republished in 

1663 by Giustiniano Martinioni with additional comments.  Supplementary information 

was found in Giorgio Vasari’s Le vite (1550 and 1568), and Carlo Ridolfi’s Le 

maraviglie dell’arte (1648).   

 Using these sources, I created a database of the whereabouts of the relevant 

paintings in Venice in the 1580s.  The database divides the city, as does Sansovino’s 

                                                   

   68 Works Ludovico  might have seen in Venice earlier were investigated on an individual basis 
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guidebook, into sestiere (the Venetian neighborhoods), in which are listed the churches 

and confraternity buildings.  Public buildings and private collections were grouped 

separately, also following Sansovino’s organization.  Within the buildings, the database 

then itemizes in rooms or chapels the locations of works by Titian, Tintoretto, Veronese, 

Bassano and other noteworthy artists.  Many of these paintings are still in situ, some can 

be found in other buildings within Venice, and many are now in the Galleria 

dell’Accademia.  A significant number of other sixteenth-century Venetian works are 

now in the great museum collections of Europe.
69

  For the paintings from Sansovino’s 

time that are no longer in situ or in Venice, the database includes a reference to their 

present location.  This reconstruction allowed me to understand the artistic wealth of 

Venice in the Carracci’s day, and also helped me to locate works for the purposes of 

travel and study, dictating an itinerary.  As research progressed, it was necessary to refine 

the data and to add to the database other cities in northern Italy, such as Padua, Mantua, 

and Ferrara, in which there were important Venetian works that the Carracci could have 

seen.  A similar database was created for the art of the Carracci in order to locate 

individual works, but this was arranged as a triple-timeline of their oeuvres to assist in 

identifying the common periods of Venetianizing among the three artists. 

 The next step was to make a comparative formal analysis of the art as the primary 

visual evidence.  This involved travelling to study the works in their original locations 

and in various art institutions, a review of the existing literature, and a critical 

reassessment of relevant observations concerning the timing and nature of the Carracci’s 

study of Venetian art.  Works were selected for the comparative analysis on the basis of 

                                                   

   69 During the Napoleonic Era many masterpieces were removed from Venice and not all have been 

returned.  There are also works listed by Sansovino that cannot be accounted for today in any way. 
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typological and compositional similarities, figural treatment or pose, painting technique 

and colour palette.  This was tempered by the knowledge that most of the paintings under 

consideration were commissioned works, and their form and (even more) content would 

have been largely dictated by the patrons.  With regard to drawings, the Carracci used 

many different methods of drawing, depending on their needs.  Their selection of 

specifically Venetian materials and techniques are important indicators of their contact 

with Venice.  

 By studying the identified works in person, I was able to select works for 

comparison on the basis of intuitive connections between Venetian paintings and the 

Carracci’s paintings, prints and drawings.  These candidates were then checked against 

the early sources and provenances to assess their validity for meaningful comparison.  

The database of Venetian art functioned as a working tool for quickly verifying whether 

Annibale could have seen a specific painting, once its appearance had nominated it for 

further investigation.  It also became apparent that, although the Carracci may not have 

seen specific works by Titian – many of which were commissioned for distant patrons – 

there were prints in circulation that reproduced these ‘absent’ paintings.  The accessibility 

of Venetian art through reproductive prints then became an area of special investigation.  

 This is the first comprehensive study to examine the place of Venetian art in the 

stylistic development of the three Carracci, and of Annibale in particular.  It bridges the 

gap between the two traditions that laid claim to Annibale’s art, the Bolognese 

championed by Malvasia, and the Roman idealized by Bellori.  In undertaking this 

project, it was necessary to compile the observations of previous scholars which are 

scattered throughout the literature.  This gathering of material allowed for sharper focus, 
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so that overlooked connections emerged in greater relief.  The valuable opinions of 

previous scholars were brought into dialogue with the subject and generated leads for 

further inquiry.  In my novel approach, I looked at Venetianism in the work of all three 

artists in concert, worked through their oeuvres systematically, and considered the timing 

of their works and what this might reveal about the reference to Venetian art and how it 

played out between them.   

  I uncovered a new area of research with regard to prints as the means by which 

Annibale was introduced to Venetian art, and I examined Agostino’s role in possibly 

making these accessible as early as 1578.  Agostino’s possible transmission of Venetian 

ideas to the other Carracci through his engravings was reviewed in this study.  Agostino’s 

involvement in the print industry of Venice (the leading publishing centre in Europe in 

the sixteenth century), raises the previously-unexplored possibility that he also acquired 

illustrated books and classical literature in the vernacular to be used as sources.  

Ludovico’s discounted role as the leader of the trio was reconsidered, as was his 

involvement in the Carracci study of Venetian art.  This study reveals the extent to which 

Annibale may have seen works by Titian in northern Italy, and how his art profited from 

such opportunities.  It also explores the likelihood that, while Annibale copied Correggio 

and Titian, he learned directly by Veronese, Tintoretto and Bassano, or their sons, all of 

whom he knew personally.  This is observable in his drawing and painting techniques 

from his earliest surviving works.  

 The chapters that follow are organized chronologically and divide Annibale’s 

oeuvre into periods, either because they are marked by distinct stylistic changes or for the 

sake of convenience.  Although all three Carracci are discussed, Annibale is taken as the 
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central figure and his works are given emphasis.  Ludovico and Agostino are brought to 

the forefront when their works are seen as particularly Venetianizing, either through 

contact with one of the other two or through direct contact with Venice, or when having 

an influential role on Annibale.  
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Chapter 2 

Annibale’s Introduction to Venice & Early Works to 1583 

Beginnings in Bologna 

 The artistic evidence of Annibale Carracci’s earliest surviving paintings and 

drawings reveals his intense interest in the direct observation of nature.  There is no 

documentary record to explain how he arrived at this preference, but it was certainly not 

engendered by the recent painters of his native city.  Annibale was born in 1560 into the 

family of a Bolognese tailor who could trace his origins to 1364 in Cremona.
70

  The 

artistic milieu of Bologna in the 1570s, the period of Annibale’s youth, was dominated by 

Mannerist painters such as Prospero Fontana (1512-1597), Bartolomeo Passerotti (1529-

1592), and Denys Calvaert (1540-1619).  Their style was largely based on the earlier 

generation of Bolognese painters, such as Lorenzo Sabatini (1530-1576), and Orazio 

Samacchini (1532-1577) who had also worked in Rome.  Sabatini and Samacchini had 

absorbed much from Florentine and Roman art, including the examples of Michelangelo 

and Raphael, but these had mostly been assimilated through the filter of such Mannerist 

artists as Giorgio Vasari and Federico Zuccaro.  Of the painters who had been active 

earlier in Bologna, those who had shown originality and occasional naturalistic leanings 

had either died or had relocated.  These included Parmigianino (1503-1540), Nicolò 

dell’Abate (1509/1512-1571), Francesco Primaticcio (1504-1570) and Pellegrino Tibaldi 

(1527-1596).   

                                                   

   70 Agostino’s drawing of the Carracci family tree (British Museum, London) shows that Ludovico was 

actually a second cousin to the brothers Agostino and Annibale.   
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 In this artistic atmosphere, we find that somehow Annibale had latched on to 

naturalism as a starting place for his art sometime before he was twenty, at least there are 

no surviving works of his that tell us otherwise.  In his letter dated 1580 from Parma, to 

Ludovico in Bologna, which was quoted in full by Malvasia, Annibale indicated he had 

once admired Raphael’s Ecstasy of St Cecilia for its life-likeness.  In his comparison of 

this altarpiece with Correggio’s Madonna of St Jerome in Parma, Annibale wrote: “Quel 

bel vecchione di quel San Girolamo non è più grande e tenero insieme che quel che 

importa di quel S. Paolo, il quale prima mi pareva una miracolo, e adesso mi pare una 

cosa di legno, tanto dura e tagliente.”
71

  As we will see, he would also become interested 

in the art of Federico Barocci.  What Raphael and Barocci had in common was a working 

method that relied upon life-study and a commitment to naturalistic form and colour.  

Annibale would also embrace these in his work, and he was probably attracted to 

Venetian art for its naturalism and colour. 

 Among the few paintings by Venetian artists in Bologna, there were at least two 

that Annibale might have seen in person.
72

  One is Tintoretto’s Visitation (Pinacoteca, 

Bologna) of c.1550, a relatively small picture made for the convent church of San Pietro 

Martire.
73

  It provides an example of Tintoretto’s propensity for monumental figures and 

rhythmic movement in a spacious landscape that achieves great depth in a small space.
74

  

                                                   

   71 Malvasia, Felsina pittrice (Zanotti, 1974), I, 269: “The beautiful old man, the Saint Jerome, is at once 

grander and more tender than [Raphael’s] Saint Paul, which once seemed a miracle to me, and now seems a 

thing of wood, so hard and sharp.”   

   72 Carlo Cesare Malvasia, Le Pitture di Bologna (Bologna: 1686), Andrea Emiliani, ed. (Bologna: 
Edizione Alfa, 1969), 130; Carlo Ridolfi, Le maraviglie dell'arte: ovvero, le vite degli illustri pittori veneti 

e dello stato (1648).  Edited by Detlev Freiherrn von Hadel. (Roma: Societa' multigrafica editrice Somu, 

1965), II, 49.   

   73 Malvasia, Le Pitture (Emiliani, 1969), 263; Ridolfi, Le maraviglie (Hadeln, 1965), II, 49. 

   74 Jadranka Bentini, Gian Piero Cammarota, Angelo Mazza, Daniela Scaglietti Kelescian, and Anna 

Stanzani, editors.  Pinacoteca Nazionale di Bologna Catalogo Generale, Vol. 2: Da Raffaello ai Carracci 

(Venezia: Marsilio Editore, 2006)377-381, no. 252. 
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There was also a Dead Christ by Veronese that is untraced, but was mentioned by 

Malvasia as being in the Notaria Criminale of the prisons.
75

  Access to these two 

Venetian paintings was no doubt difficult, but not impossible.
76

  Another altarpiece now 

attributed largely to Jacopo Tintoretto’s son Domenico, an Annunciation (Pinacoteca, 

Bologna) dated c.1585/87, was mentioned by both Malvasia and Ridolfi as being is the 

church of San Matteo, Bologna.
77

  The date of the work is intriguing, as the Carracci and 

Tintoretto families would presumably have known one another by then. 

The Carracci’s Exposure to Prints 

 Annibale probably also became familiar with Venetian art indirectly through the 

medium of print, most likely during the period of Agostino’s apprenticeship with 

Domenico Tibaldi from 1578 until 1581.
78

  As De Grazia has noted, the portability and 

multiplicity of prints in the sixteenth century “greatly enlarged the artistic milieu by 

making it possible to know the works of artists from the entire continent without 

travelling.”
79

  A large part of Agostino’s training appears to have been copying 

engravings under Tibaldi’s supervision.
80

  In order to do this, Agostino must have had 

                                                   

   75 Malvasia, Le Pitture (Emiliani, 1969), 165/19: “…e nel passare a quali, non devono dosi atterire le 

prigioni, e la notaria criminale, che in essa non si vada a vedere il Christo morto, opera dignissima del 

gran Paolo Veronese, e del Dominio del sagro Monte della Pietà.”  Emiliani notes that this painting by 

Veronese is only cited up to the reprint of 1732.  It is not known whether the painting was there in 

Annibale’s time, or only appeared later. 

   76 Bentini, et al. editors Pinacoteca Nazionale di Bologna Catalogo (2006), 380, no. 252:  In later years, 

Agostino borrowed Tintoretto’s figure of the Virgin in his Annunciation (Louvre, Paris), a small undated 

late work. 

   77 Ibid., 394, no. 267. 

   78 De Grazia Bohlin, Prints and Related Drawings (1979), 35: De Grazia bases the dating of Agostino’s 

apprenticeship with Tibaldi on Malvasia’s account of Agostino’s training, Annibale’s letter from Parma in 
1580 begging Ludovico to ask Agostino to complete work for Tibaldi.  106: The sudden and profound 

improvement in the engraving style of his signed and dated works around 1578, and Agostino’s many 

copies after Cort’s prints, which point to Tibaldi as intermediary.  In 1581, Annibale and Agostino were 

engraving together, evidenced by Agostino’s print the Baptism of Christ, after Annibale’s drawing; and the 

fact that Annibale’s first prints date from 1581. 

   79 Ibid., 30 

   80 Ibid., 34. 
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access to important prints of the period in Tibaldi’s possession, probably from both the 

Central Italian and Venetian schools.  At the same time, Agostino would likely have 

begun to assemble his own collection of prints as a matter of professional development.
81

  

Such a collection would have been essential as a basis for training, to compete with and 

eventually surpass other engravers. 

 Surveying the development of his brother’s apprenticeship, Annibale would have 

gradually become familiar with many of the prints, drawings and paintings that Agostino 

was engraving.  Given the close relationship between Annibale and Agostino, it is easy to 

imagine them poring over these images and, along with Ludovico, discussing their 

merits.  Perhaps Tibaldi even took an active role in their study.  In addition, the studio of 

Denys Calvaert is known to have functioned as a distribution centre for northern 

European prints in Bologna, adding to the diversity of the prints in circulation there.
82

  It 

may have been through the channel of Calvaert that the Carracci knew Dürer’s prints, as 

one comment in the postille praises the German’s art.  The probability that the Carracci 

had access to an extensive print collection is further reinforced by Malvasia’s insistence 

that his hero Ludovico did not need to go to Rome, because the Carracci studied all the 

works of Rome and indeed of Italy through the medium of print.
83

  An example that 

illustrates the Carracci’s familiarity with art through the medium of print at an early date 

                                                   

   81 Vasari, Le vite (Bettarini, 1966-1987), V, 6:  There is no documentary proof of this, but it was the 

common practice noted by Vasari.  In the Life of Marcantonio Raimondi, Vasari illustrated the importance 

to a young engraver of acquiring prints of the highest quality from which to hone his skill by copying.  He 

recounted how Marcantonio, upon arriving in Venice, spent all the money he had brought with him in the 

purchase of Dürer’s Passion cycle and other prints so that he could copy them.  
   82 Malvasia, Felsina pittrice (Zanotti, 1974), I, 344: Malvasia related that Agostino was encouraged by 

Fontana to study the works of Albrecht Dürer.  Perini, Gli Scritti dei Carracci (1990), 164, postilla 44, 

Vasari, p.858 r.1ss (vita di diversi artfici): In this comment, Annibale expressed his admiration of Dürer. 

    83 Malvasia, Felsina pittice (Zanotti, 1974), I, 350:  Malvasia stated that Ludovico mastered Roman art, 

not by studying in Rome, “Ma per la participazione forse di que’ sublimi lavori, mediante le tante stampe 

del nostro Marco Antonio, del nostro Bonasoni, di un Martino Rota, di un Agostin Veneziano, e di tanti 

altri Intagliatori famosi.”  Malvasia was quick to note the Bolognese origins of some of the printmakers. 
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is found in Annibale’s Butcher’s Shop.  John Rupert Martin noted that Annibale’s 

foreground butcher, kneeling to dispatch a ram, is based on a figure in Raphael’s 

Sacrifice of Noah in the Vatican Logge that was probably known to the Carracci from the 

reproductive print by Marco Dente of c.1518-27.
84

  There is no documentary proof that 

Domenico Tibaldi had a print collection which Annibale and Agostino studied, but the 

scenario is supported by subsidiary evidence, and would explain much. 

 With access to a high-quality print collection such as that which Tibaldi probably 

owned, it is almost certain the Carracci would have been familiar with key reproductive 

engravings of Central Italian and Venetian art.  These would probably have included 

prints by such Italian reproductive engravers as Marcantonio Raimondi (1470/82-

1527/34), Giulio Bonasone (c.1510 – after 1576), Giorgio Ghisi (1520-1582), Giovanni 

Jacopo Caraglio (1500/05-1565), and the Netherlandish Cornelis Cort (1533-1578).  The 

combined print production of these artists represented many essential works by Titian, 

Raphael, Giulio Romano, Michelangelo, Correggio, Girolamo Muziano, Barocci and 

others, comprising a veritable canon of sixteenth-century art.  The enterprising Italian 

pioneers of reproductive printmaking were motivated by a desire for profit and renown, 

and in their choice of subjects they capitalized on the fame of the best-known artists.   

 Through such a surrogate collection of masterpieces of Central Italian and 

Venetian art, the Carracci could have informed themselves of the overall achievements in 

their field, and positioned themselves critically within it.
85

  The fact that many of the top 

                                                   

   84 John Rupert Martin, “The Butcher’s Shop of the Carracci”, Art Bulletin, 45, no. 3 (Sep., 1963), 265.   

   85 A brief overview of these key images includes the work of Marcantonio who, in addition to engraving 

Raphael’s Galatea in the Villa Farnesina, reproduced some figures from Michelangelo’s cartoon for Battle 

of Cascina.  Giulio Bonasone’s engravings after Michelangelo’s Last Judgement and Raphael’s Toilet of 

Psyche were well known.  Other works by Michelangelo had already been captured in print form, included 

his Prophets and Sibyls from the Sistine Chapel.   Antique sculpture too was known in northern Italy via 
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reproductive engravers were from Bologna, or other Northern Italian cities, argues for 

their work being well represented in Bolognese collections.  The Carracci’s access to 

such prints would have augmented the artistic models available to them, beyond the 

prevalent imported Mannerist style of Fontana, Calvaert and Passerotti.  Combined with 

their preference for drawing from nature, the Carracci’s knowledge of Italian art through 

prints would have helped them to strike out in a new direction. 

 It is evident that Annibale already admired Titian before he went to Venice.  In 

his 1580 letter from Parma, Annibale claimed Titian to be on a par with Correggio:  

“questo [Correggio] sarà sempre il mio diletto, et Tiziano, e sin che non vado a vedere 

ancora l’opre di quello a Venezia non moro contento.”
86

  There were no works by Titian 

in Bologna to account for Annibale’s early preference, but there were certainly prints in 

circulation by and after Titian.  Giulio Bonasone had engraved a Rest on the Flight into 

Egypt after Titian’s painting, a workshop replica which dates to c.1535.
87

  There was also 

Caraglio’s print of the Annunciation of c.1538 after Titian’s altarpiece, now lost, but 

originally painted for Santa Maria degli Angeli in Murano.
88

  Annibale also might have 

seen Martino Rota’s engravings after Titian’s Tribute Money, c.1516 (Gemäldegalerie, 

                                                                                                                                                       

the print medium in the sixteenth century, including the Farnese Hercules.  In Rome from 1566 onward, 

Cornelis Cort engraved after Raphael, Giulio Romano, Girolamo Muziano and many other artists.  His 

reproductive print of 1573, after Raphael’s Transfiguration, was the first quality reproduction of the 

masterpiece. 

   86 Malvasia, Felsina pittrice (Zanotti, 1974), I, 269: “he [Correggio] will always be my delight, and Titian 

too, and until I go to see his works in Venice, I shall not die content.” 
   87 Giulio Bonasone began his career in Bologna, and then collaborated with Parmigianino on some of his 

prints.  Late in his career, Bonasone produced prints based on Titian’s work 

   88 Giovanni Jacopo Caraglio began his career in Rome, but sought refuge in Venice after the Sack of 

1527, where he remained for about ten years and made engravings after Titian.  He executed the 

Annunciation near the end of his stay.  Rota created both original prints of his own invention and others 

derived from contemporary Venetian paintings, such as his Penitent Magdalene in a Landscape, which 

relies heavily on Titian’s model.   



34 

 

Dresden), Death of Saint Peter Martyr c.1526-30 (destroyed), and Venus and Adonis, 

1555 (Prado, Madrid).
89

   

 But by far the most important printmaker for transmitting Titian’s art to both 

Annibale and Agostino was the Netherlandish engraver Cornelis Cort (1533-1578).  

Cort’s work was for Agostino both a beacon guiding his technical development as an 

engraver, and a primer on interpreting Venetian art in the graphic medium.  Between 

1565 and 1566, Cort had collaborated with Titian to produce prints after many of his 

paintings.
90

  Titian not only made preparatory drawings for Cort but also directly 

supervised his work on the plates.
91

  With Titian’s assistance, Cort found graphic 

equivalents for the painter’s brushwork, which included developing a swelling and 

tapering line and using an increased variety of hatching.
92

  Because of these technical 

advances, Cort’s prints no longer have the visual hardness of earlier sixteenth-century 

reproductive engravings, such as those by Marcantonio Raimondi.   

 In Domenico Tibaldi’s print collection there would likely have been important 

prints by Titian and Domenico Campagnola themselves, and perhaps even some by 

Andrea Schiavone, all of whom were early Venetian “peintre-gravures” in the tradition 

established in Italy by Andrea Mantegna.  Early in the sixteenth century, Titian and 

Campagnola had made significant contributions – both technical and expressive – to the 

                                                   

   89 Martino Rota (1580-1583) was active in Venice between 1558 and 1572. 

   90 Those that are signed by both artists with privileges include Triumph of the Trinity, Martyrdom of St 

Lawrence, Penitent Magdalene, Diana and Callisto, Prometheus and the Eagle, Roger Delivers Angelica, 

Tarquin and Lucrezia, and The Cyclops Forging Arms for Brescia.  In the period 1571-72, Cort engraved a 
few more prints after Titian, but it is not known for certain that he actually returned to Venice to 

accomplish this. 

   91 J.C.J. Bierens de Haan, L’Ouevre Gravé de Cornelis Cort, graveur Hollandais, 1533-1578 (La Haye: 

Martinus Nijhoff, 1948).  Respectively, these are catalogue numbers: 111, 139, 143, 157, 192, 222, 193, 

and 156. 

   92 David Rosand and Michelangelo Muraro, Titian and the Venetian Woodcut: a loan exhibition, 1976-

1977 (Washington: The Foundation, 1976), 22. 
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development of print as a distinct art form.
93

  Annibale would soon emulate them by 

producing his own original etchings, a medium to which he was introduced by Agostino 

around 1581.   

 Titian (1485/90-1576) was the Venetian artist best represented in both original 

and reproductive print form.  The contribution of his woodcuts to the overall 

development of the graphic medium was so crucial that no leading sixteenth-century 

engraver would surely have been without at least some prized samples of his work.  

Titian’s early fame outside Venice was readily facilitated by his own prints, making it 

natural that he should have made an impression on the young Annibale.  In Titian’s large 

multi-block woodcuts of about 1515, The Triumph of Christ, The Sacrifice of Abraham, 

and The Submersion of Pharaoh’s Army in the Red Sea, the carving marks retain an 

expressive quality.
94

  This spontaneous roughness corresponds, in a general way, with 

Annibale’s handling of paint in his early genre paintings, in which his technique was not 

subject to over-refinement.  

 Titian’s second phase of printmaking, from about 1525 to 1530, was directly 

connected to his pen drawings.  The three resultant woodcuts - Landscape with a 

Milkmaid, The Stigmatization of St Francis, and St Jerome in the Wilderness – promoted 

the landscape to the verge of becoming an independent genre in the print medium.
95

  The 

                                                   

   93 The Venetian artist Schiavone (Andrea Meldolla) (c.1510-1563) also made an important contribution to 

the development of Venetian art, with his etchings from c. 1538-40 onward. His free and painterly etching 

style was close to that of Parmigianino, and tended towards experimental extremes.  Schiavone’s print 

compositions reveal a preoccupation with the perception of light falling on form and sometimes dissolving 
it, in contrast with delineated sculptural form favoured in the Central Italian tradition of disegno.  If 

Annibale had access to Schiavone’s prints, they would have communicated a radical approach that pushed 

the boundaries of painterly technique.  But while it is possible Domenico Tibaldi had prints by Schiavone, 

it is perhaps more likely he owned etchings by Parmigianino, from the closer city of Parma and who had 

worked in Bologna, whose prints present similar interests. There are also woodcuts by/related to Schiavone. 

   94 Rosand and Muraro, Titian and the Venetian Woodcut (1976), 18-20. 

   95 Ibid., 21:  The cutter for these three prints is believed to have been Nicolò Boldrini. 
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Landscape with a Milkmaid provided Annibale with an inspiring example of a pastoral 

scene, while the depiction of wilderness in Titian’s St Francis and the St Jerome 

conveyed a new use for landscape, one charged with emotion, extending and supporting 

the human drama.  As we will see, the landscapes in Titian’s second group of woodcuts 

appear to have had an impact on Annibale’s representations of nature. 

 Around 1535, Titian produced a final group of woodcuts; they are closely related 

to specific paintings, and function more like reproductive engravings.  This third group 

inspired some of Annibale’s early figural compositions.  Of particular importance is the 

Six Saints, an arrangement of figures from the lower half of Titian’s Madonna di San 

Nicolò ai Frari.
 96 

  Domenico Campagnola (c.1500-1564), who settled in Padua, had been inspired 

by Titian’s earliest woodcuts.  He began to produce his own pastoral scenes around 1517, 

presumably modeled on Giorgione’s and Titian’s new interpretation of landscape.  

Campagnola is generally credited with firmly establishing the landscape as an 

independent genre in print form around 1540.  Typically panoramic and with a high 

vantage point, his rural views isolated and reinforced the typically Venetian landscape.  

The woodcuts of Titian and Campagnola provided Annibale with a new set of pictorial 

possibilities, such as atmospheric effects, panoramic views, and the naturalistic 

placement of figures within the landscape. 

 The Venetian landscape as it was represented in print appears to have made a 

profound impression on Annibale.  Although his numerous drawings and paintings of 

landscapes suggest that he was generally guided by an innate love of nature, there is a 

                                                   

   96 Ibid., 176:  The other prints are the Mystic Marriage of St Catherine, Adoration of the Shepherds, Self-

Portrait, and the Portrait of Charles V.  
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striking correlation between his graphic landscape oeuvre and that of Venetian prints, 

particularly those by Titian, Campagnola and Muziano (conveyed through Cort’s 

reproductive prints).  Annibale followed the Venetians in the trend to accord landscape 

greater attention, and to instill it with a feeling commensurate with the subject. 

 A shared sensibility can be detected by comparing the search for truth-to-nature in 

Titian’s and Annibale’s respective drawings of trees.  Titian’s pen-and-ink study of a tree 

(fig. 1) was reversed in his woodcut St Jerome in the Wilderness of c.1525-30 (fig. 3).  

With an affinity to the tree in Titian’s woodcut, Annibale’s pen-and-ink drawing of 

crossed trees records the particular shapes of natural specimens, and the spatial 

interrelationships of the branches (fig. 2).
97

  There is a similar interweaving of trunks and 

treatment of the boughs, with volumetric lines curving around the trunks indicating 

roundness, and with sections of leaves grouped into larger bunches.  Titian regularly 

adapted outdoor studies into his finished works, as he did by incorporating the tree into 

his St Jerome woodcut and the naturalistic result, with its inclusion of realistic details, 

likely appealed to Annibale.   

 Titian had taken up the idyllic representation of the landscape around 1520, 

inspired by its inventors Giovanni Bellini and Giorgione.
98

  The pastoral scene in Titian’s 

woodcut Landscape with a Milkmaid of c.1525 (fig. 4) may have impressed Annibale in a 

general way, because he too liked to depict rural life.  As Annibale’s drawing of a boy 

herding cattle (fig. 5) illustrates, he took up such subjects in a genre-like manner, 

                                                   

   97 Loisel, Inventaire Général Vol. VII (2004), 296-297, no. 726, inv. 7484. 

   98 Rosand and Muraro, Titian and the Venetian Woodcut (1976), 140:  Titian’s preparatory drawing does 

not include the print’s running horse or large perching eagle. 
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presumably sketching directly from nature.  The freshness of vision in such drawings 

remains potent more than four centuries later. 

 Annibale’s art can be connected directly with Campagnola’s and the Venetian 

tradition through his drawing of a landscape with a peasant and his dog (fig. 6), in which 

Annibale takes his inspiration from Campagnola’s woodcut Landscape with Peasant and 

Dog of c.1530-35 (fig. 7).  Annibale is believed to have drawn a copy after Campagnola’s 

woodcut, as recorded by the inscription on Claude Macé’s engraving (fig. 8) after 

Annibale’s drawing.
99

  With its reversal of the image, Macé’s engraving indicates that 

Annibale’s drawing was modelled on Campagnola’s woodcut, and not on the latter’s 

original source, a drawing by Titian.  Campagnola had turned to Titian for his peasant, as 

we can see from Titian’s drawing of a landscape with three shepherds (fig. 9), which 

features a piping shepherd at the extreme right.  The reversal of Campagnola’s design 

from that of Titian’s drawing implies that the orientation of Campagnola’s woodcut block 

matched Titian’s peasant figure.  In Campagnola’s print, Titian’s piping shepherd, 

accompanied by his flock, was transformed into a trudging peasant with a large-brimmed 

hat and a hoe on his shoulder, escorted by his dog.   

 Annibale’s drawn copy of Campagnola’s woodcut, as engraved by Macé, proves 

that he studied Campagnola, but he re-interpreted the Venetian scene in his own drawing.  

Annibale repeated the trudging of Campagnola’s peasant but replaced his hoe with a sack 

and walking stick, and the distracted dog is now tagging behind.  Rather than succumb to 

Campagnola’s mesmerizing and swirling depiction of nature, Annibale responded with a 

                                                   

   99 Ibid., 156.  Campagnola’s composition was reproduced in a design attributed to Annibale Carracci in 

the Jabach collection, no. 18B.  Stephen Michael Bailey, Carracci landscape studies: the drawings related to 

the "Recueil de 283 estampes de Jabach", Vols 1-2 (PhD Thesis, University of California, Santa 

Barbara, 1993), I, 306-307, no 65. 
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more naturalistic view.  He adopted some elements of Campagnola’s background, with its 

river winding away beside a series of receding hills, but he removed Campagnola’s large 

serpentine tree trunk that at once places the peasant in the woods and charmingly 

obscures him from view in a strategy that implies movement.    

 Annibale opted for a clarified composition in which his peasant and dog, like the 

figures in Titian’s Landscape with a Milkmaid, occupy the stage-like foreground where 

they move parallel to the picture plane.  He likewise followed Titian in placing the tree 

trunk at one end of the scene, to establish a baseline for the main action and to 

interconnect the sky and land, allowing the figures to come to the fore.  The horizon in 

Titian’s and Campagnola’s prints is placed high, creating a tilted effect to the landscape 

and engaging more of the compositional space, while Annibale used a less exaggerated, 

lower viewpoint that is more in keeping with natural vision.  Titian’s figures are engaged 

in generic tasks of husbandry, which are made to seem quaint; Campagnola’s peasant is 

literally part of the woodwork, almost a staffage figure giving animation to the landscape.  

In contrast, Annibale has invested his peasant with personal character, with which the 

viewer can identify.  His scene contains unique details that strike one as something he 

experienced on his youthful rambles outside Bologna’s city walls.
100

  As his peasant 

trudges along happy-go-lucky, he spies a squirrel chattering at him from atop a tree 

stump, and his dog stops to inspect a tiny lizard sunning itself by the path.  The drawing, 

while borrowing and adapting a Venetian motif, expresses a quirky, anecdotal vision. 

                                                   

   100 Malvasia, Felsina pittrice (Zanotti, 1974), I, 308: The idea that the Carracci went into the countryside 

to draw was conveyed by Lucio Faberio who recounted that the Carracci and their students would do so as 

a diversion from their studies in the academy.  Their many landscape drawings support his statement. 
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 Domenico Campagnola’s woodcut Landscape with a Wandering Family of 

c.1535-40 (fig. 10) presents another opportunity to compare a Venetian landscape print 

with Annibale’s drawings.  Campagnola’s panoramic later landscapes typically have high 

foregrounds that look out over extended vistas, with middle-grounds marked by castles or 

bridges.  His Landscape with a Wandering Family features a group of figures advancing 

towards us, up the hill on which the viewer stands.  The same strategy for suggesting 

movement and depth was sometimes used by Annibale in his drawings and small oil 

landscapes.  Annibale’s drawing of a landscape with travellers on a path (fig. 11) presents 

a similar, partially-obstructed view of the figures, moving away from us down the road 

and disappearing over the crest of the hill.
101

  The distant town is set before a backdrop of 

high mountains, and the viewer is clearly positioned on the same level with the crossed 

trees, just above the travellers’ path.  A scatalogical figure, not uncommon in Annibale’s 

landscape drawings (along with hanged men), crouches in the right foreground.   

 There are, however, differences between Campagnola’s and Annibale’s 

landscapes.  In Campagnola’s world, nature’s potency is communicated by the energetic 

swirling of the composition.  In Annibale’s, nature is described in a more documentary 

manner, and one feels the weight of gravity. While Campagnola’s print represents a kind 

of conceptual starting point for the depiction of a thrilling view, in Annibale’s 

interpretation the viewpoint is more naturalized.  Unlike Campagnola, he distinguishes 

between the heavily shaded non-descript foreground features of the land, the depth of the 

valley and town, and the indistinct haze of the far-off mountains.  In place of 

Campagnola’s vast and churning panorama laid out below, Annibale interrupts the view 

                                                   

   101 Loisel, Inventaire Général, Vol. VII (2004), no. 728, inv. 7483. 
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and sets up the dark and bulky foreground hillock as a contrast.  Despite these 

differences, the division of space and the treatment of the out of doors link Annibale’s 

landscapes to the Venetian tradition through Campagnola’s example. 

 Cornelis Cort’s prints after Titian and Muziano provided the ideal platform from 

which Agostino and Annibale Carracci could launch their investigations into Venetian 

art.  We know that the Carracci looked closely at Cort’s prints, because Agostino copied 

several in the early 1580s in order to improve his technique and to bring its quality up to 

that of the outstanding Flemish engraver.
102

  In doing so, Agostino was following the 

example of his master Domenico Tibaldi, who had also copied the very engravings to 

which we now turn.  Cort made two series of prints after Muziano’s drawings of saints in 

landscapes, which form an important body of work for transmitting Venetian-inspired 

representations of the landscape to Agostino and Annibale.   

 Although Muziano is largely considered an artist of Rome, where he spent much 

of his mature career, his contribution to the genre of landscape developed directly out of 

his formative experience with Venetian painting.  Leaving his birthplace in Brescia, he 

apprenticed with Domenico Campagnola in Padua between 1544 and 1546.  Working in 

Venice until 1549, he was inspired by Titian, from whom he learned to make the setting 

carry the mood of the picture.  Muziano’s images of saints in landscapes, as transmitted 

through Cort’s prints, provided an essential model for Annibale’s development of the 

landscape genre and for his concept of the depiction of hermits meditating in lonely 

places.   

                                                   

   102 De Grazia Bohlin, Prints and Related Drawings (1979), 35. 
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 Between 1567 and 1570, Muziano designed preparatory drawings (now in the 

Louvre), for Cort’s execution of three smaller prints of saints in landscapes, collaborating 

with Cort in the same manner as had Titian.  Three years later Cort produced a larger 

series of Six Penitent Saints after Muziano.  For Annibale, the most important of the early 

series was the imagery of St Francis, a popular saint Annibale depicted repeatedly over 

the course of his life.
103

  The entire six prints of the later large series would later prove 

indispensable to his conception of the narrative landscape with embedded figures.
104

   

 Muziano’s roots in Titian’s landscapes and the transmission of Venetian ideas 

through Cort’s engravings after Muziano are evident in a comparison between Titian’s 

woodcut St Jerome in the Wilderness (fig. 2) and Cort’s engraving after Muziano, St 

Francis Receiving the Stigmata in a Landscape of 1567 (fig. 12).
105

  The lineage of this 

imagery extends from Cornelis Cort to Agostino’s master Domenico Tibaldi, who 

composed his engraved St Francis (fig. 13) closely on two of Cort’s engravings after 

Muziano.
106

  Muziano’s design perpetuates Titian’s sense of movement and high horizon.   

 We can see by comparing these works by Titian, Cort (after Muziano) and Tibaldi 

with the drawing of St Francis receiving the stigmata by Agostino (fig. 14) that the latter 

was also impressed with the notion of engulfing the narrative figure within the landscape.  

Both Agostino and Cort made brilliant use of tone to create a sense of atmosphere, but in 

different ways.  It is more obvious in Cort’s engraving, where there is considerable use of 

                                                   

   103 Bierens de Haan, L’Ouevre Gravé de Cornelis Cort (1948), no. 128, St Francis Receiving the Stigmata 

in a Landscape, 1567; and no. 129, St Francis Receiving the Stigmata, 1568.   
   104 Ibid.: Cort’s series of six prints after Muziano are Bierens de Haan catalogue numbers: 113, St Eustace 

in a Landscape, 1573; 114, St Francis Penitent in a Landscape, 1575; 115, St John the Baptist Penitent in a 

Landscape, c.1574-75; 116, St Jerome Praying in a Landscape, 1573; 117, St Jerome in Meditation in a 

Landscape, 1573; 118, St Magdalene Penitent in a Landscape, 1573; and 119, St Onofrio Penitent in a 

Landscape, 1574. 

   105 Ibid.: no. 128. 

   106 Ibid.: no. 128 & 129. Albertina, Graphic Arts Collection, Vienna. 
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the typically Venetian arrangement of tonal areas, exhibiting contrasting edges of dark 

and light.  This effect is still present in Agostino’s drawing, but to a lesser degree, which 

could be explained by the difference in media.   

 Datable later prints and paintings by Annibale hint at his exposure to Cort’s 

oeuvre after Venetian works.  Among those in Cort’s Six Penitent Saints after Muziano 

are Annibale’s painting the Landscape with the Vision of St Eustace of c.1585 in Naples 

(which will be discussed in the next chapter with Cort’s St Eustace) and Annibale’s print 

of Mary Magdalene Penitent of c.1591, which may have its origins in Cort’s St Mary.  

The many correspondences between Annibale’s art and Venetian prints, especially as a 

resource for individual figures and his conception of landscape, indicate his decisive 

familiarity with a substantial number of works by other artists. 

Agostino and Annibale in Venice, 1582 

 Malvasia reasoned that Annibale did not go to Venice in 1580, although in his 

letter from Parma dated that year he expressed a strong desire to do so.  In this letter to 

Ludovico, Annibale complained about Agostino being delayed by work from joining him 

in Parma, and he mentioned another barrier to further travel, which seems to have been 

(if we read between the lines) a shortage of funds.  Malvasia tested the idea that Annibale 

went to Venice in 1580 against the testimony of Giacomo Cavedone and Francesco 

Albani, each of these former Carracci students remembered the story differently.  In the 

end Malvasia had to admit that he could not ascertain when Annibale went to Venice.
107

  

His rejection of 1580 as the year of Annibale’s first trip to Venice, however, seems in 

                                                   

   107 Malvasia, Felsina pittrice (Zanotti, 1974), I, 270. 
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agreement with some of the artistic evidence, and there is no firm evidence to connect 

Annibale with Venice before 1582. 

 The dates and publishers inscribed on Agostino’s engravings demonstrate that 

after completing his apprenticeship with Domenico Tibaldi in 1581, he remained in 

Bologna, where he taught Annibale to engrave and where the two produced prints after 

local altarpieces.
108

  Agostino and Annibale continued to collaborate on prints into early 

1582, the year inscribed on some of their engravings after local Bolognese paintings.
109

  

Also in 1582, Agostino spent time in Cremona engraving the illustrations for the Campi 

publication of Cremona Fedelissima, a history of the city and a tribute to its rulers in 

Milan.  Although the engravings were done c.1582-84 and the book was published in 

1585, the bulk of Agostino’s illustrations have been dated to 1582 by De Grazia, as they 

are stylistically consistent with his works done just before his trip to Venice.
110

   

 We can be absolutely certain that Agostino went to Venice in 1582, the date he 

inscribed on his engravings of recent works by Tintoretto and Veronese.  In order to 

complete these works, which were published by Luca and Orazio Bertelli of Venice, 

                                                   

   108 De Grazia Bohlin, Prints and Related Drawings (1979), 35 and 422: Agostino may have supervised 

Annibale’s first print, a Crucifixion signed and dated 1581 by Annibale, but De Grazia notes that the fine 

burin lines are similar to those of Agostino’s work while under Tibaldi.  Ibid., 106: In the same period, 

Agostino engraved two prints after drawings by Annibale, a Baptism of Christ and an Adam and Eve. The 

Baptism of Christ is universally accepted as an early engraving by Agostino, inscribed “Ani . In.”, 

signifying it is after a drawing by Annibale.  Ibid., 111:  The engraving Adam and Eve is inscribed “1581,” 

but lacks a signature.  De Grazia based the attribution on comparison of the technique with contemporary 

prints, and the existence of a similar drawing by Annibale in the Louvre, Loisel no. 466.  De Grazia also 

reasons that Malvasia tells us Agostino taught Annibale to engrave. See Malvasia, Felsina pittrice (Zanotti, 

1974), I, 294.  Loisel, Inventaire Général, Vol. VII (2004), 227: Loisel argues that Annibale was as yet 

incapable of executing such a drawing in 1581, but the drawing was heavily retouched by Michel II 
Corneille, so this is difficult to determine. 

   109 One of these is Annibale’s print based on his own drawing of the Holy Family with St John the Baptist 

and St Michael the Archangel, after the altarpiece in San Giacomo Maggiore by Lorenzo Sabatini and 

Denys Calvaert.  Sabatini, returning to Bologna after working in Rome for the Bolognese Pope Gregory 

XIII and at a mature stage in his career, had begun to take an interest in Correggio, which was probably 

what attracted Annibale to his work. 

   110 De Grazia Bohlin, Prints and Related Drawings (1979), 153. 
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Agostino must have remained in the city for some time, and his presence there provides 

us with the best scenario in which Annibale may have first visited the city.  If Ludovico 

had already made the acquaintance of Tintoretto in the 1570s, Agostino solidified and 

expanded the Carracci connections with Venice through his reproductive engravings of 

1582, and paved the way for Annibale’s contact with the artists there. 

 By copying the works of Cornelis Cort, Agostino had improved his engraving 

technique.
111

  Cort’s great technical innovation had been in using a larger cutting tool and 

placing his lines further apart.  At the same time, he varied the width of the lines in a 

swelling and tapering fashion that facilitated the description of form through the 

modulation of light and shadow.  Agostino, seeing the potential of this technique, adopted 

it and developed it further, using more of the white of the paper to advantage.  Agostino’s 

engravings of 1582 after Venetian paintings show that by then he had fully understood 

the inherent possibilities in Cort’s technique.
112

 

 Striving for new ways to translate Venetian art into a black and white medium, 

Agostino then developed his skills beyond Tibaldi and Cort.
113

  His mastery of the burin 

enabled him to represent a broad range of tones and textures.  His engravings translated 

the colours of Venetian paintings into their tonal equivalents (on the grey scale), and as 

well as conveying the qualities of texture, and of light and shade – all of which are at the 

core of Venetian art.  In the process of reproducing a painting as an engraving, Agostino 

tended to make compositional changes or even to delete figures or introduce new ones.  

                                                   

   111 De Grazia, Prints and Related Drawings (1979), no. 142:  In 1581, he had executed a copy of Cort’s 

Rest on the Flight into Egypt after a painting by Bernardino Passeri, as an exercise to perfect his technique 

(Bierens de Haan, no. 42); De Grazia, no. 39.   For the same motive, Agostino in 1586 engraved 

Correggio’s Madonna of St Jerome, not after the painting itself, which he had seen in the church of 

Sant’Antonio, Parma, but (as De Grazia has shown) after Cort’s print and in direct competition with it.   

   112 Ibid., 32-33: 

   113 De Grazia Bohlin, Prints and Related Drawings (1979), 35, 40. 
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Feigenbaum has suggested that the Carracci copied works for various reasons, one being 

the challenge of trying to improve upon the original.
114

   

 De Grazia proposed that Agostino’s six engravings of 1582 after Veronese may 

suggest that the two artists were formally collaborating on an undertaking, but no contract 

survives to confirm this idea.  Malvasia in fact reported that Venetian publishers were 

competing with each other to get Agostino under contract.
115

  Unlike Titian, who during 

his life had worked with Cornelis Cort as the interpreter of his paintings in print form, so 

far as we know, Veronese had not chosen to have his works engraved until Agostino 

came along.
116

  All but one of the six paintings by Veronese that Agostino engraved were 

recent works, dating from 1575 to 1581.  The exception was the altarpiece in San 

Francesco della Vigna, that is dated 1551.  The intention behind the 1582 series of 

engravings was probably to increase the fame of the paintings, and to generate revenue.  

In his Life of Veronese, Ridolfi claimed that the honour due to Veronese would have 

been increased by Agostino’s prints, which continued to broadcast his fame forever.
117

 

 De Grazia proposed a chronological order to Agostino’s 1582 prints that saw his 

first challenge in Venice as engraving Tintoretto’s Temptation of St. Anthony (fig. 15), a 

dynamic altarpiece of 1577-78 in the church of San Trovaso.
118

  The entire print is in a 

lighter key than those after Veronese, perhaps to avoid tackling the deepest darks of 

                                                   

   114 Gail Feigenbaum, “When the Subject Was Art: The Carracci as Copyists,” Il Luogo ed il ruolo della 

città di Bologna tra Europa Continentale e mediterranea, Andrea Emiliani and Giovanna Perini, editors 

(Bologna: Nuova Alfa Editoriale, 1992), 298. 
   115 Malvasia, Felsina pittrice (Zanotti, 1974), 270:  Bertelli and Rosigotti are two Venetian publishers 

mentioned by name. 

   116 Terisio Pignatti and Paolo Ticozzi, Paolo Veronese e i suoi Incisori, Venezia, Museo Correr, luglio – 

agosto, 1977 (Venezia: Alfieri Edizione d’Arte, 1977), 33. 

   117 Ridolfi, Le maraviglie (Hadeln, 1965), I, 346-347. 

   118 De Grazia Bohlin, Prints and Related Drawings (1979), 196:  De Grazia concluded it was the first of 

Agostino’s seven in 1582, because of the limited tonal range, and its relatively fine, closely-space lines. 
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Tintoretto’s chiaroscuro.  Agostino uncharacteristically reversed the image, and he 

broadened the composition’s width and compressed its height, but this also he did with 

many of his other prints after Venetian paintings.  The resultant change in shape tends to 

slacken the tension of the original designs.  Tintoretto, however, was obviously pleased 

with the result, because he had Agostino engrave more of his works in years to come.  

 Agostino next engraved six paintings by Veronese, all of which retain their 

original orientation.  In Agostino’s Pietà with Madonna and an Angel (fig.16) after 

Veronese’s painting made around 1580-81 for Santi Giovanni e Paolo (Hermitage, St 

Petersburg), Agostino increased the dramatic impact by placing the angel’s stance at a 

sharper angle.  This change resulted in a reduced intimacy between the figures, created in 

the original by their closely placed heads emerging out of the swallowing darkness.  

Agostino lightened the background, possibly in an attempt to avoid an overuse of black 

ink in his print, and added a large tree trunk at the right side that anchors the figural 

group.  His changes introduce increased depth and more modelled and sculptural figures, 

while his fuller tonal range, compared with that of the St Anthony print, balances the 

darker areas with a judicious use of white. 

 Agostino engraved the Holy Family with St Catherine, St Anthony Abbott, and 

the Infant St John the Baptist (fig. 17) after Veronese’s altarpiece of 1551 in the Cappella 

Contarini of San Francesco della Vigna.  Once again it was necessary to balance the 

many dark areas, especially the mass of St Anthony’s cloak.  In Agostino’s version, St 

Joseph’s gaze, which is directed out at the viewer in Veronese’s painting, is re-cast to 

contain it within the composition.  Agostino also compressed the picture vertically and 

broadened it horizontally, in adapting it to his copperplate.  In these adjustments of 
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proportions, he typically opted to alter the space between the figures rather than meddle 

with the poses, and then padded the lateral edges with extra space where necessary. 

 For Agostino’s engraved Mystic Marriage of St Catherine (fig. 18) after the large 

painting then in the monastery of Santa Caterina, De Grazia has suggested that the 

engraver probably worked after a preparatory drawing by Veronese.
119

  Very little 

compositional change was needed to adapt this painting to print form, and the only 

significant alteration was that the height of the upper register was lowered.  Agostino 

successfully conveyed the aristocratic air of the figures and their rich fabrics in his 

rendition of a composition that was to inspire Annibale in his large Madonna of St 

Matthew of 1588 (Gemäldegalerie, Dresden). 

 Agostino expanded to two copper plates for his Martyrdom of Saint Justina (fig. 

19), after Veronese’s large canvas on the high altar of the Basilica of Santa Giustina in 

Padua of 1575 (fig. 20).  The print was issued with a privilege from the Church and the 

Venetian Senate.  Once again he may have worked from an intermediate drawing 

supplied by Veronese, making a few small changes and adding some finishing details.
120

  

It is evident in this print that Agostino was mastering the ability to render the Venetian 

illusion of three-dimensional space achieved through the use of tonal contrasts between 

figures and the manipulation of back-lit silhouettes.  The Venetian manipulation of light 

and shadow is especially noticeable in the centre-right area of the Santa Justina print 

where the forward-leaning figures are brightly lit, and the figures at the back under the 

large cast shadow of the heavenly clouds are rendered in a murky indistinctness and are 

                                                   

   119 De Grazia Bohlin, Prints and Related Drawings (1979), 202:  As the painting was in a women’s 

cloistered convent, Veronese may have provided an intermediary drawing. 

   120 Ibid., 204:  Agostino’s engraving differs from both the painting and a preparatory drawing by 

Veronese, formerly at Chatsworth and now in the J.Paul Getty Museum in Los Angeles.  As the painting is 

on the high altar at an impractical viewing distance, Veronese may have supplied an intermediary drawing. 
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darkly silhouetted against a bright sky.  Meanwhile, in the upper cloud formation with its 

embedded angels, the details are softly picked out of the darkness by reflected rays of 

light.  Overall, this representation of light and shadow is highly naturalistic.  For its 

structure, Venetian painting relied on modulated areas of colour and tone, rather than 

primarily on line.  Agostino, however, was able to find tonal equivalents on the grey scale 

to the range of hues, as well as representing the lights and darks, and the textures of the 

Venetian paintings he was reproducing.  

 Agostino also engraved The Madonna Protecting Two Members of a 

Confraternity after a painting by Veronese once in the Basenghi collection in Parma but 

now lost, making a comparison impossible.  Another of Agostino’s engravings after 

Veronese, the Crucifixion (fig. 34) after an altarpiece in San Sebastiano, soon provided 

Annibale with a model for his painting the Crucifixion with Saints (S. M. della Carità, 

Bologna) of 1583.  In adopting Veronese’s composition to his plate, Agostino retained 

the original poses but lowered the cross significantly, bringing it down about half a 

figure-length and cutting off the arch of the altarpiece format and top of the cross.  The 

body of Christ is stockier than Veronese’s, and the trio of women is enlarged.  These 

compositional changes were necessary because of the radically different proportions of 

the two pictures.  Agostino’s print, in this case, can be considered not so much a 

reproduction as an interpretation in the spirit of Veronese’s work.  

 In these Venetian engravings from 1582, Agostino judiciously interpreted the 

compositions of his source material.  He adjusted the original design where necessary for 
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changes of dimension required by the copperplate.
121

  He successfully translated 

Tintoretto’s and Veronese’s works into tonal form as he adapted them to the graphic 

medium, which was no small feat.  Through this exercise, Agostino acquired an 

understanding of their exploitation of colour (and the tonal values of hues expressed in 

their grey-scale equivalents), manipulation of light and shade, and the texture they 

achieved through active brushwork, all of which set Venetian painting apart from that of 

Central Italy.  In the years immediately following Agostino’s first working visit to 

Venice, his paintings show that he was affected stylistically by Venetian art.  Ostrow saw 

this as being in advance of Annibale, but had not considered there to be much trace of 

Venice in Annibale’s work before 1588.
122

  As we will see, the brothers were attracted to 

different aspects of Venetian art. 

 Annibale probably went to Venice for the first time in 1582 to join Agostino who 

was already there.
123

  It was Malvasia’s conjecture, reached by weighing all the available 

evidence, but favouring Albani’s version of events: “Ch’essi tirò egli poi colà Annibale a 

veder l’opre de’suddetti maestri, tornando molto tempo dopo ambiduoi a Parma.”
124

  

Although there is no documentary evidence of when Annibale went to Venice, his first 

response to Venetian art was quoted by Malvasia in a fragmentary undated letter 

purportedly from Agostino in Venice to Ludovico in Bologna.   

Quanto ad Annibale […] vedute le immense machine di tanti valentuomini e 

rimasto aitonito e stordito, con dire che credeva bene di cotesto paese gran cose, 

                                                   

   121 Copperplate dimensions may not have been standardized in Agostino’s time, but there were probably 
some limitations dependent on the printing presses.  Large or elongated images were created by joining two 

or more separate printed sheets. 

   122 Ostrow, Agostino Carracci (1966), I, 23. 

   123 Bellori, Le vite (Borea, 1976), 36; Malvasia, Felsina pittrice (Zanotti, 1974), I, 270. 

   124 Malvasia, Felsina pittrice (Zanotti, 1974), I, 270: “And according to Albani [Agostino] then got 

Annibale to come there to see the works of the above [Venetian] masters, and only at a much later time did 

the two of them return to Parma.”  That later time would likely have been c.1586. 
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ma non si sarebbe imaginato mai tanto, e dice che adesso si conosce ch’egli 

anche è un goffo e non sa nulla: di Paolo poi adesso confessa esser il primo uomo 

del mondo, che V.S. aveva molto ben ragione se tanto glie lo comendava; che è 

vero che supera anche il Correggio in molte cose, perchè è più animoso è più 

inventore.
125

 

 

This letter includes Annibale with his brother, whose dated engravings place Agostino in 

Venice in 1582 at the earliest.  It is significant that the timing is supported by the 

evidence of Annibale’s early use of the drawing materials and techniques favoured by the 

Venetians and his painting style of c.1582-83.   The letter further implies that Ludovico 

had already been in Venice and seen Paolo Veronese’s paintings.  It reinforces the 

plausibility of Malvasia’s unsubstantiated claim that Ludovico had shown his younger 

cousins drawings he had made in Venice. 

 It is clear from the postille that Annibale knew some of the Venetian artists 

personally.  For instance, he defended Jacopo Bassano next to Vasari’s meagre 

explanation of the Venetian as a painter of animals and small pictures, and recounted an 

incident from his visit to Bassano’s studio.
126

  In another comment, Annibale referred to 

Veronese personally, “questo Paolino i[l] quale ho io conosc[iuto] et visto le 

bell’ope[re] sue…”
127

  Perhaps in reference to a transcript of the postille, Bellori also 

wrote that Annibale knew the living masters of Venice.
128

   

                                                   

   125 Ibid., I, 270: “As for Annibale […] when he saw the vast, well thought-out productions of so many 

fine painters here, he was astonished and stunned, saying that he had always expected to find great things in 

this country, but would never have imagined them to be so extraordinary, and says he now recognizes he is 

a clumsy painter and doesn’t know anything: that Paolo is the greatest man in the world and that you were 

absolutely right in commending him so highly, that it is true that he surpasses even Correggio in many 

things, because he is more spirited and more of an inventor.”  Translation: Summerscale, Malvasia’s Life of 
the Carracci (2000), 100. 

   126 Perini, Gli Scritti dei Carracci (1990), 163, Vasari, p. 816, r.17 (vita di Tiziano). 

   127 Ibid., 159: postilla 8, Vasari, p. 525, r.21 (vita di Michele Sanmicheli); and 163: postilla 38, Vasari, p. 

816, r. 17 (vita di Tiziano): “this Paolino [Veronese] is the same I have known and have seen his beautiful 

works” 

   128 Bellori Le vite (Borea, 1976), 35: Bellori wrote that Annibale joined Agostino in Venice where he met 

Veronese, who was still living, as well as Tintoretto and Bassano. 
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 Even if Annibale’s visit to Venice in 1582 may have been rather short, he would 

surely have benefitted from his brother’s knowledge of the city.  Agostino was then in a 

position to introduce Annibale to the leading artists and to arrange visits to their 

workshops.  It would have been natural for Annibale to take a keen interest in the 

paintings after which Agostino was engraving, and it is significant that most of them 

were recent works.  Recalling his passionate endorsement of Titian in his 1580 letter 

from Parma, we can well imagine that Annibale would have eagerly sought out Titian’s 

paintings, some already known to him through prints and others unfamiliar.  The postille 

indicate that Annibale went to study specific works by Titian in public and private 

locations in Venice.  Both Bellori and Malvasia asserted that Annibale copied Titian’s 

Venetian works, and this is supported by the existence of a copy of Titian’s Death of St 

Peter Martyr in the Trafalgar Gallery, London, which may be that mentioned by 

Malvasia.
129

  Annibale also would have encountered for the first time, the paintings of 

many artists whose work he had not yet seen in print form. 

Annibale’s Early Works to 1583 

 By 1582, the Carracci had opened their academy, and although the exact date of 

the founding is not known, it may have been established after the return of Agostino and 

Annibale to Bologna.
130

  The brother’s experience in Venice, perhaps in particular their 

visits to the workshops of the most successful Venetian artists, could have factored into 

the timing of the decision.
131

  There was no academy in Bologna of the sort established in 

                                                   

   129 Gail Feigenbaum, “When the Subject was Art,” (1992), 301; Malvasia, Felsina pittrice (Zanotti, 1974), 

I, 270. 

   130 Malvasia, Felsina pittrice (Zanotti, 1974), I, 405:  The earliest mention of the Carracci Academy is in 

Malvasia’s Life of Innocenzo Tacconi, wherein the artist Bonconti is said to have attended in 1582.  

   131 Ibid., 276:  The Academy was first called the Accademia dei Desiderosi (of the desirous), and later 

renamed the Accademia degli Incamminati (of those on the path). 
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Florence, but only the workshops of the leading Mannerist painters.  Drawing from 

nature, especially from the figure, would become central to the Carracci’s method.  With 

the founding of their academy, they started to distance themselves from the older masters 

in Bologna, as well as gaining credibility and prominence, attracting promising students 

and winning prestigious commissions.
132

   

 Annibale’s early genre paintings, such as his Boy Drinking (fig. 21) and Bean 

Eater (fig. 22), were likely done soon after his return from Venice and are generally dated 

to c.1582-83. They both demonstrate connections with Venice in subject matter and 

painting technique.  The Boy Drinking appears to have been a popular subject as 

Annibale painted a number of versions, three of which survive.  It could be related to a 

similar figure on the left in Jacopo Bassano’s Flight into Egypt (fig. 23) of c.1544-45.
133

  

Bassano’s drinker tosses his head back in the same movement as that of Annibale’s 

drinking youth.
134

  Annibale’s drawing of a boy eating (Uffizi, Florence) may also be 

related to Bassano’s figure, as the boy tilts his head back to sup from his spoon.
135

 

 Annibale’s Bean Eater bears some relation to Vincenzo Campi’s Ricotta Eaters 

(fig. 24) of about the same time, as both represent peasants eating.  If Annibale had 

accompanied Agostino to Cremona in 1582 when his brother was working on the 

Cremona Fedelissima illustrations, it is possible that he saw Campi’s Ricotta Eaters 

during his visit.  Though Campi’s earliest version of this subject is undated, some of his 

                                                   

   132 Ibid.: Malvasia described the new academy as attracting young apprentices, some of whom defected 

from the studios of other Bolognese masters, stirring up resentment towards the Carracci.  These youths 
formed a supporting workforce for the collaborative fresco projects in the 1580s, and simultaneously 

benefitted from the Carracci’s generous training.  They included Guido Reni, Domenichino, Francesco 

Albani, and Giovanni Lanfranco. 

   133 David McTavish (2013), personal communication, Queen’s University, Kingston. 

   134 The picture’s provenance dates back only as far as the mid-eighteenth century, therefore we cannot be 

absolutely certain that Annibale encountered it, but the highly unusual depiction speaks for itself. 

   135 Annibale’s drawing of a boy eating, red chalk and wash, c.1580-81, Uffizi inv. 12393F. 
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other genre pictures are dated 1580 and 1581.
136

  Like Campi, Passerotti also practiced 

genre painting, and in all of these works, the viewer is encouraged to laugh at the 

subjects, who are presented as crude.  But in Annibale’s genre pictures this is not the case 

and instead he affords a degree of dignity to his subjects.  In the Bean Eater, the self-

respecting working man looks up at the viewer in an abrupt manner, as if to question the 

reason for the interruption to his meal.  This sets Annibale’s genre paintings apart from 

those of Campi and Passerotti. 

 Annibale’s treatment of his genre subjects is closer to that found in Venetian art, 

in which peasant life was represented with more dignity.  Examples of Venetian figures 

that could have been presented in mockery but were developed as more than a character 

type are Titian’s old woman selling eggs in the foreground of his Presentation of the 

Virgin (Accademia, Venice) of 1534-38, notwithstanding the figure’s iconographic 

interpretation, and Veronese’s dwarfs in his grand Feast paintings.
137

  Jacopo Bassano 

also presented humble peasants cast as characters in Biblical narratives, in such pictures 

as his Return of Jacob With His Family (Palazzo Ducale, Venice) of c.1580, then in the 

Contarini collection.  By 1582-83, Annibale probably would have been familiar with 

examples of genre painting by Campi and Passerotti, and could contrast their works with 

                                                   

   136 Angela Ghirardi, Bartolomeo Passerotti, Pittore (1529-1592) Catalogo Generale, Isabella Vichi, 

translation. (Rimini: Luisè Editore, 1990), 64-66: Ghirardi discusses the timing of the Campi genre pictures 

in relation to those by Passerotti.  Ghirardi notes that none of Passerotti’s genre scenes are dated.  He may 

have been experimenting with genre painting as early as c.1577 (Merry Company), but we do not know for 
certain which artist was first.  Genre paintings from the Netherlands likely were introduced in Cremona by 

the Affaitati banking family, and in Parma by the Farnese.  Ghirardi reminds us that Jacopo Bassano, in the 

1560s, also had access to these models through Venice’s trade with the Netherlands. 

   137 Annibale could have seen Titian’s painting in the Confraternity of Santa Maria della Carità.  For the 

picture’s references to the pagan era in the form of the antique torso and to Judaism in the form of the egg 

seller, see Erwin Panofsky, Problems in Titian, mostly iconographic (New York: New York University 

Press, 1969), 36-39. 
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the pastoral representations of peasants by Jacopo Bassano, and he seems to have leaned 

toward the Venetian mode. 

 Annibale’s early genre pictures seem quickly executed, painted in broad 

brushstrokes, with a documentary emphasis on capturing what is in front of him.  

Although Passerotti appears to have used a looser painting style for his genre paintings 

than for his religious paintings; (perhaps intending to match the perceived crudeness of 

the genre), he did not approach the roughness of surface texture that Annibale achieved – 

one of the most outstanding features of his genre works.  The Bolognese Mannerists had 

practiced a smoothly blended painting technique in which they erased all traces of the 

brush and which had nothing in common with the textured surface of Annibale’s Bean 

Eater.
138

  Veronese and Tintoretto, on the other hand, applied their paint in a direct 

manner, blending to establish the overall lights and shadows, then placing areas of colour 

where needed and avoiding excessive touches of the brush in the layering of the final 

stages.  Their commissions often entailed painting canvases of vast proportions intended 

to be viewed from a distance, and in such cases what mattered was the final effect.  The 

painting technique of Annibale’s early genre paintings argues more eloquently than any 

written document that he had visited Venice by 1582, and had seen Veronese’s paintings 

in person.  It is, moreover, a circumstance that is attested by the postille, Malvasia’s 

letters and the seventeenth-century biographies.  Neither drawings by Ludovico nor 

engravings by Agostino could have transmitted to Annibale this kind of awareness of 

Venetian painting technique, which could only have been learned first-hand. 

                                                   

   138 In the Colonna Gallery, Annibale’s Bean Eater hangs next to a highly finished work by Bronzino, and 

this juxtaposition throws into strong contrast Annibale’s technique. 
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 Annibale’s large Butcher’s Shop of c.1582-83 (fig. 25) again provides evidence of 

his direct contact with Veronese.  Because of Annibale’s awkwardness in the handling of 

the figures, Robertson argued for a slightly earlier date of c.1580-81, but this could just as 

easily be accounted for by his need to adjust the figures to a much larger canvas.
139

  The 

Butcher’s Shop, although related to the genre paintings, was indeed conceived on an 

ambitious scale and may have been a commissioned work.
140

  The pictorial content is 

close to Passerotti’s Butcher’s Shop (fig. 26), but the painting technique is quite different.  

In Annibale’s genre works, the Butcher’s Shop and the Crucifixion with Saints, the paint 

handling appears to be informed by that of Veronese.  As in the case of the Bean Eater, 

the surface has a rough texture resulting from the loosely-applied paint. During his studio 

visits in Venice, Annibale may have observed Veronese at work or seen some works in 

progress.  Veronese’s paint often appears quickly but very confidently applied with 

loaded brushes, without the need for smooth blending of the colours.  In Annibale’s 

treatment of the tunic and apron worn by the butcher weighing meat, he matches 

Veronese’s method of applying impastoed paint.  The modulation of the white drapery is 

also reminiscent of Veronese’s whites, which incorporate reflected colours from other 

elements in the picture.
141

   

                                                   

   139 Robertson, The Invention of Annibale (2008), 33. 

   140 C.D. Dickerson, Raw Painting: the Butcher's shop by Annibale Carracci (Fort Worth, Texas: Kimbell 

Art Museum:  New Haven, Connecticutt, 2010), 39:  Dickerson notes a tentative connection between the 
painting and the Canobi family, who then controlled about one quarter of the city’s butchering trade.  The 

Canobi family commissioned Annibale’s Baptism of Christ of 1585 for the church of San Gregorio.  

Dickerson reasons that, as Ludovico’s father was a butcher by trade, he may have helped Annibale to get 

the commission. Posner, Annibale Carracci (1971), II, 4:  Posner points out that the Butcher’s Shop is 

similar in size to several of Campi’s genre works.  A smaller oil study of butchers is at the Kimbell Art 

Museum of Texas. 

   141 David McTavish (2012), personal communication, Queen’s University, Kingston. 
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 Many of Annibale’s genre paintings have drawings associated with them in which 

he researched individual figures.  Presumably he would have also made pen-and-ink 

compositional sketches for these as well.  At Windsor Castle there is a sheet with two 

preparatory drawings in red chalk for the Butchers’ Shop.  On the recto is the man 

weighing meat at left, and on the verso the man at right hoisting a half-carcass.
142

  

Annibale almost certainly undertook additional preparatory drawings for each of the 

other figures in the Butcher’s Shop, drawings which are now lost.  In this practice of 

preparatory life-studies, he followed Raphael, either knowingly or unknowingly, but it is 

uncertain how he acquired knowledge about this working method, as Vasari did not 

describe it in his Life of Raphael.  While contemporary Venetian artists did not adhere to 

the method of drawing each major figure in their compositions from life, their naturalistic 

aims parallelled those of Raphael, and Annibale was seemingly aware of both 

approaches.  

 Although Malvasia did not write about the Butcher’s Shop, he noted that 

Annibale, delighting in illusion, used to tease their cook by placing pictures of “Quella 

de’pezzi di carne, de’quarti di capretto e delle salsiccie che ritratte dal naturale, e 

coll’altre robe comestibile appeses, burlavano la cuciniera, che rimanendone defraudata 

usciva di se stessa.”
143

  In playing such tricks, Annibale may have been imitating Bassano 

who had played an illusionistic trick on Annibale in his studio in Venice, when Annibale 

                                                   

   142 Daniele Benati et al., The Drawings of Annibale Carracci (Washington DC: National Gallery of Art, 

1999), 48-50. 

   143 Malvasia, Felsina pittrice (Zanotti, 1974), 340: “pieces of meat, or quartered goat, or sausages that he 

would hang up beside the other foods in order to tease the cook, who would fly into a rage at this 

deception.”  This kind of trompe l’oeil appear to have been the prankish revival of an old literary trope that 

began with Pliny, in which an animal was fooled by a picture. 
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reached out to pick up a book from a chair only to find the book was painted on a piece 

card.
144

   

 Annibale’s Dead Christ (fig. 27) is also stylistically dated to c.1582-83, and 

appears to have been done with Andrea Mantegna’s painting of c.1490 (fig. 28) firmly in 

mind.
145

  The pictorial theme of the laying out of Christ’s body in preparation for the 

tomb is of Byzantine origins and probably came to the West through Venice.
146

  

Mantegna’s audaciously foreshortened figure was famous from the beginning of its 

history.
147

  By the time of the Carracci, it was in the collection of Cardinal Sigismondo 

Gonzaga in Mantua, having been in the artist’s possession until his death, used in his 

funeral, and in 1507 purchased by the Cardinal from Mantegna’s son.
148

  

 Since there are no known prints after Mantegna’s Dead Christ, Annibale could 

only have seen the original in Mantua.  At some point, both Ludovico and Agostino 

copied Andrea Mantegna’s Dead Christ.
149

  The three Carracci are in fact known to have 

been prolific copyists throughout their careers, and they resorted to copying as a method 

of learning, and a way to earn some income by satisfying a market demand for high-

                                                   

   144 Perini, Gli Scritti dei Carracci (1990), 63, postilla 38, Vasari p. 816, r.17 (vita di Tiziano). 

   145 Annibale’s painting is almost identical in dimensions to that of Mantegna, increasing the likelihood 

that he had seen the work in person in Mantua and intended his as homage.  Annibale’s picture is 70.7 x 

88.8cm, and Mantegna’s 68x81cm). 

   146 John Steer, A Concise History of Venetian Painting (London: Thames and Hudson, 1970), 68: An 

example is Vittore Carpaccio’s Dead Christ (Gemäldegalerie, Berlin) of c.1519 for the church of San 

Giobbe in Venice, with the corpse laid out parallel to the picture plane. 

   147 Ronald Lightbown, Mantegna, with a complete catalogue of the paintings, drawings and prints 
(Oxford: Phaidon-Christie’s, 1986), 421-423: More than one version appears to have been in existence. 

   148 Ibid., 421. 

   149 There is one copy by Agostino with a provenance in the Giustiniani Collection, and another copy at 

Christ Church, Oxford, is attributed to Ludovico.  Posner, Annibale Carracci (1971), II, 3: See Posner for 

the copy by Agostino.  James Byam Shaw, Paintings by old masters at Christ Church, Oxford: catalogue 

(London, Phaidon, 1967), 99, no. 179: For the copy by Ludovico, the canvas (measuring 76 x 104 cm) is in 

ruinous condition, but showed the sharply foreshortened body of Christ lying on a flat surface. 
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quality copies.
150

  Annibale’s Dead Christ and the other Carracci copies indicate that, at 

some point, they all were likely to have been in the Palazzo Ducale in Mantua.  Although 

there is no proof that the Carracci visited Mantua, the idea is supported by their copies 

after Mantegna and a postilla, in which Annibale says that he had seen and praised 

Titian’s portrait busts of the Roman Emperors painted for the Gonzaga.
151

   

 Annibale’s most important work of this early period, generally accepted as his 

first commission, is his Crucifixion with Saints that is signed and dated 1583 (fig. 29).
152

  

It was made for the Bolognese church of San Nicolò di San Felice.
153

  In his guidebook to 

the art of Bologna, Malvasia identified the figures around the cross as the Madonna, St 

Petronius (the patron saint of Bologna), St Francis, St John and St Bernardino.
154

  An 

unidentified kneeling assistant is also visible at the right.
155

  It is significant that in his 

first altarpiece Annibale should already have displayed a stylistic disconnect with the 

Bolognese Mannerist painters, and simultaneously made connections with Venetian art 

through his compositional arrangement, figural treatment and paint handling.   

  The Crucifixion was normally depicted according to the Biblical account, with 

Christ’s mother Mary and St John the Evangelist at the foot of the cross, and sometimes 

                                                   

   150 Gail Feigenbaum “When the Subject Was Art” (1990), 297-298. 

   151 Perini, Gli Scritti dei Carracci (1990), 162,  

   152 Malvasia, Le Pitture (Emiliani, 1969), 143: Malvasia described it as “la prima operazione che uscisse 

mai dal pennello del grand’Annibale Carracci.” 

   153 Ibid.: The Crucifixion with Saints was damaged in San Nicolò di San Felice, in the allied 

bombardment of January 29, 1944, after which it was removed.  It was restored for the Carracci exhibition 

in Bologna in 1956, and relocated to Santa Maria della Carità.  Founded in the twelfth century, the church 

had been renovated in 1570.  Malvasia listed the chapel for which the altarpiece was created as the ninth in 

the church, belonging formerly to the Macchiavelli but in his day to the Mendicanti family.  Along the 
nearby colonnade, Malvasia noted more than a few paintings by Annibale, suggesting that he had executed 

additional oil paintings or fresco decorations.  San Nicolò remains a roofless derelict today.   

   154 Ibid. 

   155 Posner, Annibale Carracci (1971), I, 3: Posner called the unidentified figure a “young acolyte” but it 

may have been a donor, or relative of the donor.  Robertson, The Invention of Annibale (2008), 46: 

Robertson refers to two acolytes as bearers of St Petronius’ and St Dominic’s attributes.  St Petronius’ 

attribute is the small model of Bologna, which rests in the foreground. 
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with St Mary Magdalene included.  The San Felice commission required Annibale to 

include the narrative scene of the crucified Christ in the conventional vertical format for 

an altarpiece, but with the somewhat unusual addition of several anachronistic saints 

appearing to participate in the biblical event.  We can be certain of at least two precedents 

for this typology in Bologna, one being Prospero Fontana’s Crucifixion (San Giuseppe, 

Bologna) of 1580, with a single anachronistic saint, and the other and more relevant 

being Bartolomeo Passerotti’s Crucifixion with St Paul, St Francis and Two Donors (fig. 

30) of c.1565-69, now in the Collezione Comunale di Bologna.
156

  It is even possible that 

the patron of Annibale’s Crucifixion, no doubt a member of the Mendicanti family, 

predicated the commission on Passerotti’s altarpiece.  But whereas the cross is very close 

to the picture plane in Passerotti’s Crucifixion, with the four figures standing in 

veneration at its base and the background scarcely elaborated, in Annibale’s altarpiece a 

deeper sense of three-dimensional space appears and his figures occupy this space in a 

more naturalistic way.   

 Few, if any, of the sixteenth-century Crucifixion altarpieces that Annibale could 

have seen in Venice included figures of anachronistic saints.  One exception just outside 

Venice was Jacopo Bassano’s Crucifixion (fig. 31) of 1562 in the monastery of San 

Teonisto in Treviso.  Annibale’s animated poses for the central three figures from the 

Biblical narrative bear a strong sympathy of expression to those in Bassano’s Crucifixion.  

In Annibale’s day, Treviso, a city of the Veneto, was easily navigable from Venice by 

canal and the River Sile, but we have no documentation to suggest Annibale ever 

                                                   

   156 Ghirardi, Bartolomeo Passerotti (1990), 155, no. 6: The original location of this painting is unknown. 
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travelled there.
157

  Apart from Bassano’s example, which is hard to claim that Annibale 

saw, there were no specific Venetian typological models for his Crucifixion with Saints.  

He may, however, have sought inspiration by recalling Veronese’s and Tintoretto’s 

renditions of the Crucifixion, as both of these artists had painted altarpieces and laterali 

of the subject.
158

  Among these are Veronese’s Crucifixion (fig. 32), made sometime 

before 1581 for the hospital church of San Salvatore degli Incurabili, and his slightly 

smaller Crucifixion altarpiece dated 1581 for a side chapel in San Sebastiano (fig. 33).  

Both of these works offered Annibale appropriate compositional models for his 

painting.
159

   

 The Crucifixion (fig. 34) of 1582 that Agostino engraved after Veronese’s San 

Sebastiano version is highly relevant to Annibale’s first altarpiece.  Agostino reduced the 

height of the cross in his print, probably to adapt the taller proportions of the composition 

to the dimensions of his copperplate.  The height of Veronese’s arched painting is double 

that of its width.  Agostino’s copperplate was only half-again as tall as its width.  In order 

to maintain the relationships between the figures, Agostino chose to reduce the height of 

the cross and this adjustment brought Christ and the figures on the ground closer together 

in the composition.  Annibale’s altarpiece carries the same height adjustment as 

Agostino’s print (with the cross lowered so that the heads of the standing saints line up 

with Christ’s hip area) but apparently without the same cause.  This would indicate that 

Annibale was initially inspired by Veronese’s painting but, back in Bologna, referred to 

                                                   

   157 Edoardo Arslan, I Bassano (Milano: Casa Editrice Ceschina, 1965), I, 97; and Ridolfi, Le maraviglie 

(Hadeln, 1965), I, 385. 

   158 Veronese and Tintoretto painted broad horizontal narrative depictions of the entire biblical scene, 

made as laterali for the sides of altars.  Titian too painted the Crucifixion, but there were no examples in 

Venice, the nearest being his altarpiece in Ancona. 

   159 The church was deconsecrated in 1806 by Napoleonic edict, and the painting is now in San Lazzaro 

dei Mendicanti. 
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his brother’s graphic interpretation.  Annibale also seems to have followed Agostino’s 

print in using a slightly robust build for the figure of Christ, in dramatizing the sky and in 

the placement of the “INRI” scroll on the cross.   

 Annibale may have been required by the commission to follow the overall 

typology of Passerotti’s altarpiece, but he interpreted the participating figures to appear 

as if they were studied from life.  Annibale probably sought inspiration for his figure of 

Mary in the similarly-posed St Elizabeth in Pellegrino Tibaldi’s fresco Annunciation to 

Elizabeth (fig. 35) of 1552-55 in the Poggi chapel of San Giacomo Maggiore.
160

  

However, Mary’s upturned face in Annibale’s painting is also reminiscent of the 

Magdalene in Veronese’s Crucifixion (fig. 33) of 1581, known to him both from the 

original painting in Venice and from Agostino’s print after it of 1582.  Veronese’s pose 

of Christ’s body in the San Sebastiano Crucifixion is nearly identical to his previous 

rendition for the Incurabili, but in Annibale’s painting Christ’s body appears more rigid.   

 Annibale’s Crucifixion surpassed Passerotti’s bland faces and stiff bodies with 

more emotion and drama.  In Venice by the 1580s, the Crucifixion had been treated as a 

dramatic narrative by both Tintoretto and Veronese, and Annibale’s painting is permeated 

with a similar emotional tone.
161

  Annibale’s St John directs his anguished look out at the 

viewer, with both his arms gesturing emphatically up towards the cross. 

 Annibale also looked to Titian’s figures as models for his first religious 

commission.  It has previously gone unnoticed that several of Annibale’s figures are 

based on those in Titian’s Six Saints (fig. 36) of c.1535, a woodcut that reproduces the 

                                                   

   160 Posner, Annibale Carracci (1971), I, 5. 

   161 Tintoretto’s Crucifixion in the Scuola di San Rocco, completed in 1565, and his much smaller 

Crucifixion of 1568, in the church of San Cassiano, are examples of the horizontal type.  Veronese’s 

version for San Nicol  ai Frari, was painted in 1582 and is now in the Gallerie dell’Accademia.   
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standing figures in the lower half of his Madonna di San Nicolò ai Frari Altarpiece of 

1533-35 (fig. 37).
162

  There are several key points of similarity between Annibale’s 

altarpiece and Titian’s print.  Annibale’s bishop is very like Titian’s, in the angle of his 

head and the gesture of his body, expressing devotional piety.  Annibale used a light 

impasto for the embroidery and brocade of the bishop’s richly decorated cope, which 

appears to be modelled on Titian, suggesting that Annibale had studied it first-hand.  

Annibale’s figure of St Francis also appears to emulate Titian’s work.  The two figures 

are viewed from the same three-quarter rear angle, the only difference being that 

Annibale’s saint is kneeling.
163

  The texture of St Francis’ worn habit implies Annibale 

had studied Titian’s painting in San Nicol .  However, the orientation of the bishop and 

saint does not follow Titian’s painting but rather his print.  Even while Annibale turned to 

Titian as a source, he adapted the natural movements and demonstrative expressions of 

the figures to his own purpose and set them within the narrative scene of Christ crucified.  

  When we compare Annibale’s altarpiece with similar works by Fontana and 

Passerotti, we find that Annibale indeed broke stylistically with the older painters, using a 

rougher application of paint to complement his more naturalistic depiction of figures.  

                                                   

   162 Titian’s altarpiece was made for the small church of the Madonna di San Nicol  della Lattuga ai Frari, 

which stood in front of Santa Maria Gloriosa dei Frari.  It was closed by Napoleon in 1806, and largely 

demolished in 1809.  Vasari, Le vite (Bettarini, 1966-87), IV, 203 Vasari wrote that Titian drew directly on 

the wooden block for the print.  Apparently, Titian had his carver insert a plug in the block to replace 

Sebastian’s head and he redrew it after that of the left-hand son in the antique sculptural group the 

Laocoön.  It then better matched with the head of St Nicholas on the right of the Six Saints, which already 

resembled the father in the Laocoön group.  Ridolfi, Le maraviglie (Hadeln, 1648), I, 172: Ridolfi 

recognized this visual quotation.  Rosand and Muraro, Titian and the Venetian Woodcut (1976), 177-178: 

Rosand and Muraro noted that it was natural for Titian to look to the rediscovered marble group as a 

classical model for the expression of heroic suffering.  Marco Dente made an engraving based on the 
sculpture, c. 1515, after a drawing by Marcantonio Raimondi, and many artists of the sixteenth century 

studied the magnificent marble, either in person, or via the Dente print.  As Titian did not go to Rome until 

1545, he must have known of the sculpture through Dente’s print. 

   163 There is some distortion by Annibale in the rendering of the St Francis’s head at this angle, but it is 

clear that he has improved in his study of anatomy and the figure, when this head is compared with the 

similar head of the standing butcher who hangs up a side of meat in the right foreground of his Butcher’s 

Shop. 
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The bishop’s cope worn by St Petronius is sumptuously rendered with a complex brocade 

pattern and a sheen on the projecting folds of thick drapery, while St Francis’ felted-wool 

habit looks worn and dusty.  This treatment of the contrasting textures of different fabrics 

gives the viewer a tactile impression of the two surfaces that brings life to the scene.  

Such effects rendered by Annibale’s lively brushwork are reminiscent of Titian’s and 

Veronese’s painting, suggesting that Annibale had seen similar techniques in person.
164

   

Annibale’s loosely worked paint also resembles that in Bassano’s Treviso Crucifixion, 

with its similar colour choices.  The emotional expression and gesture of Bassano’s St 

John corresponds to Annibale’s Bishop Petronius.  But perhaps Bassano, in advance of 

Annibale, had also looked to Titian’s Six Saints for this pose, and this common link is the 

real basis for the similarity of Annibale’s and Bassano’s paintings.  Veronese’s Incurabili 

Crucifixion could also have been a model for Annibale’s paint application, as it mimics 

Veronese’s use of cooler undertones with warm opaque highlights applied more thickly 

on top.  Annibale’s dark sky, part of the Biblical text, is also modelled on Veronese’s.  It 

would be unproductive to compare Annibale’s paint too closely with the San Sebastiano 

Crucifixion, because it was heavily restored in the nineteenth century, and now exhibits a 

lighter tonal range throughout, with a correspondingly altered palette.
165

     

 In his first commissioned altarpiece, Annibale appears to have been assigned a 

typology recently used by Passerotti, which he then overhauled by integrating his 

experience of Veronese’s and perhaps Bassano’s recent paintings of the Crucifixion, and 

                                                   

   164 Heinrich Bodmer, “Die Jugendwerke Annibale Carraccis,” Zeitschrift für bildenende Kunst, LVIII 

(1924), 104-106: Bodmer observed sufficient Venetian paint handling to convince him Annibale went to 

Venice in 1582.  Cropper and Dempsey, “The State of Research,” (1987), 502: These authors likewise 

remarked on how different Annibale’s “Titianesque scumbling” was from Passerotti’s work. 

   165 Xavier F. Solomon, “The restoration of Veronese’s ceiling in San Sebastiano, Venice,” in The 

Burlington Magazine, 154, no. 1306 (Jan., 2012), 22. 
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his study of Titian’s Madonna di San Nicolò.  With this work Annibale introduced a new 

level of naturalism and emotion, and his altarpiece quickly made an impact in Bologna.   

Bartolomeo Cesi (1556-1629), the Bolognese painter in the Carracci circle, modelled his 

Crucifixion with the Virgin, St John the Baptist, St Mark and St Anthony Abbott (San 

Martino, Bologna) of c.1584/85 on Annibale’s Crucifixion with Saints.   

 Malvasia reported a hostile response to the painting on the part of the established 

Bolognese painters, headed by Fontana, Calvaert and Passerotti, who complained that the 

Crucifixion was low, lacked decorum and followed imperfect nature too closely, “come 

di un modo triviale troppo, dicevano, e in consequenza facile ad ongi imperito, che 

sentendosi senze fondamento e povero di partiti, ben poterra, nudato un facchino o 

postogli un panno indosso, copiarlo di peso sul quadro, e presso a’ poco intendenti farsi 

un grand’onore con poco capitale d’ingegno.”
166

  Malvasia’s account of the reception of 

Annibale’s altarpiece may have been crafted with conflict to drive his narrative forward, 

and to make the eventual Carracci reform so much more of a triumph.  The fact that other 

artists, like Cesi, immediately took up the more naturalistic Carracci style, suggests the 

older artists could not afford to criticize for long.   

                                                   

   166 Malvasia, Felsina pittrice (Zanotti, 1974), 267: “…for being in a mode that was too low and trivial, as 

they [Fontana, Calvaert, and Passerotti] put it, and thus an easy undertaking for any inexperienced painter 

who, feeling himself to be deficient both in the basics and in the particulars, could very easily get some 
porter to pose in the nude or with a piece of drapery, and then just reproduce him directly on the canvas, 

and so with a small endowment of imagination gain much honour.”  In the structure of Malvasia’s 

narrative, this hostility serves as the impetus for Ludovico’s advice to Annibale to leave the city for a while 

and go to Parma until the reaction subsides, but this does not match his own (mistaken) internal dating 

whereby Annibale painted the Crucifixion at the age of 18, (1578).  However, Annibale’s raw naturalism 

may have been seen as inappropriate in an altarpiece, eliciting negative reactions from the established 

painters. 
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Summary of Chapter 2 

 It was probably during the course of Agostino’s apprenticeship as an engraver 

with Domenico Tibaldi that Annibale became aware of Titian’s art.  He may have seen 

Titian’s early woodcuts and Cornelis Cort’s engravings after Titian’s paintings.  His early 

exposure to prints also served as a kind of broader education.  Although they cannot be 

precisely dated, what are generally taken to be Annibale’s earliest surviving paintings and 

drawings reveal his interest in achieving naturalistic effects.  His immediate artistic 

milieu did not offer much promise for developments in this direction, but the study of 

prints would have provided Annibale with alternatives to the local Mannerist style.  From 

the literary sources and from the dated prints, we can also conclude that he made up for 

the lack of contemporary artistic inspiration in Bologna by copying works by other artists 

he admired, including Correggio and Titian, as a means of studying by imitation.   

 Annibale probably travelled to Venice in 1582, where he saw Venetian art first-

hand, and was introduced to some of the leading artists.  Agostino likely facilitated 

Annibale’s introduction to Venice, as he was there engraving after Tintoretto and 

Veronese in 1582.  The inscriptions on these prints include dates, his name and those of 

his Venetian publishers, Luca and Orazio Bertelli, making his presence there certain, and 

his letter to Ludovico from Venice indicates the brothers were together.  From Annibale’s 

annotations in the margins of Vasari’s Vite, we can deduce that he travelled to Venice, 

Mantua and Ferrara, where he saw and commented upon more works by Titian.  

Annibale’s painting technique up to and including his first known commission the 

Crucifixion with Saints of 1583, demonstrate his direct connection with Veronese.  
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Illustrations for Chapter 2 

(Numbering follows below figures, left to right) 

 

             

Figure 1: Titian, study of a tree, pen and ink drawing, Private Collection, Paris. 

Figure 2: Annibale Carracci, study of crossed trees, pen and brown ink, 417 x 287 mm, 

Loisel no. 726, Cabinet des Dessins, Louvre, Paris.   

Figure 3: Titian, St Jerome in the Wilderness, woodcut, 390 x 532 mm, c.1525-30, New York 

Public Library, New York. 

 

        

Figure 4: Titian, Landscape with a Milkmaid, woodcut, 373 x 530 mm, c.1525, The Art 

Institute of Chicago, The Wallace L. DeWolf and the Joseph Brooks Fair Collections 

(20.2019).    

Figure 5: Annibale Carracci, boy herding cattle, pen and brown ink with brown wash, 198 x 

268 mm, Loisel no. 733, Cabinets des Dessins, Louvre, Paris.   
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Figure 6: Annibale Carracci, landscape with peasant followed by his dog, pen and brown 

ink, 289 x 409 mm, Loisel no. 720, Cabinet des Dessins, Louvre, Paris. 

Figure 7: Domenico Campagnola (attr.), Landscape with Peasant and Dog, woodcut, c.1530-

35, Albertina, Vienna. 

 

          

Figure 8: Claude Macé, Landscape with a Traveller and his dog on a path by a twisted tree, 

etching, after “An. Carache” drawing, University of Chicago, Regenstein Library, Special 

Collections. 

Figure 9: Titian (attr.), landscape with three shepherds, pen and ink, 30.2 x 43.4 cm, 

Albertina, Vienna. 

       

Figure 10: Domenico Campagnola, Landscape with a wandering family, woodcut print, 330 

x 444 mm, c.1535-40, Metropolitan Museum of Art, New York. 

Figure 11: Annibale Carracci, landscape with travellers on a path, pen and brown ink, 203 

x 271 mm, Loisel no. 728, Cabinet des Dessins, Louvre, Paris. 
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Figure 12: Cornelis Cort, St Francis Receiving the Stigmata in a Landscape, engraving, 411 

x 535 mm, 1567, after Girolamo Muziano, British Museum, London.  

Figure 13: Domenico Tibaldi, St Francis Receiving the Stigmata, 405 x 585 cm, engraving 

after two prints of Cornelis Cort after Girolamo Muziano, Vienna, Albertina. 

 

 

Figure 14: Agostino Carracci, St Francis receiving the stigmata in a landscape, pen and 

brown ink on paper, 26.5 x 40.9 cm, Loisel no. 327, Cabinet des Dessins, Louvre, Paris.   

 

           

Figure 15: Agostino Carracci, Temptation of St Anthony, engraving, 293 x 328 mm, 1582, 

after Tintoretto.   

Figure 16: Agostino Carracci, Pietà with Madonna and an Angel, engraving, 407 x 286 cm, 

1582, after Veronese, Garrett Collection, Baltimore Museum of Art, Baltimore. 
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Figure 17: Agostino Carracci, Mystic Marriage of St Catherine, engraving, 504 x 344 mm, 

1582, after Veronese, British Museum, London. 

Figure 18: Agostino Carracci, Holy Family with St Catherine, St Anthony Abbott, and the 

Infant St John the Baptist, engraving, 489 x 317 mm, 1582, after Veronese, British Museum, 

London.  

 

              

Figure 19: Agostino Carracci, Martyrdom of St Justina, engraving in two sheets, Upper 451 

x 592 mm, Lower 459 x 592 mm, 1582, after Veronese, British Museum, London. 

Figure 20: Paolo Veronese, Martyrdom of St Justina, oil on canvas, 525 x 240 cm, 1575, 

Basilica of Santa Giustina, Padua. 
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Figure 21: Annibale Carracci, Boy Drinking, oil on canvas, 72.3 x 61.5 cm, c.1582-83, Christ 

Church Picture Gallery, Oxford. 

Figure 22: Annibale Carracci, Bean Eater, oil on canvas, 57 x 68 cm, c.1582-83, Galleria 

Colonna, Rome. 

 

    

Figure 23: Jacopo Bassano, Flight Into Egypt (Detail), oil on canvas, 123.2 x 196.2 cm, 

c.1544-45, Norton Simon Museum, Pasadena, California. 

Figure 24: Vincenzo Campi, Ricotta Eaters, oil on canvas, c.1580, Musée des Beaux-Arts de 

Lyon, Lyon. 
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Figure 25: Annibale Carracci, Butcher’s Shop, oil on canvas, 185 x 266 cm, c.1582, Christ 

Church Picture Gallery, Oxford. 

 

 

Figure 26: Bartolomeo Passerotti, Butcher’s Shop, oil on canvas, 112 x 152 cm, c.1580, 

Galleria Nazionale d'Arte Antica, Palazzo Barberini, Rome. 
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Figure 27: Annibale Carracci, Dead Christ, oil on canvas, 70.7 x 88.8 cm, c.1582-83, 

Stattsgalerie, Stuttgart. 

Figure 28: Andrea Mantegna, Dead Christ, tempera on canvas, 68 x 81 cm, c.1490, 

Pinacoteca di Brera, Milan. 

 

      .  

Figure 29: Annibale Carracci, Crucifixion with Saints, oil on canvas, 302 x 210 cm, 1583, 

Santa Maria della Carità, Bologna. 

Figure 30: Bartolomeo Passerotti, Crucifixion with St Paul, St Francis and Donors, oil on 

canvas transferred to panel, 200 x 120 cm c. 1565-69, Collezione Comunale d’Arte, Palazzo 

d’Acursio, Bologna. 
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Figure 31: Jacopo Bassano, Crucifixion with Saints, oil on canvas, 1562, Museo Civico, 

Treviso. 

Figure 32: Paolo Veronese, Crucifixion, oil on canvas, 305 x 165 cm, c.1581, San Lazaro dei 

Mendicanti. 

 

                  

Figure 33: Paolo Veronese, Crucifixion, oil on canvas, 260 x 125 cm, 1581, San Sebastiano, 

Venice. 

Figure 34: Agostino Carracci, Crucifixion, engraving, 303 x 220 mm, 1582, after Veronese.  
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Figure 35: Pellegrino Tibaldi, Annunciation of the Birth of John the Baptist to Elizabeth, 

c.1551-53, fresco, Poggi chapel, San Giacomo Maggiore, Bologna.   

Figure 36: Titian, Madonna di San Nicolò della Lattuga ai Frari, oil on panel transferred to 

canvas, 384 x 264 cm, 1532-35, Vatican Museums, Rome. 

 

 

     
 

Figure 37: Titian, Six Saints, woodcut, 378 x 538 mm, c.1535, Princeton University Art 

Museum, Princeton, NJ. 
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Chapter 3 

Annibale’s Encounters With Venetian Art, 1584-1587 

 In the years immediately following Annibale Carracci’s Crucifixion with Saints of 

1583, his paintings and drawings show that he explored a variety of artistic models.  

During the period between 1584 and 1587, he collaborated with Agostino and Ludovico 

on three fresco cycles in Palazzo Fava in a fertile exchange of ideas.  He painted two 

major altarpieces, the Baptism of Christ and the Pietà with Saints, both dated 1585.  The 

foremost among Annibale’s artistic models in this period are generally acknowledged to 

have been Correggio and Federico Barocci.
167

  However, there are indications that 

Annibale had seen Venetian paintings and drawings first-hand, that he continued to look 

at Venetian prints, and that he saw paintings by Titian and other Venetians in northern 

Italy. 

 Between 1584 and 1587, Agostino Carracci integrated into his paintings what he 

had learned through his interpretive engravings executed in 1582 after Tintoretto and 

Veronese.
168

  Given his professional interest in printmaking, Agostino probably returned 

from Venice after 1582 with an abundant supply of books and rich visual material that 

                                                   

   167 Posner, Annibale Carracci (1971), I, 27; Robertson, The Invention of Annibale (2008), 49-51.  Bellori 

and Malvasia emphasized Annibale’s artistic debt to Correggio.  However, some of the colour choices and 

compositional structures in Annibale’s work between his Crucifixion and Pietà altarpieces are probably 

inspired by Barocci during this time. The Carracci knew of Barocci’s work from at least 1582, when they 

each reproduced his etched Madonna of the Clouds (c.1581); Agostino engraved it, Annibale produced an 

etching after it and Ludovico embedded its composition in his San Vincenzo altarpiece of c.1582 (Credito 

Romagnola, Bologna).  Annibale’s colour points to that of Barocci in the bright pink, gold and red hues of 

his Allegory of Truth and Time, Jason frescoes and Baptism of Christ.  It is possible that sometime around 
1583-84 Annibale travelled to see Barocci’s Madonna del Popolo (Uffizi, Florence) of 1575-79, then in 

Arezzo, and perhaps the Martyrdom of San Vitale (Brera, Milan) of 1583 in Ravenna.  By the time 

Annibale painted the Pietà with Saints, signed and dated the same year as the Baptism, his palette had 

shifted away from bright colours to more softly toned earth pigments in atmospheric light, corresponding to 

his close study of Correggio.  Benati, The Drawings of Annibale (1999), 45: Benati notes that Correggio 

used red chalk for drawing the figure, and Annibale used it for drawing the model. 

   168 In 1585, Agostino again engraved after Veronese, and in 1586 after Correggio. 
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further inspired Annibale.
169

  Some of the more influential of these printed books, used as 

sources by artists, were Francesco Colonna’s Hypnerotomachia Poliphili (1499) with its 

woodcut illustrations, Daniele Barbaro’s translation of Vitruvius (1556) with illustrations, 

Vincenzo Cartari’s illustrated Le Imagini de i dei de gli antichi (1571), Francesco 

Marcolini da Forli’s books on engineering, clocks, and his richly illustrated Le Sorti on 

fortune-telling, and Sebastiano Serlio’s first two texts of the Archittetura (1537, and 

1540) both published in Venice.   

Agostino’s Early Venetianizing Paintings 

 Agostino was in advance of Annibale in his comprehension of the Venetian 

manipulation of tone.  He made a concerted effort to synthesize aspects of Venetian art 

into his own painting for several years after 1582.
170

  Ostrow proposed that Agostino 

‘Venetianized’ his paintings before Annibale, but, as we will see, it is more likely the two 

were responding simultaneously to different aspects of Venetian art.  Agostino’s early 

engagement with Venetian style is evident in his St Jerome in the Wilderness (Doria 

Pamphilj, Rome), which Ostrow dated c.1583, just before the three Carracci began the 

decorations in Palazzo Fava.
171

  Agostino’s saint has a studied elegance and the painting 

has been worked up to a more finished state than contemporary works by Annibale with 

                                                   

   169 Michael Bury, The Print in Italy: 1550-1620 (London: British Museum, 2001), 170: In the sixteenth 

century, print and book publishing were closely connected or overlapping activities in Venice, which was 

the most important city for book production and trade in all of Europe;  David J. Shaw, “The Book Comes 

of Age: The Sixteenth Century” in A Companion to the History of the Book, Simon Eliot and Jonathan 

Rose, eds. (Malden, MA: Blackwell Publishing, 2007), 221-223: Classic texts like Virgil, Ovid and Cicero, 

popularized by Aldus Manutius, were readily available, as were Italian authors like Petrarch and Dante, and 

Venetian authors such as Pietro Aretino. 
   170 These include his St Jerome in the Wilderness, Adoration of the Shepherds, and Jason frescoes.  

   171 Ostrow, Agostino Carracci (1966), 124, no. I/3: (reproduction unavailable).  The painting’s attribution 

has not been conclusively settled between Annibale and Agostino Carracci, and is given to Annibale by the 

Doria Pamphilj Gallery.  Ostrow convincingly argued in favour of Agostino.  Ibid.,133: Within Agostino’s 

oeuvre, Ostrow compared the physiognomy of St Jerome with many of the saints in his Santi series of 

1583, with his priest in the Communion of St Francis, and with the St Joseph figure in the Gessi Adoration 

preparatory compositional oil sketch in the Royal Collection at Windsor Castle (No. 2017).   
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their looser brushwork and naturalism.  The St Jerome has strong Venetianizing 

tendencies, which Ostrow saw as influenced by Jacopo Bassano for the graceful pose, 

Palma Vecchio for the saint’s physiognomy, and Tintoretto for the colours and handling 

of the distant sky.
172

   

 Agostino Carracci’s continuing emulation of Venetian art is evident in his 

commission for the small altarpiece The Adoration of the Shepherds (fig. 37) c.1584, in 

the diminutive Gessi chapel of San Bartolomeo di Reno.  This painting was probably 

completed shortly after the Jason frescoes in Palazzo Fava and represents an early high 

point of Venetian emulation in Agostino’s oeuvre.  The overall colour immediately 

strikes one as Venetian-inspired.
173

  A kneeling shepherd in the foreground of Agostino’s 

Adoration turns toward the Holy Family with nativity animals in a raised middle ground.  

Agostino’s preparatory drawing of a kneeling shepherd (fig. 38) is executed in black 

chalk with white heightening on blue paper, a combination of materials often used by 

Venetian artists, as it allows the paper to function as the mid-tone.
174

  The use of a 

neutral-toned paper corresponds to the Venetian painting technique of preparing the 

canvas with a coloured ground.
175

  Agostino’s preparatory drawing focuses on the 

                                                   

   172 Ibid. 124-127: Over the centuries the painting has been attributed to Palma, Muziano and Annibale, 

which all make a kind of sense, as all three combined Central Italian and Venetian influences, and all were 

known to have depicted hermit saints. 

   173 Ostrow, Agostino Carracci (1966), I, 138; Malvasia, Le Pitture (1969), 56: Malvasia specified 

Agostino’s age as 27 years when he painted this altarpiece, the accuracy of which made Ostrow suspect 

Malvasia of having had some relevant document at hand when he wrote this.  Malvasia, Felsina pittrice 
(Zanotti, 1974), I, 287:  Malvasia attributes the painting to Agostino, following Lucio Faberio, (Ibid, 311) 

in his Oration at Agostino’s funeral. 

   174 For the Venetian aspect of this combination of drawing materials, see Annibale’s designs for figures in 

the Palazzo Fava frescoes.  

   175 This was a mid-sixteenth-century technique, but Titian’s early paintings have white grounds.  See: 

Arthur Lucas and Joyce Plesters, “Titian’s ‘Bacchus and Ariadne,’ National Gallery Technical Bulletin, 

Vol. 2, 1978  (London: National Gallery, 1979). 



79 

 

kneeling shepherd’s gesture, the lost profile, and fall of light on the muscles of the upper 

body and powerful arms. 

 The shepherd is of further interest as it appears to be based on figures in works by 

both Sebastiano del Piombo (1485-1547) and Jacopo Bassano.  Sebastiano’s last painting 

in Venice before he left for Rome in 1511 was the San Giovanni Crisostomo altarpiece 

(fig. 40), a sacra conversazione centred on a saint rather than the Virgin and Child.
176

  

His St John the Baptist figure at the right, with its upper body twisting back and head 

tilted in an attitude of pious devotion to regard the reading saint, appears to have been a 

strong model for Agostino’s kneeling shepherd.  Sebastiano placed the Baptist in the 

intermediate pictorial space between viewer and the central Saint Crisostomo, and at the 

side to allow the viewer visual access to the subject.
177

  Agostino followed Sebastiano’s 

use of the figure for this function. 

  Jacopo Bassano’s kneeling figures also provided Agostino with models, as there 

are many comparable figures in Bassano’s oeuvre, such as his St Jerome in Meditation 

(Accademia, Venice) from the late 1560s, or his St John the Baptist in the Desert (fig. 41) 

of 1566, which Agostino probably saw in 1582.  The pose of Agostino’s nearly-nude 

shepherd follows the spirit of Bassano’s St John in the accent on the thighs, the tilt of the 

upper body towards the picture plane and the tilt of the figure’s head inward to the 

picture’s focal point.  These all combine to create an attitude of piety in Agostino’s 

shepherd.  The rendering of the small lamb held by the shepherd is reminiscent of that in 

                                                   

   176 Patricia Meilman, Titian and the Altarpiece in Renaissance Venice (Cambridge, UK: Cambridge 

University Press, 2000), 10-12. 

   177 Ibid. This use of the figure represents a stage in the Venetian altarpiece development. 
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Titian’s St John the Baptist or those frequently painted by Bassano in his many pastoral 

scenes. 

 Jacopo Bassano also produced a number of Adoration of the Shepherds paintings 

to which Agostino may have looked.  In his Adoration of c.1544-45 (fig. 42), Bassano 

paid tribute to Titian through Giovanni Britto’s woodcut Adoration of the Shepherds  

c.1535-40 (fig. 43), executed after Titian’s painting of c.1532-33 for the Duke of 

Urbino.
178

  The Carracci may also have seen a painted copy after Titian’s Adoration of 

the Shepherds, listed in the Gonzaga collection in Mantua in an inventory of 1637, but 

were most likely familiar with Britto’s reproductive print.
179

   

 The central part of Agostino’s picture, with the Holy Family, ox and ass, is 

similar to Veronese’s Adoration of the Shepherds of c.1582 (fig. 44), which may have 

been in progress in Veronese’s studio at the time of Agostino’s stay in Venice.  Ostrow 

observed that Agostino’s paint application was Venetian in style, but the picture’s poor 

condition makes this difficult to determine.
180

  Like Veronese, Agostino modelled the 

figures using a light impasto of judiciously placed opaque colour layers over an indistinct 

mid-tone background.  His highlights are picked out using tints mixed from the base 

colours, in the same method often seen in paintings by both Veronese and Tintoretto.  

                                                   

   178 Bassano painted another version c.1550 (Galleria Accademia, Venice).  Harold E. Wethey, The 

Paintings of Titian, Vols. 1-3 (London: Phaidon Press, 1969-1975), I, 117, no. 79:  Titian’s original is the 

ruined panel now in the Pitti Gallery, Florence.  For the print by Britto, see Rosand and Muraro, Titian and 

the Venetian Woodcut (1977), no. 43.  Titian’s painting is best known by woodcuts after it, one by Nicolò 

Boldrini and another by Giovanni Britto.  Britto’s rendition of the Adoration of the Shepherds reversed 
Titian’s original orientation, implying that Bassano worked from Britto’s print rather than Boldrini’s. 

   179 Ibid. 

   180 Ostrow, Agostino Carracci (1966), I, 138.  The painting’s surface is in poor condition as it was 

damaged by a firebomb, which struck the church during the Allied bombing of Nazi-occupied Bologna in 

the Second World War, and destroyed Ludovico’s two lateral paintings in the same chapel.  For Ludovico’s 

lateral paintings, and black and white photographs of them taken before the war, see Alessandro Brogi, 

Ludovico Carracci (1555-1619) (Bologna:  Editione Tipoarte, 2001), 126-7. 



81 

 

Agostino is attentive to reflected light within the shadowed areas, as is Veronese in his 

Adoration of the Shepherds, for example, on the ox’s head. 

 In the background of Agostino’s Adoration, a few stray shepherds are just 

arriving on the scene and they peer over a ledge into the stable.  Behind them is a distant 

landscape, with a dark sky and a little twilight at the horizon.  Here, Agostino updated the 

idea used to great effect by Giovanni Girolamo Savoldo (fl. 1506-1548) in his Adoration 

of the Shepherds (fig. 45) painted c.1540.
181

  Savoldo came from Brescia to Venice 

where he flourished in the first half of the sixteenth century.  His style probably appealed 

to the Carracci due to its earthy realism untouched by the Mannerist style.   

 In addition to his preparatory drawing in black chalk, Agostino used another 

typically Venetian working method for his Adoration of the Shepherds – a full 

compositional sketch in oil on paper.  The compositional oil sketch was a technique used 

in Tintoretto’s workshop and its use by Agostino reinforces the idea that, in 1582, the 

Carracci had not only toured the Venetian workshops of their new artist acquaintances 

but also learned from them some procedures and techniques.
182

  This notion is further 

supported by Malvasia’s mention that Agostino resorted to working up complete colour 

sketches in oil to try out his compositions before beginning the actual canvas in full 

scale.
183

  In his discussion of the implications of Agostino’s adoption of this common 

Venetian working method, Ostrow suggested that he probably learned this from 

                                                   

     181 Creighton E. Gilbert, The Works of Girolamo Savoldo: The 1955 Dissertation with a Review of 
Research, 1955–85 (New York: Garland, 1986), 61. Savoldo’s altarpiece, in situ in the Contarini chapel of 

San Giobbe, Venice, is one of three variants; of the other two, one is in the Chiesa dell’Ospedale in 

Terlizzi, near Bari; the other is in the Brescia Gallery.  Ibid., 287-301:  Gilbert argued that Savoldo was 

probably a student of Cima da Conegliano, representing a diverging lineage of Venetian painting from the 

tradition of Bellini and Titian. 

   182 Wittkower, The Drawings of the Carracci (1952), 110-111.  

   183 Malvasia, Felsina pittrice (Zanotti, 1974), I, 346. 
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Domenico Tintoretto, who used full preparatory oil sketches far more than his father did.  

Agostino would have had much in common with Domenico, who was exactly Annibale’s 

age, but who, unlike Annibale, was known to share Agostino’s intellectual interests.
184

   

Venetian Aspects of the ‘Europa’ and ‘Jason’ Frescoes 

 The Carracci are well-known for their collaborative decorative projects and the 

first of these fresco commissions was in the Palazzo Fava, Bologna, in 1583-84.  The two 

rooms to be decorated were the Camerino d’Europa and the larger Sala di Giasone.
185

  

The smaller chamber, probably undertaken first, was decorated by Annibale and 

Agostino with the Story of Europa, a frieze depicting the myth of Europa abducted by 

Jove (Jupiter) in the form of a bull (figs. 46-49).  The subject from Ovid’s 

Metamorphoses is recounted in four scenes set within illusionistic frames, subdivided by 

pairs of satyrs and ornamented with decorative grotesques.  The four scenes are attributed 

to Annibale, and his style and arrangement of figures in fairly extensive landscapes 

suggests his first-hand familiarity with the visual tradition of Venice.
186

  The figures, 

                                                   

   184 Ostrow, Agostino Carracci (1966), I, 153. 
   185 The Palazzo Fava commissions were probably completed in 1584, the year inscribed into one of the 

Jason frescoes.  Malvasia, Felsina pittrice (Zanotti, 1974), I, 369: Malvasia first credited his hometown 

hero, Ludovico, with the lead role for the collaborative projects in Palazzo Fava, writing that Ludovico 

drew the designs and corrected the work of the two brothers.  Then he described the Carracci’s egalitarian 

working method on the Jason frescoes, stating that although Annibale worked harder than anyone on the 

coloured narrative fields and Agostino took charge of the chiaroscuro terms, “ancorchè poi, 

scambievolmente s’aiutassero.” 

   186 Ibid., I, 357: Malvasia attributed the whole Sala de’Europa decoration to Annibale.  Gian Carlo 

Cavalli, et al., editors,  Mostra dei Carracci, Catalogo Critico, Bologna, Palazzo dell'Archiginnasio, 1 

settembre - 31 ottobre 1956  (Bologna: Edizioni Alfa, 1956), 33: Francesco Arcangeli suggested that 

Agostino may have worked with him in some capacity, either collaborating on the concept or perhaps 

taking on some of the narrative fields.  Posner, Annibale Carracci (1971), II, 7, cat. no. 14: Posner 
attributed to Agostino only the paired satyrs between the narrative scenes, the decorative linking elements, 

supporting Malvasia’s attribution of the scenes to Annibale.  Andrea Emiliani, Le Storie di Giasone in 

Palazzo Fava a Bologna di Ludovico, Agostino e Annibale Carracci (Bologna:  Bononia University Press, 

2010):  In this publication marking the restoration of the frescoes in 2010, the consensus was that Agostino 

executed the first two fields in the sequence, and that Annibale painted the second two pictures.  However, 

the frescoed fields appear very consistent in handling, and there is no real reason to discount Malvasia’s 

attribution to Annibale in this case. 
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while reminiscent of Correggio’s, are presented in landscapes that Malvasia described in 

his guidebook Le Pitture as executed “sullo stile Tizianesco.”
187

  In his biography of the 

Carracci, he again described them as being “sul gusto affatto di Tiziano.”
188

  It was 

perhaps the pastoral tone that caused Malvasia to link Annibale’s Europa frescoes with 

Titian.  The frescoes are much deteriorated, making it difficult to compare the painting 

style with that of Titian. 

 If Annibale was looking to Titian for formal inspiration, it might have been to his 

earlier treatment of the figure in the landscape in other subjects.  In Annibale’s Europa 

frescoes, the figures move in lyrical rhythms as if the scenes are set to some unheard 

seductive music.  Europa appears in a state of aroused enchantment, and her maids move 

about her with an interweaving of arms and bodies.  Their gestures are large and open, as 

are the pastoral landscapes in which they dwell.  Malvasia’s linking of the frescoes to 

Titian may also have been triggered by Annibale’s propensity to catch his figures in mid-

action rather than to hold them in static poses.  This effect is something Annibale could 

well have learned by studying prints after Titian, and this connection has not previously 

been made.  It is exactly the effect captured in Martino Rota’s Rest on the Flight into 

Egypt (fig. 50) of 1569, engraved after Titian.
189

  Annibale’s use of the landscape in the 

Europa frescoes, as a pastoral setting, is very similar to Titian’s with its openness, low 

horizon, and its screen of trees that shield the fugitives and shape the composition, 

supporting the mood. 

                                                   

     187 Malvasia, Le Pitture (Emiliani, 1969), 50:  “in the Titianesque style.”  

     188 Malvasia, Felsina pittrice (Zanotti, 1974), I, 499:  “entirely in the style of Titian.”   

   189 Titian’s original Rest on the Flight into Egypt was commissioned by Philip II and sent to Spain, but 

later was destroyed in a fire.  It is known today only through print.   
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 The same spirit of gentle movement pervades some of Titian’s other religious 

works, and Annibale may have been inspired after seeing these in northern Italy.  In the 

Gonzaga collection in Mantua, he could have studied Titian’s Madonna and Child with St 

Catherine and a Rabbit (fig. 51) of 1530, which has been significantly cut down but once 

featured a large landscape.
190

  Another possibility is Titian’s Madonna and Child with St 

Catherine and the Infant Baptist in a Landscape (National Gallery, London) of c.1532, 

which was then in the Este collection in Ferrara.
191

  The naturalism of Titian’s rendering 

had revolutionized the medieval tradition of ‘The Madonna of Humility’ in which the 

Virgin is seated on the ground, by infusing the archaic devotional typology with new 

pastoral overtones.  Annibale’s Europa maidens with their gentle movements, appear to 

share in the sweet and loving gestures of these Madonna figures by Titian.  It is possible 

that Annibale saw these works by Titian in either Ferrara or Mantua during his travels in 

the 1580s, and that the landscape settings provided Annibale with a suitable starting point 

for his frescoes.   

 In modern scholarship, an obvious formal comparison is often made between 

Annibale’s Europa Sitting on the Bull (fig. 48) in the Europa frescoes and Veronese’s 

Rape of Europa (fig. 52) of c.1578.  In the sixteenth century, Veronese’s Europa was in 

the private collection of Jacopo Contarini, rather than in the Palazzo Ducale.
192

  It is 

possible Annibale was granted access to some of the great private art collections in 

Venice in 1582, including that of Contarini.  He may have been favorably received as the 

                                                   

     190 Wethey, The Paintings of Titian (1969-1975), I, 105, no. 60. 

     191 Ibid., 104, no. 59: also called the “Aldobrandini Madonna” because of its provenance in the 

collection of Cardinal Aldobrandini.  It was taken to Rome in 1598 with the Bacchanals and other 

masterpieces. 

   192 It was not placed there until 1713 by Contarini’s will, when his last descendant died without an heir.  

The date may explain why Malvasia did not make the connection between these two works. 
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brother of Agostino Carracci, whose engravings and courtly manners had apparently 

endeared him instantly to the Venetians.
193

  Perhaps it was one of the sons of Bassano or 

Veronese who provided an introduction, as the powerful senator Jacopo Contarini 

cultivated the younger generation of artists, taking an active role, for example, in 

supporting the early career of Francesco Bassano.
194

  In Annibale’s composition for 

Europa Sitting on the Bull, the central figural group is very similar to that in Veronese’s 

Rape of Europa, but the orientation of the group is reversed.  This could be accounted for 

by the existence of other autograph or workshop versions in which the composition is 

similarly reversed.
195

  Annibale may even have seen one of these alternate versions in 

Veronese’s studio. 

 Two preparatory drawings related to Annibale’s project serve to strengthen the 

connection with Veronese’s work.  Annibale’s study for Europa seated on the bull (fig. 

53) presents the scene with a rather static figural group, framed by an oval.  This drawing 

is very unlike Annibale’s final design and he must have abandoned the idea at some point 

in his process.  The oval setting is very close, however, to Veronese’s pen and ink design 

for the Rape of Europa (fig. 54), in the Ashmolean Museum.  What is curious about these 

two drawings is that they are both adaptations of the Europa theme to a decorative frieze, 

with architectural features, lions’ heads, figures and swags outside of the principle 

vignette, and yet neither artist ever realized such a design.  It could be that Annibale saw 

Veronese’s drawing while in Venice.  In the end Annibale opted for the wide open 

                                                   

   193 Malvasia, Felsina pittrice (Zanotti, 1974), I, 28: According to Malvasia, Agostino was popular in 

Venice, especially during Carnaval.  Ridolf, Le maraviglie (Hadeln, 1965), I, 346-347: Ridolfi briefly 

mentioned Agostino’s engravings of Venetian paintings.  

   194 Ibid., 404.  Michel Hochmann, “La collection di Giacomo Contarini” in Mélanges de l’Ecole française 

de Rome. Moyen-Age, Temp modernes, 99, 1, (1987), 451. Noted by Hochman. 

   195 Three variants of Veronese’s Rape of Europe are in the Brighton Museum and Art Gallery; National 

Gallery, London; and G. Rasini Collection, Milan; all are dated to around 1570. 
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landscape setting in the mode of Titian, and followed the more active figural arrangement 

of Veronese’s painted versions.   

 Ultimately, Annibale modelled his preparatory study for Europa seated on the bull 

(fig. 53) as a reprise of Veronese’s invention, using a combination of materials typically 

preferred by the Venetians – black chalk with white heightening on blue paper.
196

  This 

drawing is significant as the earliest surviving instance of Annibale’s choice of these 

materials, indicating his familiarity with a technique he may have seen in the studios of 

Veronese, Bassano or Tintoretto.  Each of these artists used the materials to facilitate 

figure studies, with the blue paper (now faded to grey-blue) providing a receding mid-

tone, the black chalk as shadows, and the white as highlights.
197

  Titian used it, for 

example, in his study for the Sacrifice of Isaac (fig. 56), and Tintoretto in his drawing of 

a draped standing figure in half-length (fig. 57) for the San Rocco Crucifixion.  The 

timing of Annibale’s first use of these media corresponds exactly to Agostino’s study for 

the kneeling shepherd, for his Gessi Adoration of the Shepherds. 

 Although Annibale’s fresco Europa Sitting on the Bull is close to Veronese’s 

composition, he gave it a different tenor in his fresco.  Annibale dispensed with 

Veronese’s richly decorated surfaces and the exposed breast of Europa.  Structurally too, 

Veronese’s painting combines the key scenes of the story in a single composition, with 

the bull carrying Europa away to the far-off shore.  Instead, Annibale’s frieze format 

called for the lateral expansion of the narrative as he separated out the events of the tale 

into four discrete chronological fields.  Veronese followed Ovid’s text in playing up the 

                                                   

   196 Benati, The Drawings of Annibale (1999), 44: Benati notes that this drawing has been reattributed to 

Ludovico, citing Sutherland-Harris, 1994.  He agrees with the attribution, but I do not find it credible. 
197 See Hans Tietze and Erica Conrat-Tietze, The Drawings of the Venetian Painters in the 15th and 16th 

Centuries, 2 Vols., Reprint of 1944 edition (New York: J.J. Augustin Publishers, 1970).  
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erotic charge of the story, depicting the moment in which Jove, licking Europa’s hand, 

can scarcely contain his lust.  By contrast, Annibale maintained a level of modesty in the 

dress of his female figures, and conveyed a sense of the story’s enchantment played out 

across the open landscape.  Annibale transposed the figural idea, as arranged by 

Veronese, into a pastoral landscape setting inspired by Titian, with Correggesque-looking 

figures, combining all of these sources in his naturalistic style.
198

 

 Once the Camerino d’Europa was completed, Annibale and Agostino joined 

Ludovico in the Sala di Giasone, making the Story of Jason, a frescoed frieze of eighteen 

fields, the first major decorative project undertaken collectively by all three Carracci.  

The frescoes and preparatory drawings show that this project was truly collaborative.  

The attributions given by Malvasia are still generally followed, although Robertson 

expressed skepticism towards his overly-schematic division of labour following the 

traditional areas of invention, disposition and composition.
199

  The scenes attributed to 

Annibale are complex, full of movement, and highly naturalistic.
200

  His naturalism was 

well beyond that in earlier Bolognese friezes by Nicolò dell’Abate or Pellegrino Tibaldi.   

 Malvasia’s description of Annibale’s Mock Funeral of Jason (fig. 58) draws 

attention to the torch-light, the young children, and to the winding path they follow, in a 

composition that stretches narrative time across space.
201

  Annibale’s use of light to 

                                                   

   198 Robertson, The Invention of Annibale (2008), 78. 

   199 Malvasia, Felsina pittrice (Zanotti, 1974), I, 271: Malvasia attributed to Annibale the first two scenes 

The Mock Funeral of Jason and Episodes from the Youth of Jason, scene five The Building of the Argo, 

scene seven The Crossing of the Libyan Desert, and the ninth and tenth scenes, The Meeting between Jason 
and Aëtes, King of Colchis and The Meeting of Jason and Medea.  Robertson, The Invention of Annibale 

(2008), 80. 

   200 Ibid. 

   201 Malvasia, Felsina pittrice (Zanotti, 1974), I, 369: “Quì mirabile in sì poco sito è il gran paese, per cui 

si stendono con funebre pompa que’fanciulli e fanciulle, che in bianche vesti a coppia a coppia, ò tirandosi 

dietro facelle accese, ò portando vasi di odorosi balsami, nel fondo del quadro, che talor anche la meta di 

esse ci toglie e ci asconde, s’incamminano per una via bassa, e cava, che tanto più alto ci fà apparire quel 
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create a mysterious mood may have been inspired by Correggio’s nocturne, the 

Adoration of the Shepherds (Gemäldegalerie, Dresden), popularly called La Notte.
202

  

Annibale’s composition transforms the limited space of the horizontal frieze into a broad, 

twisting landscape by carving out the path cut by the slow procession.  This calls to mind 

some of the compositions devised by Jacopo Tintoretto, for example, his Ascent to 

Calvary (fig. 59) of 1566-67 in the Albergo of the Scuola di San Rocco, which depicts 

Jesus and the two thieves carrying their crosses up a switchback.  Tintoretto played light 

against dark within a structure of dynamic diagonals, the two thieves on the dark lower 

incline juxtaposed with Jesus above in the light.   

 Annibale uses the procession in his Mock Funeral of Jason, like Tintoretto, as a 

means of heightening the drama of the episode by generating a sense of time unwinding.  

The downward movement of the men carrying the coffin conveys the sorrowful mood 

while, at the lower centre, the children’s faces hint at their secret delight in the covert 

operation – the smuggling of Jason alive inside the box.  On the right side of the scene, 

the mood rebounds as the momentum rises towards the actual destination of the marching 

figures – the home of Chiron the wise Centaur, who is to raise and educate Jason in 

secret.  This combination of multiple elements of the story in the same field brings us 

back to Veronese’s Rape of Europa, and its depiction of narrative progression.  Both 

Veronese and Annibale did this by varying the scale of the figures so that the later time, 

to be arrived at eventually, is represented as small and distant. 

                                                                                                                                                       

monte, che resta loro a salire nelle somità dell’angolo opposto, ove in ultima distanza il Centauro gli 

osserva, e gli attende.” 

   202 Annibale could have seen Correggio’s La Notte in the Pratoneri chapel in the church of San Prospero, 

Reggio-Emilia, a town situated mid-way between Bologna and Parma. 
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 Even closer to Annibale’s subject matter in The Mock Funeral of Jason, is Jacopo 

Tintoretto’s Christ Carried to the Tomb (fig. 60) of 1558, which Annibale could have 

viewed in the Bossi chapel of San Francesco della Vigna, Venice.  He may have attended 

Agostino in the church, when he was there in 1582 to engrave Veronese’s Holy Family 

with Saints, in another chapel.  Tintoretto depicted a furtive candle-light procession in the 

upper register of the altarpiece, with figures carrying the body of Christ downward into a 

dark stone sepulchre.  In the lower half of the picture, the Three Maries support a 

swooning Mary, prompting the viewer’s sympathetic devotional response.  Tintoretto 

used the dark silhouette of the cave’s rocky entrance as a visual anchor, around which the 

action pivots.  A glimpse of landscape is visible at the top of the painting, thrown into 

highlight and seemingly more brightly lit by contrast with the cave’s darkness.
203

  As in 

Tintoretto’s Christ Carried to the Tomb, Annibale placed a tree on a rocky outcropping in 

his Mock Funeral, as a vertical element around which to manipulate the progress of the 

characters.  Their long, winding path creates a sense of time and indicates measured 

forward motion through space, while the lighting evokes mystery and intrigue.
204

   

 When it came to describing Annibale’s fresco The Building of the Argo (fig. 61), 

Malvasia was most impressed by Annibale’s dynamic use of recession, and by the 

implied scale of the ship, suggested by its being cut off by the frame.
205

  Exaggerated 

                                                   

   203 Tintoretto’s Christ Carried to the Tomb was originally taller with an arched shape, and an angel 

holding a crown of thorns above the scene.  That the canvas was cut down is evident from prints after the 

altarpiece showing its complete state. 

   204 Processions were regularly represented in Venetian art but, beyond this, as a visual device the 
procession was used in Venetian paintings with a more static subject matter in order to generate a sense of 

movement.  An example is Titian’s Vendramin Family Venerating a Relic of the True Cross (National 

Gallery, London), 1540-45, from the Scuola Grande di San Giovanni Evangelista, Venice.  The figures are 

presented in a sequence that generates the illusion of movement or progression.  Another example is the 

string of airborne cherubs in Tintoretto’s Annunciation in the Scuola Grande di San Rocco. 

   205 Malvasia, Felsina pittrice (Zanotti, 1974), I, 370: “ed eccone espressa nel quinto la fabbrica con tanto 

di grandezza e di terribilità, che ben dieci volte maggiore di quell che siasi, rassembra; poiche ascosa per 
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recession plays a prominent role in some of Tintoretto’s paintings, and Annibale may 

have seen the series originally in the Scuola Grande di San Marco, which included St 

Mark Working Many Miracles (Brera, Milan), and the Stealing of the Body of St Mark, 

(Accademia, Venice) of 1562-66. 

   Several of the Jason scenes include the ship, the Argo, and it is interesting to 

consider that in Bologna Annibale would have seen large barges built for use along the 

Reno and Po rivers, but these were limited in size by the dimensions of the smallest 

canals they navigated.  In Venice, on the other hand, he would have seen extremely large 

sea-going vessels rowing out from the Arsenale and anchored in the Bacino, and this was 

the type of ship he depicted in The Building of the Argo.  Annibale may also have 

referred to the illustration of a large sailing vessel, the Nave del Sol (fig. 62), in Vincenzo 

Cartari’s book Le Imagini de i dei de gli antichi, the second edition of which was 

illustrated.
206

  Agostino probably acquired a copy of Cartari’s book in Venice, as he 

already had business dealings with the publishers there, and at that time the same printers 

were producing books, engravings and maps.  Annibale referred to it more than once for 

visual and textual sources.   

 Le Imagini de i dei has further links with Bologna and the region.  The author, 

Cartari, was born in Reggio-Emilia and was in the service of the Este at Ferrara.  

Although even less is known about the engraver of the woodcut illustrations, Bolognino 

Zaltieri (fl. 1560–80), his name suggests he was a Venetianized Bolognese.  The fact that 

                                                                                                                                                       

metà e più dalla cornice, il residuo sminuisce con tanto rigore, che a pena esser huomini si scorgono 

quegli operarii,che d’intorno all’ultima estremità si affaticano.”  

   206 Vincenzo Cartari, Le imagini de i dei de gli antichi (Venice: 1571), 52. 
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both author and illustrator of Le Imagini de i dei were from the Carracci’s region likely 

increased the book’s attractiveness.   

 In preparing the figures for the Jason frescoes in Palazzo Fava, Annibale once 

again used drawing materials typical of Venetian artists.  A sheet by Annibale with the 

preparatory studies of Orpheus holding a lyre on the recto and a warrior on the verso 

(National Gallery of Canada, Ottawa) of c.1584 is drawn with oiled black chalk and 

graphite, heightened with white chalk on grey-blue paper.  These figures are for 

characters in the ninth narrative field, The Meeting of Jason and King Aeëtes in 

Colchis.
207

  In the final fresco, Orpheus’ lyre has been exchanged for a violin, but the 

pose is otherwise identical.  The warrior stands, partially hidden, just behind Jason and 

the King.  

 A final observation regarding the Jason frescoes is that the figure of Argus, in The 

Building of the Argo, may have been derived from the figure of St Petronius in 

Annibale’s Crucifixion with Saints, which was probably based on Titian’s figure of St 

Nicholas Bishop.  The figure of Argus is reversed and adapted to this painting by 

changing the position of his arms to an outstretched gesture.  This re-use of a figure by 

Titian signals the depth of the impression made upon Annibale by the Madonna di San 

Nicolò, and his woodcut print, the Six Saints.
208

 

Titian’s Forms and Veronese’s Colour 

 Following the successful reception of the Jason Frescoes, Annibale secured more 

commissions for easel paintings and altarpieces.  Several of these contain figural 

                                                   

   207 Mimi Cazort and Catherine Johnston, Bolognese Drawings in North American Collections, 1500-1800 

(Ottawa: National Gallery of Canada, 1982), 67, no. 25. 

   208 See Chapter 2. 
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references to Venetian works, particularly by Titian, that Annibale could have seen in 

northern Italy.  Annibale’s Allegory of Truth and Time (fig. 63) of c.1584 contains two 

figures probably inspired by Titian, substantiating the postille indications that Annibale 

was familiar with paintings by Titian outside of Venice.  Boschloo observed in the 

Allegory “a strong impulse from Venetian art.”
209

  Posner, reluctant to consider any 

Venetian aspects in Annibale’s work before 1588, interpreted Annibale’s colour here in 

terms of his interest in Barocci around 1584.
210

  Robertson saw the figures as connected 

only to those of Correggio, while she linked Annibale’s colour to Veronese.
211

  The 

figural treatment is generally Correggesque, however, some of the poses may have their 

origins in Titian’s work.  Annibale’s rich gold brocade fabric draped over the figure of 

Felicity in the Allegory may have been inspired by Veronese, and the palette is closer to 

Veronese than to Barocci. 

 The iconographic source for Annibale’s allegorical figures of Bonus Eventus and 

Felicity (fig. 64) is another illustration in Cartari’s Le Imagini de i dei de gli antichi.
212

  

Annibale followed the textual description and the figures as indicated in the illustrated 

Venetian publication, almost to the letter, and the source of two of Annibale’s allegorical 

figures in an illustrated book published in Venice, links him with the city once again.
213

  

                                                   

   209 Boschloo, Annibale Carracci in Bologna (1974), I, 71. 

   210 Posner, Annibale Carracci (1971), II, 191/6. 

   211 Robertson, The Invention of Annibale (2008), 50. 

   212 Guy de Tervarent, “Veritas and Justitia Triumphant,” Journal of the Warburg and Courtauld Institutes, 

vol. 7 (1944), 95-96.  Guy de Tervarent identified Annibale’s visual source for the two lateral figures of 

Bonus Eventus and Felicity as Vincenzo Cartari’s illustrated book, published in Venice in 1571. 
   213 Ibid.: From de Tervarent’s interpretation of the iconography of Annibale’s picture, we learn that Time 

is depicted as a haloed nude maiden holding her attribute, a mirror.  She has been brought up from the 

depths of a well, her dwelling place, by Time personified as a winged old man.  Time holds out at arm’s 

length a gold ring.  The figure standing at the right, holding poppies in his left hand and a libation bowl in 

his right, is the ancient Roman figure of Bonus Eventus, the personification of a good outcome in business.  

Cartari cited Pliny, who, in book 24 of Historiae naturalis, described statues of Bonus Eventus as a well-

dressed, vigorous young man, holding the libation cup in his right hand and an ear of corn (i.e. wheat) with 
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 The first of two connections between Annibale’s Allegory and Titian’s work is in 

the pose for the nude female figure of Truth just emerged from the well, which appears to 

be based on the nude in Titian’s so-called Sacred and Profane Love (fig. 65).  Annibale 

has his allegorical Truth twisting her torso slightly as she leans back, her head tilted to 

see the mirror she holds, in a pose that follows Titian’s nude.  Both figures are seated on 

the edge of a stone structure associated with water, in one case a well, in the other a 

sarcophagus that could be mistaken for a well, as it is full of water in which a putto 

dabbles his arm.    

 Titian’s Sacred and Profane Love was undocumented between the time of its 

initial commission and its presence in Rome in 1613, when it first appeared in the 

Borghese inventories.
214

  In the time of the Carracci, it may have been in Cremona among 

the works belonging to the Sfondrati family, where Annibale could have seen it.
215

  The 

Carracci had family connections in Cremona, and Agostino had been there to illustrate 

                                                                                                                                                       

some poppies in his left.  The illustration of Bonus Eventus in Cartari’s book includes a personification of 

Good Fortune, with whom the Romans usually paired him.  Felicity, a winged variant of Good Fortune, 

appears exactly like the figure on the left in Annibale’s Allegory; a winged woman, with a wreath of 

flowers on her head, holding a caduceus and a cornucopia.   
   214 Ridolfi, Le maraviglie (Hadeln, 1965), I, 197: The picture remained in the private collection of 

Cardinal Borghese in Rome, where it was described by Ridolfi, in 1648, in his biography of Titian.  

Wethey, The Paintings of Titian (1969-1975), III, 176-177:  Wethey surmised that Scipione Borghese had 

purchased it, in a lot of 71 unidentified pictures, from the estate of the Milanese cardinal Paolo Emilio 

Sfondrato.  Titian’s Sacred and Profane Love was commissioned around 1514 by Niccolò Aurelio, a 

Venetian with a career in the Republic’s government, to celebrate his marriage to Laura Bagarotto of 

Padua.  Francesco Sfondrati (1493-1550), of a noble family of Cremona, was associated with the 

University of Padua for over twenty-five years, beginning around 1518. Francesco was an advisor to 

Francesco II Sforza, served as private advisor to Emperor Charles V, and was married to Anna Visconti but 

after her death he entered the church and was made a bishop.  Sara Staccioli, “ ‘Amor Sacro e Profano’ 

nella Galleria Borghese,” in Maria Grazia Bernardini, ed., Tiziano: Amor Sacra e amor Profano (Milano: 

Electa, 1995), 55:  While in Padua, Sfondrati may have acquired Titian’s painting, owned it in Cremona, 
and later relocated to Milan. Ludwig Freiherr von Pastor, The History of the Popes from the Close of the 

Middle Ages, Vols 1-40 (London: Routledge, 1938-1961), XXII, 351-358: From 1590-91, Francesco’s son, 

Nicolò Sfondrati, reigned briefly as Pope Gregory XIV, and made Cardinal Paolo Emilio Sfondrati (1561-

1618), another art collector, the the papal nephew. Staccioli, “Amor Sacro e Profano” (1995), 55: The 

Sacred and Profane Love was probably among the seventy-one paintings that, in 1608, Scipione Borghese 

acquired from Cardinal Paolo Emilio Sfondrati, and this was how it made its way from Padua to Rome.   

   215 Boschloo, Annibale Carracci in Bologna, (1974), II, 211. 
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Antonio Campi’s publication of Cremona Fedelissima over a period of time between 

1582 and 1584, which included his engraved bust portrait of Francesco Sfondrati based 

on a portrait in the family’s collection.
216

  Annibale’s Bean Eater, perhaps related to 

Vincenzo Campi’s Ricotta Eaters, may signify that he was in Cremona with Agostino in 

1582.  Perhaps Annibale came then, or in 1584, to see Titian’s Sacred and Profane Love 

through Antonio Campi, who introduced Agostino to the Sfondrati family for the purpose 

of obtaining a likeness of Francesco Sfondrati. 

 The second figure that connects the Allegory of Truth and Time with Titian’s 

work is Father Time (and his God the Father in the Baptism of Christ, painted within the 

year), whose physiognomy could be said to resemble the type of some of Titian’s old 

men, for example, the sleeping old man in the Bacchanal of the Andrians (fig. 66) and the 

old man holding a skull in the distance of Titian’s Three Ages of Man (fig. 67) of c.1512-

1515.  These two works by Titian were geographically well within Annibale’s reach from 

Bologna, and the Carracci would have been aware of them through their reading of 

Vasari’s Vite.
217

  Titian’s Three Ages of Man was mentioned by Vasari in his grouped 

biographies of gem-engravers, as being in the home of Giovanni Bernardi in Faenza, a 

town just beyond Imola on the Via Aemilia.
218

  A trip to Ravenna was likely made by 

Ludovico, who was commissioned to paint a Flagellation c.1584-85 (Douai, Musée del la 

                                                   

   216 De Grazia, Prints and Related Drawings (1979), 166-167, Portrait of Francesco Sfondrati, 1582-1584.   
   217 Perini, Gli Scritti dei Carracci (1990), 161: As mentioned, Vasari briefly described Titian’s Bacchanal 

in Ferrara, beside which Annibale commented in the margin of the Carracci copy of the Vite. 

   218 Vasari, Le vite, (Bettarini, 1966-1987), VI, 159:  “Tornato poi Tiziano a Vinezia, fece per lo suocero 

di Giovanni da Castel Bolognese, in una tela a olio, un pastore ignudo et una forese che gli porge certi 

flauti perché suoni, con un bellissimo paese; il quadro è oggi in Faenza in casa il su detto Giovanni.”  The 

biography includes, among others, Valerio Vicentino [Vallerio Belli] (1468-1546), Giovanni da Castel 

Bolognese [Giovanni Bernardi (1494-1553), and Matteo dal Nassaro (1485-c.1547). 
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Chartreuse), for the church of Santa Maria degli Angeli.
219

  Annibale may have travelled 

with him to Ravenna in order to see Barocci’s Martyrdom of San Vitale, installed only 

the previous year of 1583 in the church of San Vitale.
220

  If the cousins travelled together 

they may have stopped in nearby Faenza to see the picture by Titian.  

 But Titian painted three versions of the Three Ages of Man, one of which Peter 

Humfrey has traced back to the collection of Alfonso I d’Este, and the Carracci may also 

have seen this, or perhaps even both versions.
221

  As part of his argument for Titian’s 

Three Ages being in Ferrara, Humfrey introduced a third painting with a provenance in 

the Este collection by an unknown Ferrarese artist, the Bathers (fig. 68) of c.1520-30, 

which is based on elements of Titian’s Andrians and the Three Ages.  This painting is 

relevant to our discussion of whether or not the Carracci saw the Este collection in 

Ferrara at an early date, because the woman figured at centre in the Bathers bears an 

uncanny resemblance to Medea in the Jason fresco, Medea Casts Her Spell (fig. 69).  If 

the Carracci figure of Medea was based on the woman in the Bathers, it would increase 

the likelihood that the Carracci were familiar with the contents of the Este collection from 

at least as early as 1584.  Annibale’s comments in the margin of Vasari’s Life of Titian 

indicate his first-hand knowledge of Titian’s Bacchanals for Duke Alfonso I d’Este in 

Ferrara, but just how early he saw these is unknown.
222

 

                                                   

   219 Brogi, Ludovico Carracci (2001), 119-122, no. 14:  The date and even the church are somewhat 

uncertain. 

   220 Boschloo, Annibale Carracci in Bologna (1974), I, 70-71: Boschloo compared Annibale’s field in the 
Jason frescoes at Palazzo Fava, The Crossing of the Libyan Desert to Barocchi’s Martyrdom of San Vitale, 

especially for the stances of Annibale’s three central figures and Barocci’s two executioners and officer. 

   221 Peter Humfrey, “The patron and early provenance of Titian’s Three Ages of Man,” Burlington 

Magazine, 145, No. 1208 (Nov., 2003), 791. The version that belonged to the d’Este was among the works 

confiscated by Cardinal Aldobrandini and taken to Rome in 1597.  It was lost, but a faithful copy after it 

remains in the Doria Pamphilj collection, Rome. 

   222 Perini, Gli Scritti dei Carracci (1990), 161, postilla 26, Vasari, p.808, r.31 ss (vita di Tiziano). 
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 The formal connections between Annibale’s figures in the Allegory and Titian’s 

leaning nude in his Sacred and Profane Love and old man in his Three Ages of Man seem 

to indicate Annibale’s strong interest in Titian’s work.  He apparently took the 

opportunity to study such works as came in his path, even while in the mid-1580s his 

painting technique and palette so often tended to reflect his study of Barocci and 

Correggio.
223

   

 Annibale’s next major altarpiece The Baptism of Christ (fig. 70), signed and dated 

1585, exhibits a strong preference for Veronese’s compositional treatment of the subject.   

At the same time, Annibale experimented with the colour of Barocci and his study of the 

figures of Correggio.
224

  It was probably soon after the completion of the Jason frescoes, 

that Annibale began work on this commission for the Canobbi family chapel in the 

church of San Gregorio, for which several preparatory drawings survive.
225

  Among these 

are figures executed in red chalk, in Correggio’s manner, but also some, such as the 

studies of a hand holding a violin bow (fig. 72), for the angel violinist, drawn in black 

chalk with white heightening on blue paper, in the Venetian manner.
226

  Annibale was 

clearly aware of both drawing methods and continued to use what was best suited to his 

purpose. 

                                                   

   223 Posner, Annibale Carracci (1971), II, 10-11. 

   224 Robertson, The Invention of Annibale (2008), 49:  The Correggism of the picture is especially 

apparent in the figures of the angels if we compare them to Correggio’s types in the cupola of the Duomo 

in Parma, after which Annibale may have made drawings and painted copies. One of the letters by 

Annibale in Parma in 1580, from which Malvasia quotes, indicates that he had a buyer who was eager for 

all such copies, and some of these may be the paintings of angels in the Galleria di Parma, attributed to 

Annibale and Agostino Carracci.  Malvasia, Felsina pittrice (Zanotti, 1974), I, 367:  Excerpt of the letter 
from Annibale in Parma to Ludovico in Bologna, April 28, 1580: “[il gran Corporale] dice che prenderà 

da me ancora tutte le teste che coppiarò dalla cupola, e altre ancora di quadri private, che mi procurara 

del Correggio per coppiarle...” 

   225 Malvasia, Le Pitture (Emiliani, 1969), 113-114: The painting is in situ, with a baptismal font.  Both 

Bellori and Malvasia mistakenly though Annibale’s Crucifixion with Saints, and his Baptism were earlier 

productions, dated to pre-1580 and 1578 respectively. 

  226 Robertson, The Invention of Annibale (2008), 47. 
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 Annibale’s composition may have been inspired by Federico Barocci’s Madonna 

del Popolo (fig. 71) of 1575-79, then in Arezzo.  The undressing youth on the left in 

Annibale’s Baptism resembles the attitude of Barocci’s blind hurdy-gurdy player.
227

  The 

exuberant palette of the Baptism, with its bright pinks, reds and yellows, is in keeping 

with his other works of the period, such as the St Sebastian (Gemaldegalerie, Dresden), 

and the Allegory of Truth and Time.  Yet, it also reflects Annibale’s knowledge of 

Veronese’s palette.
228

 

 Annibale’s conception of the subject would have been shaped by his knowledge 

of Prospero Fontana’s Baptism of Christ altarpiece (fig. 74) of c.1555 in the Poggi chapel 

of San Giacomo Maggiore, painted after a design by Pellegrino Tibaldi.
229

  Annibale’s 

figure of St John is essentially the same pose as Fontana’s, and he seems to have 

borrowed and adapted Fontana’s lower left figure of the youth.  Ludovico also painted a 

Baptism of Christ (fig. 73) around 1584, which was probably made for a small private 

chapel.
230

     

 In his Baptism altarpiece, with its jewel-like colour, closely placed central figures, 

and cut-off side figures, Annibale departed from the Bolognese compositional models 

                                                   

  227 There is no documentation of a trip to Arezzo, but if Annibale was in the area of Ravenna and Faenza, 

he could have passed through the mountains from Cesena directly to Arezzo, or he may have travelled to 

Florence directly form Bologna over the Apennines.  Robertson, The Invention of Annibale (2008), 67: A 

trip to Florence would explain why Annibale read and commented authoritatively in the biographies of so 

many Florentine artists in the Carracci copy of Vasari’s Vite. 

   228 Boschloo, Annibale Carracci in Bologna (1974), I, 70-71: Boschloo compared some of Annibale’s 

colours, “light flesh tones, pinkish red, greyish white, dark brown and soft yellow,” in his Baptism of Christ 

with Barocci’s palette in his Martyrdom of San Vitale. 

   229 Annibale’s division of space into upper and lower registers, as described above, is basically the same 

as that of Fontana’s Baptism.  De Grazia Bohlin, Prints and Related Drawings (1979), 106, no. 23: the 
primacy of Fontana’s altarpiece upon Annibale’s conception of the subject is most evident in his earlier 

preparatory drawing for Agostino’s engraving of the Baptism of Christ (fig. 66), dated 1581.  Mario Fanti 

and Carlo Degli Esposti, La chiesa di San Giacomo Maggiore in Bologna (Bologna: Inchiostri Associati 

Editore, 1998), 74-75: the altarpiece is accompanied by Tibaldi’s lateral frescoes in the same chapel, the 

Annunciation to St Elizabeth and St John Baptizes the Multitudes. 

   230 Brogi, Ludovico Carracci (2001), 114, no. 10:  Ludovico’s painting, like Annibale’s print, also appears 

inspired by the Poggi altarpiece, with both Christ and the Baptist in similar poses. 
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and turned instead to Veronese’s treatment of the theme.  Veronese brought the 

protagonists closer together, even overlapping, and turned the figure of Christ to face the 

viewer.  Veronese’s Baptism of Christ (fig. 75) of 1576-77, recorded by Ridolfi as being 

in the church of San Giovanni di Malta, Padua, was one of many versions made by the 

master and his workshop.
231

  Annibale could have seen one of these examples in 1582, 

and perhaps even in Veronese’s workshop.  The group of figures squeezed in along the 

left edge, are very close to some of Veronese’s exotic turbaned figures in their colour and 

shading. 

 Annibale’s second major signed and dated altarpiece of 1585, the Pietà with 

Saints (fig. 76), commissioned for the high altar of the church of the Cappuccini in 

Parma, overwhelmingly reveals his mastery of Correggio’s idiom.
232

  The altarpiece also 

acknowledges the Venetian tradition for its treatment of the typology and for the figure of 

the dead Christ.  This was apparently the first time Annibale was required to use the 

large, arched altarpiece format, as the Crucifixion with Saints and the Baptism of Christ 

are both squared at their upper edges.
233

  Through format and typology, we can relate 

Annibale’s Parma Pietà to Francesco Salviati’s Deposition (fig. 77), then in the church of 

Corpus Domini, Venice.
234

  In the upper part of Salviati’s picture, the Instruments of the 

Passion are displayed by an angel, and Annibale seems to have taken up this idea by 

depicting the Crucifix held aloft by grieving angels.   

                                                   

   231 Ridolfi, Le maraviglie (Hadeln, 1965), I, 318; Terisio Pignatti and Filippo Pedrocco, Veronese 

(Milano: Electa, 1995), 399-400, no. 288. 
   232 Lucia Fornari Schianchi, Galleria Nazionale di Parma, Catalogo delle opera del Cinquecento e 

iconografia farnesiana (Milano: Franco Maria Ricci, 2000), 162, no. 319:  The prestigious commission 

indicates that by this time the artist’s work was well regarded by that order. 

   233 The painting is close to four metres in height so that its scale captures the viewer’s attention.  As far as 

we know the artist’s largest commission up to that point. 

   234 Vasari, Le vite (Bettarini1966-1987), VII, “Life of Salviati,” 19.  The Corpus Domini complex, with 

its convent, church and gardens, was demolished in 1810.  
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 In terms of its colour and technique, the painting presents the fruits of Annibale’s 

close study of Correggio’s soft atmospheric effects.  His suppression of local colour 

combined with his earthy palette, was the means by which he unified the painting through 

light and shadow.  But this use of tone is Lombard-Emilian, not yet Venetian in manner, 

as his light falls onto his figures consistently from the front.  We do not see in Annibale’s 

Pietà, the kind of tonal development found, for example, in Veronese’s Pietà with the 

Madonna and An Angel (fig. 78) of 1581, now in the Hermitage, which Annibale could 

have seen in Santi Giovanni e Paolo in Venice.  In this work, which also features a 

mourned dead Christ, Veronese used tonal contrasts set off by silhouetted edges, and his 

figures cast shadows and reflect light onto one another in a convincingly three-

dimensional way.  By contrast with Annibale’s altarpiece, Agostino’s 1582 engraving of 

the Pietà (fig. 16) after Veronese shows the extent to which his older brother had already 

grasped this essential aspect of Venetian painting.  

 Annibale seems to have looked to Veronese for his figure of Christ.  His red chalk 

Study for the Parma Pietà (fig. 79) is very close to Veronese’s Christ in his Hermitage 

Pietà, with the figure’s head drooping to the right.
235

  This may have been due to 

Annibale looking first at Veronese’s example, or Agostino’s print after it, or he may have 

seen an untraced variant, as Malvasia mentioned a Dead Christ by Veronese in the 

Palazzo Pubblico, Notaria criminale of Bologna.
236

  If the Carracci saw Veronese’s Dead 

                                                   

   235 Boschloo, Annibale Carracci in Bologna (1974), II, 275; Robertson, The Invention of Annibale 
(2008), 251: Uffizi, inv. 12418F. 

   236 Malvasia, Le Pitture (Emiliani, 1969), 165:  “il Christo morto, opera dignissima del gran Paolo 

Veronese, e del Dominio del sagro Monte della Pietà.”  Ibid., 469:  The painting was mentioned in 

connection with the canonical church of Monte della Pietà, but this same church, at Via Indipendenza 11, 

was renamed and is now called San Pietro.  Curiously, it is mentioned in Malvasia’s Le Pitture only up to 

the third edition published in 1732, raising the question of whether the work was removed from the Palazzo 

Pubblico or returned to the original owners to disappear from there.   
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Christ in the Palazzo Pubblico, we may speculate that it looked much like his other 

paintings of the subject, which feature the seated corpse propped in an upright position, 

accompanied by the Madonna or angels, or both.  Two such variants by Veronese can be 

seen today at the Gemäldegalerie in Berlin.  In Annibale’s finished painting, he changed 

the direction of Christ’s head so that it droops to the left, and his final pose for the figure 

corresponds to the example of Salviati, and as we will consider next, to Cima. 

 An older Venetian painting that may have served as a compositional model for 

Annibale’s Pietà was a work by Giovanni Battista Cima da Conegliano (1459-c.1517), 

located in nearby Carpi.  Cima’s Lamentation over the Dead Christ with Saints Francis 

and Bernardino (fig. 80), in oil on panel, is dated stylistically to around 1495-97.
237

  

Annibale could easily have made the short detour from Modena north to Carpi to see this 

extraordinary little gem, then on the high altar of the church of San Nicolò.
238

  Annibale’s 

painting shares with that of Cima, a mood of restrained grief, the figure of Christ and the 

representation of twilight.
239

  Annibale grouped his figures differently in the lower 

register of the composition, but arranged a saint on each side to flank the central group.  

Like Cima, however, Annibale placed the tomb on one side, darkened in his painting, and 

the distant hill dipping down on the other, which effectively relieves the symmetry.  

Cima’s presentation is frontal and stage-like, while Annibale has placed his figures 

around the dead Christ, creating a sense of three-dimensional space.  This is something he 

                                                   

   237 Maria Grazia Bernardini, The Estense Gallery of Modena: guide to the history and the art collection 

(Milano:  Silvana Editoriale, 2007), 40, no. 9. 

   238 Peter Humfrey, Cima da Conegliano (Cambridge: Cambridge University Press, 1983), 33.  It was 

commissioned by Alberto Pio III, Lord of Carpi, and was intended for the funerary chapel of his family, but 

it was documented in 1580 by the priest of that church, Father Malezappi, as being placed instead on the 

high altar.  

   239 Ibid, 34:  Peter Humfrey described the painting’s overt display of emotion as uncharacteristic of Cima. 



101 

 

may have learned from a preliminary survey of works in Venice by Veronese and 

Tintoretto.   

 The small area of twilight on the horizon accentuated by the tree silhouettes is 

perhaps more than a Biblical reference to the evening entombment.
240

  Annibale may also 

have been inspired by the works of both Titian and Savoldo, who often represented 

twilight in their skies.
241

  Titian sometimes portrayed the light low over the horizon to 

create a sense of monumentality for his figures.
242

  Girolamo Savoldo had likely seen 

Titian’s magnificent Averoldi altarpiece (Ss Nazzaro e Celso, Brescia) from which he 

took his cue for the treatment of twilight in his skies.  Annibale’s sky in the Parma Pietà 

shares in the moody twilight exemplified by these two Venetian artists. 

 For the figure of the Magdalene in the Parma Pietà, Annibale seems to have 

combined various models with which he was already familiar in Venice and northern 

Italy into a female type he would later repeat.  He portrayed her kneeling, with her hands 

clasped and her head tilted gently away from the viewer, eyes fixed on the object of her 

sorrowful devotion.  Among his local exemplars for the Magdalene, one thinks 

immediately of Parmigianino’s St Margaret in his Madonna and Child with Saints 

Margaret, Jerome and Petronius (fig. 81) of 1529 in Bologna, but also of Correggio’s 

Mary Magdalene in his Il Giorno (fig. 82) of 1525-28.
243

  Annibale’s Magdalene in the 

                                                   

   240 In the biblical account, Christ’s body is hurriedly placed in the stone tomb on the eve of the Jewish 

Sabbath, and the twilight may also foreshadow the Resurrection.   

   241 Wethey, The Paintings of Titian (1969-1975), I, 89, no. 36: In Titian’s work this is true for such 

diverse paintings as his Madonna and Child with St Catherine and a Rabbit (fig. 50), of c.1530, the 
Entombment (Louvre, Paris) of 1526-32.  The colours have darkened over the centuries.  Ibid., II, 87, no. 

21:  and the Charles V at Mühlberg (Prado, Madrid) of c.1548, which was affected by a fire in the Alcázar, 

1734.   

   242 Turner, Vision of Landscape (1966), 112. 

   243 Bentini et al., Pinacoteca Nazionale di Bologna Catalogo Generale (2006), 82, no. 60:  Parmigianino’s 

altarpiece was then in the church of Santa Margherita, Bologna.  Madonna and Child with Saints Jerome 

and Mary Magdalene called Il Giorno in reference to its nocturne ‘counterpart’ the Adoration of the 
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Parma Pietà can also be compared with the same figure in Salviati’s Deposition, similarly 

dressed and posed in a three-quarter back view.  In addition, the pose of Annibale’s 

Magdalene may suggest his knowledge of the St Catherine in Veronese’s Holy Family 

with Saints (fig. 83) of 1551 in San Francesco della Vigna, Venice, after which Agostino 

engraved in 1582.  In both the Baptism and Pietà, Annibale acknowledged Venetian 

inspirations, even as he responded primarily to the work of Correggio. 

Venetian Aspects of the ‘Aeneid’ Frescoes 

 In 1586, the three Carracci were invited back to Palazzo Fava, where they were 

commissioned to paint frescoes in the Sala dell’Eneide.  Although these frescoes 

represent a step in the progression of local Emilian traditions, they may also be indebted 

to Tintoretto’s large battle scenes for the Gonzaga, which the Carracci could have seen in 

Mantua.  This time, the theme of the frieze in Palazzo Fava was the story of Aeneas from 

books II and III of Virgil’s Aeneid, focusing on the destruction of Troy and Aeneas’ 

voyage to Italy.  Bellori describes the frescoes in his biography of Annibale, attributing to 

him two complete scenes The Harpies Defiling the Feast and Polyphemus Attacking the 

Trojan Fleet; attributions with which Malvasia concurs.
244

  In stance and dress, the 

Carracci’s Trojan warriors closely resemble, in stance and dress, Tibaldi’s figures of 

Ulysses and his men on two ceilings of the Palazzo Poggi from c.1554-56.  Annibale’s 

figure of the giant cyclops also appears to be inspired by Tibaldi’s fresco The Blinding of 

                                                                                                                                                       

Shepherds, called La Notte (Dresden, Gemaldegalerie).  Malvasia, Felsina pittrice (Zanotti, 1974), I, 365:  

Malvasia quotes Annibale’s first letter from Parma, in which the artist declares his preference of 
Correggio’s Il Giorno over Raphael’s Ecstasy of St Cecilia in Bologna.  Annibale appears to have been 

captivated by this painting, as Agostino would also be in 1586, when his own study of it prompted him to 

make his engraving, trying to surpass Cornelis Cort’s graphic interpretation. 

   244 Bellori, Le vite (Borea, 1976), 36; Malvasia, Felsina pittrice (Zanotti, 1974), 373-374; Malvasia, Le 

Pitture (Emiliani, 1969), 49.  Robertson, The Invention of Annibale (2008), 82:  Clare Robertson detects 

Annibale’s contribution in two more of the frescoes, the Sacrifice to Neptune, and The Trojans Catch Sight 

of Italy (fig. 49) which both have a high degree of movement and three-dimensionality. 
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Polyphemus, a scene from The Odyssey, and in another room in the palazzo, by his 

gesticulating giants depicted di sotto in sù, who look down menacingly from the 

ceiling.
245

   

 But Annibale’s preparatory study for Polyphemus (fig. 84) also owes much to 

Tintoretto’s drawing style.
246

  The cyclops Polyphemus is drawn using typically Venetian 

materials, black chalk and white heightening on blue paper, capturing the gesture with 

quickly sketched rippling outlines and roughly placed shadows.  We can see by 

comparing this drawing with Tintoretto’s study of Michelangelo’s Giuliano de’Medici 

(fig. 85) (presumably drawn after a cast model), that Annibale appears to have used the 

black chalk to shade his form in emulation of Tintoretto’s quick and ready way.  In 

another example, Tintoretto’s study for the figure of Christ (fig. 86), made for his 

painting of the Flagellation (Kunsthistorisches Museum, Vienna) of c.1585-90, captures 

the gesture with an economy of undulating lines.  Annibale’s drawing of Polyphemus 

exhibits similar qualities. 

 According to Malvasia, the Aeneas frescoes were well received and favorably 

compared with local decorative cycles by Nicol  dell’Abate, in the hall of the Palazzo 

Leoni, Bologna.
247

  There, dell’Abate had illustrated Book II of the Aeneid, which tells of 

the Trojan War.
248

  He had previously worked out his designs for the Aeneid frescoes in 

some earlier decorations for the Boiardo castle at nearby Scandiano, in the hills south of 

                                                   

   245 It is worth noting that later on, in Rome, Annibale would fashion the figure of Polyphemus in the vault 
of the Galleria Farnese more in keeping with that of Sebastiano del Piombo in the Farnesina. 

   246 Robertson, The Invention of Annibale (2008), 82: Polyphemus, c.1586, Florence Uffizi, inv. 12316F. 

   247 Malvasia, Felsina pittrice (Zanotti, 1974), 374: “haveva espresso il grazioso Nicolino nel gran fregio 

della Sala de’Signori Leoni da S. Martino.” 

   248 A.W.A. Boschloo, Il fregio dipinto a Bologna da Nicolo dell'Abate ai Carracci (1550-1580), Emilio 

Carosi, traduzione italiana (Bologna:  Nuova Alfa Editoriale, 1984), 36:  The Aeneid was popular in 

Bologna with Aeneas seen as an example of moral courage.  
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Modena.
249

  The greatest difference between the Carracci Aeneid frescoes and the earlier 

representations by Nicol  dell’Abate is that where dell’Abate followed Virgil’s text to the 

letter, the Carracci selected scenes on the strength of their potential for pictorial drama, 

favouring narrative clarity.  Ludovico’s work in other frescoes of the frieze is anchored in 

the local Emilian precursors, but Annibale’s figures display more naturalism and his 

compositions have greater three-dimensional movement.
250

   

 These qualities of naturalism and movement discernible in Annibale’s fighting 

warriors may have been derived from some of Tintoretto’s battle scenes, but probably not 

those in Venice.  Among Tintoretto’s paintings in the Palazzo Ducale there were some 

battle scenes celebrating the military actions undertaken in defence of the state, whether 

truly victorious or not.  But many of these works had perished in fires in 1574 and 1577.  

The palace was only ready to be redecorated between 1584 and 1587, after an extensive 

rebuilding campaign.  If Annibale had visited Venice in 1582, the new paintings would 

not yet have been completed and installed, and he would not have seen, for example, 

Tintoretto’s canvas the Conquest of Zara in the Sala dello Scrutino, completed in 1584, 

nor his Defense of Brescia in the Sala del Maggior Consiglio.  These two pictures were 

part of the grand redecorating project undertaken to replace the works of art lost in the 

two palace fires.   

 But before his contribution to the redecorating of the Palazzo Ducale of Venice, 

Tintoretto had executed a cycle of battle scenes (Munich, Alte Pinakothek) for Guglielmo 

Gonzaga, between 1574 and 1579, and installed in the Palazzo Ducale of Mantua by 

1580.  If Annibale travelled to Mantua around 1582, as he seems to have done perhaps 

                                                   

   249 Ibid., 17. 

   250 Robertson, The Invention of Annibale (2008), 82. 
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with Agostino, they could well have seen Tintoretto’s Gonzaga Cycle.
251

  The 

commission was comprised of eight large canvases in oil, created in two separate series 

of four paintings, and these were installed as friezes in two of the palace halls.  

Guglielmo, the third Duke of Mantua, commissioned the works to glorify the Gonzaga 

family history.  He may perhaps have been inspired to do so after seeing Jacopo 

Tintoretto’s Victory of Lepanto, which was also destroyed in the fire of 1577.
252

   

 There are some scenes among the Aeneid frescoes in Palazzo Fava that appear to 

respond to the dynamic spirit of Tintoretto’s Gonzaga paintings.  Annibale’s rendering of 

The Harpies Defiling the Feast (fig. 87) depicts a surprise attack by the foul mythical 

creatures and the warriors’ quick response in fighting them off.  He portrays the action 

with great energy, and his powerful warrior wielding his sword at the right may be related 

to a similar figure in Tintoretto’s Federico II Gonzaga taking Milan, 1521 (fig. 88).  

Tintoretto’s fighter draws his arm across his chest, preparing to dispatch his enemy with a 

fatal backhand stroke of his sword.  Annibale’s warrior, with his arm raised against his 

opponent, functions in the same type of pictorial role as Tintoretto’s soldier, that of a 

corner repoussoir figure, used to set the actual scene behind him.  The poses of the two 

armed men are very similar, and present the possibility that Annibale saw and 

remembered Tintoretto’s fighter, if he did not exactly copy or draw it. 

 The Aeneid fresco The Trojans Catch Sight of Italy (fig. 89) may have been 

inspired by Tintoretto’s second painting in the first Gonzaga series, Ludovico II Gonzaga 

defeats the Venetians on the Adige near Legnano, 1439 (fig. 90).  Tintoretto created a 

                                                   

   251 It is highly likely Annibale and Agostino went to Mantua, although there is no documentation of such 

a trip.  It would follow Ludovico’s studioso corso as Malvasia outlines it, and explain Annibale’s praise of 

Titian’s lost Roman Emperors, and paintings by each of the Carracci related to Mantegna’s Dead Christ. 

   252 Cornelia Syre, Tintoretto: the Gonzaga Cycle (Ostfildern: Hatje Cantz, 2000), 13-16. 
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number of other ‘cinematic’ naval battle scenes, such as The Abduction of Helen c.1578-

79 (Prado, Madrid), in which he throws the viewer quite off balance with his depiction of 

the mayhem of hand-to-hand combat in a melee of bobbing boats.  Annibale may have 

admired Tintoretto’s ability to unsettle his viewers by this effect, as a similar agitation 

pervades The Trojans Catch Sight of Italy.  While the Aeneid frescoes in Palazzo Fava 

mainly develop the local Bolognese decorative tradition, these references to Tintoretto’s 

battle scenes once again present an undercurrent in Annibale’s work, as he incorporated 

some of the ideas from Venetian art he could have seen outside of Venice. 

Annibale’s Landscapes and the Venetian Pastoral Tradition 

 One of Annibale’s significant contributions to Western art was his development 

of the genre of landscape painting, and his response to the Venetian pastoral tradition was 

integral to his formulation of the landscape.  Annibale’s almost-documentary interest in 

observing and recording the world around him is already evident in his early genre 

paintings.  Drawing and painting of the landscape was a natural extension of this 

tendency.  As co-founder of the Carracci Academy (the Accademia degli Incamminati), 

Annibale would have participated in the excursions mentioned by Faberio in his eulogy at 

Agostino’s funeral, in which the Carracci made regular sketching trips outside the city 

walls with their friends and students.
253

  The abundance of surviving landscape drawings 

by Annibale and Agostino Carracci lends credence to Faberio’s testimony. 

 Annibale’s affinity for nature was probably reinforced by scientific ideas 

circulating in Bologna concerning the direct observation of nature.  This new attitude was 

                                                   

     253 Malvasia, Felsina pittrice (Zanotti, 1974), I, 428:  “E quando per causa di recreatione s’usciva fuori 

a diporto, era quell’Academia anco nell’otio virtuosa, e comendabile: perche i ragionamenti non erano 

vani, ne indegni di lei; mà dolcemente discorrendo s’andava di qualche nobil materia; alla villa si 

disenganvano colli, campagne, laghi, fiumi e quanto di bello, e di notabili s’appresentava alla lor vista.” 
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generated in Bologna by Ulisse Aldrovandi (1522-1605), a scientist at the university who 

placed increased value on the direct observation of nature in the reappraisal of received 

knowledge.
254

  In this sense, his work parallels the Carracci reform of art, as their 

academic program tempered traditional artistic training methods with empirical ones, 

placing importance on consulting nature as the ultimate source.  Aldrovandi’s work 

involved the collection and study of natural specimens, and he regularly hired local artists 

to draw and illustrate these.
255

  We generally find in the origins of European landscape 

painting in the sixteenth century a new appreciation for the natural environment, and this 

trend was particularly intensified in Bologna by Aldrovandi’s pioneering methods.
256

  

Boschloo’s research in the Aldrovandi archives has shown that the pioneering scientist 

was well connected with the city’s artists.
257

  Malvasia mentioned that Aldrovandi visited 

Prospero Fontana at home, and that he taught in the Carracci academy.
258

 

                                                   

   254 Boschloo, Annibale Carracci in Bologna (1974), part III: Aldrovandi’s publication, Storia Naturale – a 
thirteen-volume illustrated description of the mineral, vegetable and animal kingdoms – laid the 

groundwork for the founding of the modern science of Natural History.  For much of the sixteenth century, 

Bologna’s governance as a Papal State created financial and political conditions that dampened academic 

inquiry.  In Aldrovandi’s time, however, the reforming cardinal legate, Gabriele Paleotti, shielded the 

university somewhat from the Papacy’s post-Tridentine repression of free thinking in the sciences.  A core 

group of intellectuals associated with the university cooperated and thrived under Paleotti’s protection, and 

thus Bologna remained at the forefront of academic advancement in Europe despite the Inquisition’s power. 

   255 Boschloo, Annibale Carracci in Bologna (1974), I, 116. 

   256 Margaretha Rossholm Lagerlöf, Ideal Landscape: Annibale Carracci, Nicolas Poussin and Claude 

Lorrain (Yale University Press: New Haven and London, 1990), 2. 

   257 Boschloo, Annibale Carracci in Bologna (1974), II, 225/33:  Aldrovandi’s letters show that Sabatini 

and Samacchini went to copy drawings in his scientific manuscripts (letter of 3 Nov, 1582, Mss. U. 
Aldrovandi, 6, Vol. II, fol. 147, Biblioteca Universitaria di Bologna), that Camillo Procaccini painted an 

altarpiece for his villa chapel (Mario Fanti, “La Villeggiatura di Ulisse Aldrovandi” (17-43), in Strenna 

Storica Bolognese, VIII, 1958). 

   258 Malvasia, Felsina pittrice (Zanotti, 1974), I, 174: In his biography of Prospero Fontana, Malvasia 

related that Aldrovandi, along with Achille Bocchi and other illustrious guests, visited Fontana in his home;  

Ibid., I, 336:  Malvasia stated that Aldrovandi was among the regular visitors to the Carracci studio, along 

with other men of letters and university professors. 
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 The elaborate pastoral landscapes in Nicol  dell’Abate’s fresco cycles in 

Bolognese palazzi could have provided Annibale with a starting point in his work.
259

  For 

example, dell’Abates friezes in situ in the Sala dei Paesaggi of Palazzo Poggi are 

landscapes constructed of distinct horizontal layers that indicate increasing distances, 

with figures and trees in the foreground picturesquely framing the view of a town or body 

of water, and pale distant mountains.  The vantage point is usually high, reflecting 

Nicol ’s combination of Venetian and Emilian landscape traditions, giving a dramatic 

scope to the view as if seen from a hill top.
260

 

 In addition to these local examples, Annibale could also have turned to Venetian 

prints, including various woodcuts and engravings featuring figures in landscapes.  As we 

have seen in the previous chapter, these interpretations of nature seem to have contributed 

at a formative stage to his notion of landscape representation.  His paintings between the 

years 1584 and 1587 suggest the expansion of the landscape, already begun in the Europa 

frieze, from that of a background element to an entire setting for a subject with smaller 

embedded figures, following a Venetian trend exemplified by the art of Titian and 

Muziano.
261

 

 In late fifteenth-century Venetian painting, landscape functioned as an evocative 

backdrop, but it soon became more fully integrated with the picture’s subject and was 

                                                   

     259 Nicol  dell’Abate’s Aeneid frescoes of about 1540, detached from the walls of the Boiardo castle at 

Scandiano and now in the Galleria Estense in Modena, include eight surviving lunettes with large 

landscapes that were once arranged atop the narrative friezes.  A later series of dell’Abate’s frescoes 

illustrating Orlando Furioso in the Palazzo Torfanini, Bologna, also featured landscapes, which are now 
detached and arranged in the Pinacoteca Nazionale di Bologna, in a chamber simulated to recreate the 

original layout.   

   260 Sylvie Béguin e Francesca Piccinini, editors, Nicolò Dell'Abbate: storie dipinte nella pittura del 

Cinquecento tra Modena e Fontainebleau (Cinisello Balsamo, Milano: Silvana, 2005). 

   261 In the medium of paint, the landscape was not yet treated as an independent genre by any artist at this 

date, so there was always a subject and figures engaged in playing out their roles in the designated 

narrative.   
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represented as an inhabitable three-dimensional space.  Unlike the landscapes of Nicolò 

dell’Abate, which sometimes tended towards the fantastical, the Venetian landscape was 

rooted in observed nature.  This was largely due to Titian’s influence, as Rearick has 

shown.  While still an apprentice to Giovanni Bellini, Titian provided Giulio Campagnola 

of Padua (c.1482-c.1515) with drawings of elegantly lounging shepherds in rustic 

landscapes as elements for Campagnola’s engravings, which then disseminated the 

imagery to a wide audience in print form.  Such imagery resonated with a growing 

literary interest in Virgil’s Eclogues, nurtured by the newly available printed versions of 

such classical texts.
262

  Giorgione’s Tempest (Gallerie Accademia, Venice) of c.1505 is 

another example of this evocative rustic landscape.  Around 1525, Titian revitalized the 

imagery with his print, the Landscape with a Milkmaid, which corresponded to a renewed 

interest in reading Virgil, this time the Georgics, which is still rustic but concerns labour 

on the farm.
263

  Titian depicted agrarian labour in a heroic mode and through the 

circulation of prints, Jacopo Bassano discovered this trend set by Titian, and began to 

recast biblical subjects as rustic scenes modified by his own observations of local 

peasants and events.  For evidence of this we may look to Bassano’s reworking of major 

elements of Titian’s Milkmaid in the foreground of his Sower (Thyssen-Bornemisza, 

Madrid) of c.1564.
264

  For plentiful examples of pastoral and agrarian imagery, Annibale 

could have turned to Giorgione, Titian and Bassano, all of whom rendered their 

populated landscapes in a naturalistic mode. 

                                                   

   262 W.R. Rearick, “From Arcady to the barnyard,” Studies in the History of Art: Vol 36, the Pastoral 

Landscape, John Dixon Hunt, ed., (Washington: National Gallery of Art; Hanover: University Press of 

New England, 1992), 138: Jacopo Sannazaro’s Arcadia (published in Venice, 1504), freely adapted from 

Virgil’s Eclogues, helped to popularize such notions of the shepherd in the rustic landscape. 

   263 Ibid., 153-154. 

   264 Ibid., 155. 
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 The landscape also played a prominent role in sixteenth-century Venetian 

depictions of the hermit saint, from which Annibale took inspiration.
265

  In this category 

of painting, as in the case of prints, the landscape is no longer simply a backdrop, but 

works with the subject to externalize the saints’ inner turmoil.  It may function as a place 

of oneness with creation in the case of St Francis, or as an austere place of purification in 

the cases of the penitent St Jerome and St Mary Magdalene.
266

  Cima, Lotto, Titian, 

Savoldo and Bassano are all known for their images of penitent saints in expanded 

landscapes.
267

  As we have seen, Muziano took up the theme of the hermit saint in a large 

elaborated landscape, inspired by Titian, and Cornelis Cort engraved his designs, 

providing the Carracci with graphic examples of this type.   

 Annibale gave the landscape an active and prominent role in several of his major 

works between 1584 and 1587.  This began with the landscapes in his Europa frescoes of 

c.1583-84, and included the Baptism and Pietà altarpieces of 1585.  Other paintings that 

feature notable landscapes are the Landscape with the Vision of St Eustace of c.1585 and 

the pendant scenes, Hunting and Fishing, of c.1585-87.  Annibale’s Landscape with the 

Vision of St Eustace (fig. 91) of c.1585 depicts a broad hilly landscape in which Eustace, 

out hunting, is confronted by a vision (appearing between the antlers of a stag) of Christ 

crucified.
268

  Annibale’s painting follows the main elements of Cornelis Cort’s Landscape 

                                                   

   265 For more about the landscape in Venetian prints, see Chapter 2. 

   266 For Annibale’s prints that share such expressions of saintly penitence and meditation, see also his 

prints of this period in De Grazia Bohlin’s catalogue:  4* St Jerome, 7* St Francis of Assissi, 12* Mary 

Magdalene in the Wilderness, 13* St Jerome in the Wilderness. 

   267 Turner, The Vision of Landscape (1966), 114. 

   268 According to the story, Eustace was a Roman general under Emperor Trajan before his conversion.  

He underwent a series of tests of faith after his baptism, and was martyred along with his whole family.   
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with St Eustace (fig. 92) engraved in 1573 after Girolamo Muziano.
269

  This print by Cort 

would likely have been among the various prints studied by Agostino during his 

apprenticeship with Domenico Tibaldi.  Muziano had designed the image in the tradition 

he had learned from Campagnola and Titian while he was still in Venice.  Annibale 

retained the pose of Eustace, the rocky wilderness setting, the incidental animals, the 

large framing trees and rocks, and the view of a far off landscape.  However, Annibale 

broadened out the scene from Cort’s upright vertical format into a wide horizontal one, 

enlarging the landscape.  Although it may have a somewhat artificially constructed 

composition, all of the elements appear well illustrated from nature.   

 Annibale’s Landscape with a Fishing Scene (fig. 93) and Landscape with a 

Hunting Scene (fig. 94) of c.1585-87/88 are considered pendants and were probably 

commissioned by a wealthy patron in Bologna, perhaps for display in a dining hall.
270

  

The pictures blend landscape painting with scenes of everyday life, with a noble family 

watching the activities of people procuring food.
271

  In Fishing, Annibale established the 

landscape in a sequence of carefully constructed layers of receding distance.  His figures 

are probably taken directly from some of his impromptu sketches along the river banks 

outside Bologna.  Annibale’s pen-and-ink drawing of a fishing scene (fig. 95) in the 

                                                   

   269 Turner, The Vision of Landscape (1966), 175-178: The pictorial arrangement of Muziano’s design 
goes back even further to the precedent of Albrecht Dürer’s print of St Eustace of c. 1501.  Dürer in his 

turn, probably looked to Pisanello’s Vision of St Eustace (fig. 57) painted c.1438-42, (National Gallery, 

London) which was probably commissioned for a patron living somewhere near Venice.   

   270 Posner, Annibale Carracci (1971), II, 20, nos. 43 and 44. They are widely accepted as c. 1585, but 

Posner argued for a slightly later date of c. 1587, on the basis that the colour, handling and form appear 

closer to him to Annibale’s Madonna di San Ludovico. 

   271 Turner, The Vision of Landscape (1969), 179. 
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Louvre is related to this painting by subject matter.
272

  The drawing seems to capture 

actual events the artist witnessed, which are reflected in the spirit of the painting.   

 For the pendant Landscape with Hunting Scene, the setting is more hilly and 

forested, but follows a similar formal structure.  The details also appear observed from 

life.  There are well-dressed nobles with plumed hats, riding into the scene from the left.  

Their horses are partly obscured by a large hill upon which a red-coated hunter totes a 

large hare he has killed.  At foreground center, a man seated on the ground with his back 

to us points to the left, while a group at the extreme right appears to be unpacking a 

luncheon.  In the middle ground, mounted hunters and dogs are coursing, and on another 

hill a huntsman seeks his quarry, but a sneaky fox is giving them all the slip.  There is a 

beautiful characterization of dogs, and one of these animals appears to be based on a 

drawing attributed to Agostino and used as an added element in his 1582 engraving of 

The Martyrdom of Saint Justina after Veronese’s Paduan altarpiece.
273

   

 As in the case of the Landscape with the Vision of St Eustace, the structuring of 

space in both the Hunting and Fishing is somewhat stage-like and feels artificially 

contrived to suit the arrangement of figures, more obviously so in the Hunting.  Despite 

this, Annibale’s arrangement of pictorial space flows pleasingly and appears naturalistic 

enough, as do the activities of his cheerful figures.
274

   

 For his pendants Hunting and Fishing, Annibale found a kindred spirit in Jacopo 

Bassano, who made many compositions with figures and animals in landscapes.  His 

                                                   

   272 Loisel, Inventaire Général (2004), 216, no. 433; Posner, Annibale Carracci (1971), II, 20, no. 44. 

   273 De Grazia Bohlin, Prints and Related Drawings (1979), 204, no. 105 (inv. 12418F), Agostino, Various 

Studies, pen and brown ink over red chalk, 297 x 415 mm, Gabinetto disegni e stampe degli Uffizi, 

Florence.  This same dog posed from the rear and wagging its curled tail appears to be the same used by 

Annibale in his painting, Landscape with the Vision of St Eustace, c.1585.  

     274 Turner, Vision of Landscape (1966), 180. 
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Return of Jacob and his Family (fig. 96) of c.1580, for example, features a landscape 

structure similar to Annibale’s Hunting, with sketchy trees, good depth of field, a fairly 

natural horizon, and earthy colours.  Bassano’s portrayal of peasant life is not purely 

genre as it originates partly in the Venetian pastoral tradition, but one can easily imagine 

Bassano’s humble but dignified peasants appealing to Annibale’s sensibility. 

Summary of Chapter 3 

 Previous studies of Annibale’s work between 1584 and 1587 have focused on his 

evident interest in the art of Correggio and Barocci, but it is important not to overlook the 

many ways in which he continued to make reference to Venetian art.  He referred back to 

some of Veronese’s drawings and paintings he had seen in Venice, and he emulated 

aspects of Veronese’s colour and painting technique.  He was further inspired by 

Venetian prints and illustrated books.  As we know from the postille, Annibale studied 

some of Titian’s works in North Italian collections.  We can substantiate his annotations 

with examples of his works in which he incorporated figural forms and landscapes from 

Titian’s paintings.  Both Agostino and Annibale used drawing materials and techniques 

acquired from their contact with Venetian studies in 1582.  Agostino was likely an 

important ally to Annibale’s understanding of the Venetian style, but perhaps not the sole 

instigator as previously credited.  Agostino ‘Venetianized’ a commissioned altarpiece in 

1584, but was not the first Carracci to do so, as Ostrow claimed, rather, Agostino 

incorporated different Venetian aspects from those Annibale sought to master.   
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Illustrations for Chapter 3 

                   

Figure 38: Agostino Carracci, Adoration of the Shepherds, oil on canvas, 1584, Gessi 

Chapel, San Bartolomeo di Reno (Madonna della Pioggia), Bologna.   

Figure 39: Agostino Carracci, Kneeling Shepherd, black chalk with white heightening on 

grey-blue paper, Loisel no. 254, Cabinets des Dessins, Louvre, Paris. 

 

                

Figure 40: Sebastiano del Piombo, San Giovanni Crisostomo and Saints, oil on canvas, 200 x 

156 cm, 1509-1510, San Giovanni Cristostomo, Venice. 

Figure 41: Jacopo Bassano, St John the Baptist in the Desert, oil on canvas, 1566, 

Santissimo Redentore, Venice. 
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Figure 42: Jacopo Bassano, Adoration of the Shepherds, oil on canvas, 139.5 x 219 cm, 

c.1544-45, Hampton Court, London.  

Figure 43: Giovanni Britto, Adoration of the Shepherds, woodcut, 396 x 503 mm, c.1535-40, 

after Titian, British Museum, London. 

 

            

Figure 44: Paolo Veronese, Adoration of the Shepherds, oil on canvas, oil on canvas, 375 x 

182 cm, c.1582, San Giuseppe di Castello, Venice.  

Figure 45: Giovanni Girolamo Savoldo, Adoration of the Shepherds, oil on canvas, 180 x 

127 cm, c.1540, Contarini chapel, San Giobbe, Venice.   
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Figure 46: Annibale Carracci, Europa Feeding the Bull, fresco, 1583-84, Palazzo Fava, 

Bologna. 

Figure 47: Annibale Carracci, Europa Leading the Bull, fresco, 1583-84, Palazzo Fava, 

Bologna. 

 

        

Figure 48: Annibale Carracci, Europa Sitting on the Bull, fresco, 1583-84, Palazzo Fava, 

Bologna. 

Figure 49: Annibale Carracci, Europa Carried off to Crete, fresco, 1583-84, Palazzo Fava, 

Bologna. 

 

        

Figure 50: Martino Rota, Rest on the Flight into Egypt, engraving, 325 x 455 mm, 1569, 

after Titian, British Museum, London. 

Figure 51: Titian, Madonna and Child with St Catherine and a Rabbit, oil on canvas, 74 x 

84 cm, 1530, Louvre, Paris.   
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Figure 52: Paolo Veronese, Rape of Europa, oil on canvas, 240 x 303 cm, 1578, Palazzo 

Ducale, Venice. 

Figure 53: Annibale Carracci, Study for Europa Sitting on the Bull, black chalk with white 

heightening on grey-blue paper, 379 x 325 mm, c.1583, W. Gernsheim Collection, Florence. 

 

           

Figure 54: Annibale Carracci, Study for Europa seated on the Bull, pen and brown ink and 

wash over red chalk, 14.1 x 21.2 cm, c.1583-84, Yvonne Tan Bunzl Collection, London.  

Figure 55: Paolo Veronese, Design for Rape of Europa, Ashmolean Museum, Oxford. 

 

            

Figure 56: Titian, Study for Sacrifice of Isaac, black chalk with white heightening on grey 

paper, squared in red chalk, 232 x 258 mm, c.1543-44, Ecole des Beaux-Arts, Paris. 

Figure 57: Tintoretto, Draped Standing Figure in Half-Length, black chalk with white 

heightening on grey-blue paper, 334 x 180 mm, c.1565, Uffizi, Florence.  
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Figure 58: Annibale Carracci, Mock Funeral of Jason, fresco, c.1584, Sala di Giasone, 

Palazzo Fava, Bologna. 

 

             

Figure 59: Jacopo Tintoretto, Ascent to Calvary, oil on canvas, 390 x 515 cm, 1567, Albergo, 

Scuola Grande di San Rocco, Venice.  

Figure 60: Jacopo Tintoretto, Christ Carried to the Tomb, oil on canvas, 164 x 127.5 cm, 

1558, National Galleries of Scotland. 
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Figure 61: Annibale Carracci, The Building of the Argo, fresco, c.1584, Sala di Giasone, 

Palazzo Fava, Bologna. 

Figure 62: Bolognino Zaltieri, Nave del Sol, woodcut, c.1571, in Vincenzo Cartari, Le 

Imagini de i dei de gli antichi, 2
nd

 edition (Venice, 1571), 51. 

 

         

Figure 63: Annibale Carracci, Allegory of Truth and Time, oil on canvas, 127 x 175.5 cm, 

c.1584-85, Royal Collection, Hampton Court, London. 

Figure 64: Bolognese Zaltieri, Allegorical figures, woodcut illustration in Vincenzo Cartari, 

Le imagini de i dei e gli antichi, 2
nd

 edition (Venice: 1571), 487. 
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Figure 65: Titian, Sacred and Profane Love, oil on canvas, 118 x 279 cm, 1514, Galleria 

Borghese, Rome. 

 

         

Figure 66: Titian, Bacchanal of the Andrians, oil on canvas, 175 x 193 cm, c.1520-23, Museo 

del Prado, Madrid. 

Figure 67: Titian, Three Ages of Man, oil on canvas, 902 x 1512 cm, c.1512-1515, National 

Gallery of Scotland, Edinburgh. 

 

         

Figure 68: Unknown Ferrarese painter, Bathers, oil, 108.5x163 cm, c. 1520-1530, Castel 

Sant-Angelo, Rome. 

Figure 69: Ludovico Carracci (attr.) Medea Casts Her Spell, fresco, c.1584, Sala di Giasone, 

Palazzo Fava, Bologna. 
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Figure 70: Annibale Carracci, Baptism of Christ, oil on canvas, 383 x 285 cm, 1585, 

Canobbi chapel, San Gregorio, Bologna. 

Figure 71: Federico Barocci, Madonna del Popolo, oil on canvas, 360 x 250 cm, 1575-79, 

Uffizi, Florence.   

             

Figure 72: Annibale Carracci, Studies of a hand holding a violin bow, black chalk with 

white heightening on grey-blue paper, 280 x 406 mm, c.1585, Art Gallery of Ontario, 

Toronto. 

Figure 73: Ludovico Carracci, Baptism of Christ, oil on canvas, 148 x 117 cm, c.1584, 

Bavaria, Bayerische Staatsgemäldesammlungen. 
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Figure 74: Pellegrino Tibaldi and Prospero Fontana, Baptism of Christ, oil on canvas, 1561, 

Poggi Chapel, San Giacomo Maggiore, Bologna. 

Figure 75: Paolo Veronese, Baptism of Christ, oil on canvas, 196 x 133 cm, c.1576-77, 

Galleria Pitti, Florence. 

 

             

Figure 76:  Annibale Carracci, Pietà with Saints, oil on canvas, 374 x 238 cm, 1585, Galleria 

Nazionale di Parma, Parma. 

Figure 77: Francesco Salviati, Deposition, oil on canvas, 322 x 193 cm, first half of 16
th

 c. 

Pinacoteca di Brera, Milan. 
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Figure 78: Paolo Veronese, Pietà with Madonna and an Angel, oil on canvas, 147 x 111 cm, 

1581, Hermitage, St Petersburg. 

Figure 79: Annibale Carracci, study for Parma Pietà, red chalk on paper, 41.2 x 29.6 mm, 

1585, Gallerie degli Uffizi, Florence. 

 

             

Figure 80: Giovanni Battista Cima da Conegliano, Lamentation over the Dead Christ with 

Saints Francis and Bernardino, oil on panel, 136 x 109 cm, c.1495-97, Galleria Estense, 

Modena. 

Figure 81: Parmigianino, Madonna and Child with Saints Margaret and Jerome and 

Angels, oil on canvas, 222 x 145 cm, 1529, Pinacoteca di Bologna, Bologna.  
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Figure 82: Correggio, Madonna and Child with St Jerome and St Mary Magdalene (Il 

Giorno), oil on canvas, 235 x 141 cm, 1525-28, Galleria Nazionale di Parma, Parma.  

Figure 83: Paolo Veronese, Holy Family with Saints Anthony Abbot, Catherine and the 

Infant John the Baptist, oil on canvas, 313 x 190 cm, 1551, San Francesco della Vigna, 

Venice. 

 

                  

Figure 84: Annibale Carracci, Study for Polyphemus, black chalk with white heightening 

on grey-blue paper, 42.4 x 35.2 cm, c.1586, Gabinetto dei Disegni, Uffizi, Florence. 

Figure 85: Jacopo Tintoretto, Study of Michelangelo’s Giuliano, black chalk with white 

heightening on grey-blue paper, 410 x 267 mm, c. 1550-59, Christ Church, Oxford.  

Figure 86: Jacopo Tintoretto, Study for figure of Christ, for Vienna Flagellation, black 

chalk on white paper, squared with a grid, 294 x 192 mm, Gabinetto dei Disegni, Uffizi, 

Florence. 
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Figure 87: Annibale Carracci, The Harpies Defiling the Feast, fresco, Palazzo Fava, 

Bologna.  

 

 

Figure 88: Jacopo Tintoretto, Federico II Gonzaga taking Milan, 1521, Gonzaga Cycle, Alte 

Pinakothek, Munich. 
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Figure 89: Annibale Carracci, The Trojans Catch Sight of Italy, frescoes, Palazzo Fava, 

Bologna. 

 

 

Figure 90: Jacopo Tintoretto, Ludovico II Gonzaga defeats the Venetians on the Adige near 

Legnano, 1439.  Gonzaga Cycle, Alte Pinakothek, Munich. 
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Figure 91: Annibale, Carracci, Landscape with the Vision of St Eustace, oil on canvas, 87 x 

114 cm, c.1585, Museo di Capodimonte, Naples. 

Figure 92: Cornelis Cort, Landscape with St Eustace, engraving, 540 x 392 mm, 1573, after 

Girolamo Muziano, British Museum, London. 

 

 

Figure 93: Annibale Carracci, Landscape with Fishing Scene, oil on canvas, 136 x 253 cm, 

c.1585-87, Louvre, Paris. 
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Figure 94: Annibale Carracci, Landscape with Hunting Scene, oil on canvas, 136 x 253 cm, 

c.1585-87, Louvre, Paris. 

 

           

Figure 95: Annibale Carracci, Fishing Scene, pen and brown ink on paper, 235 x 413 mm, 

Loisel no. 433, Cabinet des Dessins, Louvre, Paris. 

Figure 96: Jacopo Bassano, Return of Jacob and his Family, oil on canvas, 150 x 205 cm, 

c.1580, Palazzo Ducale, Venice. 
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Chapter 4 

The Carracci Immersion in Venetian Art, 1588-1592 

 Donald Posner dubbed the years 1588 to 1595 Annibale’s “Venetianizing 

Period.”
275

  This broad time frame needs refinement, however, as references to Venetian 

art in Annibale’s work began to appear in 1587-88 to eventually reached a peak 

signifying an intense immersion around 1590-92.  This engagement resulted in a new 

monumentality, sense of colour and freer painterliness in Annibale’s art.  He was not 

alone in turning to Venice for inspiration, but in what may be considered a deliberate 

stylistic quest along with Agostino and Ludovico.  After 1592, Annibale had fully 

subsumed the qualities he learned from Venetian art within his mature style.   

 Both Annibale and Agostino had spent some time in Parma in 1586, in which they 

shared an absorption in Correggio’s art.  In 1587, Agostino engraved the Ecce Homo 

after Correggio and painted his Madonna and Child with Saints (Galleria Nazionale, 

Parma) in a Correggesque mode.
276

  Later the same year Agostino was once again in 

Venice, where he engraved the Portrait of Titian (fig. 97) after Titian’s Self-Portrait (fig. 

98) of c.1550, then in the Casa Barbarigo.  Agostino’s finely executed textural renderings 

of fur, silk, hair and skin, can only have been translated directly from Titian’s canvas.
277

  

Between 1588 and 1589, Agostino engraved four painting of Tintoretto’s, which would 

have necessitated another extended residency in Venice, and which furnished Annibale 

with another opportunity to accompany his brother. 

                                                   

   275 Posner, Annibale Carracci (1971), I, 44: Posner devoted a chapter in his catalogue to this theme. 

   276 Agostino’s dated prints after paintings by Correggio indicate that he had remained in Parma until 

1587.  His other print after Correggio is the Madonna and Child with Saint Jerome and Mary Magdalene.   

   277 De Grazia, Prints and Related Drawings (1979), 250, no. 145:  Titian’s Self-Portrait remained in 

Venice until 1814.  Wethey, The Paintings of Titian (1969-1975), II, 144, no. 104. 
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 Ludovico’s role in the Carracci reorientation to Venetian art around this time has 

not previously been given sufficient consideration.  Two of his paintings from c.1587 and 

1588 contain direct responses to Venetian art that can best be explained by his having 

seen these works in person.  Around 1592, Ludovico’s art again reveals a brief but deep 

communion with paintings by Titian and Tintoretto, and an exploration of Tintoretto’s 

painting technique.  It is not known which of the Carracci instigated the renewal of study 

of Venetian art, but by 1592 they had all been deeply involved in an imitative study. 

The Three Carracci Look to Venice 

 The shift of interest in c.1587-88 towards Venetian art in the work of all three of 

the Carracci signals their renewed connection with Venice.  Both Ludovico and Agostino 

took inspiration from Tintoretto’s altarpiece The Virgin Appearing to St Jerome (fig. 

100) of 1582-83, made for the confraternity chapel of the Scuola di San Fantino.  

Agostino engraved Tintoretto’s invention, and Ludovico appears to have studied it first-

hand, as indicated by his Vision of St Jerome (fig. 101), datable to c.1586-87.  The 

unusual pose of the saint in the bottom left corner follows Tintoretto’s invention closely, 

with the figure’s torso placed at just the same angle and the head swivelling back and 

upwards.  Ludovico introduced strong light across the scene, resulting in a different kind 

of mood than that in Tintoretto’s canvas or Agostino’s print. 

 In 1588, Agostino engraved The Virgin Appearing to St Jerome (fig. 99) after 

Tintoretto’s altarpiece, demonstrating his evermore confident ability to represent 

Tintoretto’s chiaroscuro in the print medium.  In his tonal interpretation, Agostino 

accurately rendered Tintoretto’s contrasts of textures and subtleties of reflected light 
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within the forms.
278

  Particularly beautiful passages exemplifying this are the hermit’s 

broad-brimmed hat in the foreground, and the cast-shadow on his hip transitioning to a 

soft glow on his chest.   

 With Ludovico’s Vision of St Jerome being dated stylistically to c.1586-87 by 

comparison with his other works, its relationship to Agostino’s engraving is unresolved.  

Ludovico’s Vision of St Jerome may predate Agostino’s engraving after Tintoretto’s 

altarpiece, or it may have been done using Agostino’s print of 1588 as a model.
279

  As 

Brogi has suggested, Agostino may have made a drawing after Tintoretto’s Virgin 

Appearing to St Jerome in 1582 while it was in progress in the studio and later shown this 

to Ludovico.
280

  Regardless of the actual chronology, Ludovico’s painting is directly 

related to Tintoretto’s, and this involves him artistically from the inception of the 

Carracci’s second major shift of attention towards Venice.  

 Because of Malvasia’s bias which favours Ludovico as the hero of the three 

Carracci, scholars have tended to dismiss every reference to Ludovico’s leadership as 

fictitious.  The artistic evidence shows that Ludovico was not the creative leader of the 

Carracci.  But while he did not have Annibale’s genius and natural talent, Ludovico had 

excellent artistic taste and, for all we know, he may at times have guided Annibale to 

                                                   

   278 Agostino dedicated the print to the Scuola with a Latin inscription. Curiously, although the print is 

inscribed with the year 1588, Bellori mistakenly dated it to 1587 in his biography of Agostino.  Bellori, Le 

Vite (1976), 127:  “San Girolamo ginocchione, con la Vergine portata in aria da Quattro angeli, tavola del 

Tintoretto, in Venezia, nella Chiesa di San Fantino, stampa in foglio, l’anno 1587.”  A striking 

compositional similarity between Tintoretto’s painting and Annibale’s small oil-on-copper Temptation of 

St Anthony, done in Rome around 1598 (National Gallery, London), demonstrates the lasting impression 
that Tintoretto’s work and Agostino’s print made on Annibale.  De Grazia Bohlin, Prints and Related 

Drawings (1979), 252-253, no. 146:  Despite Malvasia’s complete omission of it from his biography of the 

Carracci, the engraving was exceedingly popular, as indicated by the many reprints that were made in the 

years that followed its first edition. 

   279 Brogi, Ludovico Carracci (2001), 130, no. 21. 

   280 If Malvasia’s chronology is correct, Ludovico could not have drawn after Tintoretto’s painting, as his 

studioso corso probably ended c.1578 when he was admitted into the guild and began to train Annibale. 
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study one artist or another, as Malvasia claimed.  We at least should not reject outright 

every idea of him being sometimes the artistic instigator of the three.  His Vision of St 

Jerome, with its tentative dating of c.1586-87, presents at least the possibility that 

Ludovico was involved in the Carracci’s return to Venetian themes. 

 There are strong Venetian impulses in Annibale’s large Madonna of St Matthew 

(fig. 102) dated 1588, an altarpiece commissioned by the cloth merchants’ guild for its 

chapel in the Basilica of San Prospero, Reggio.
281

  Annibale still attended Correggio to 

some degree, with his seated angel in the foreground reminiscent of the jolly St John the 

Baptist in Correggio’s Madonna of St George (Gemäldegalerie, Dresden) of c.1530-32.
282

  

Annibale’s Madonna of St Matthew also draws something from Correggio’s composition 

for Il Giorno, with St Matthew in place of St Jerome and St Francis kissing the Child’s 

foot in place of Correggio’s Magdalene resting her cheek on the Infant Christ’s leg.
283

  In 

addition, the manner in which Correggio’s curtain over the Madonna’s throne is drawn 

back to reveal a distant landscape seems to have set an example for Annibale.  

 But other aspects of the composition link it with Venetian forerunners.  The 

Madonna of St Matthew is essentially a sacra conversazione with the Virgin’s raised 

throne presented in three-quarter view at the left of an asymmetrical arrangement, which 

was probably inspired by Titian’s innovation.  His Pesaro Madonna (fig. 104) of 1519-26 

in the Frari, Venice, established a compositional model in which the altarpiece within a 

side chapel is oriented in reference to the main altar.  The resultant effect is that the 

                                                   

   281 The painting from the Capella dei Mercanti is more completely known as the Madonna and Child 

Enthroned with Saint Matthew and his Angel, St Francis and St John the Baptist.  Bellori, Le vite (Borea, 

1976), 42.  Malvasia, Felsina pittrice (Zanotti, 1974), I, 359: In Bellori’s time it was in the Este collection 

in Modena and, in 1746, it went to Dresden. 

   282 Correggio’s altarpiece had previously inspired Prospero Fontana in his Madonna and Child Enthroned 

with Saints (San Giacomo Maggiore, Bologna) of c.1564-65.   

   283 Ibid. 
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illusion of space depicted within the painting respects and extends the real architecture 

and perspective of the church in which the viewer stands.  This is essentially a lateral 

adaptation of the concept of di sotto in sù with the illusionistic perspective placed on a 

side wall rather than on a ceiling or vertical height.  Titian’s introduction of this 

illusionistic adaptation inspired other artists to work out their own variations.   

 Like Titian, Annibale used a column beside the throne, which firmly anchors the 

Christ Child and the off-centre Madonna.  Annibale’s smaller column creates an intimate 

effect that draws in the viewer.  He also followed Titian’s Pesaro Madonna in his use of 

bold primary colours to balance the composition, in particular, the patches of saturated 

red, a commanding hue which is tonally neutral so that its distribution at key points on 

the canvas establishes an unobtrusive chromatic relationship between those elements.  

Annibale’s surfaces, like those of Titian, are naturalistic rather than excessively 

ornamented.   

 Veronese had already followed Titian’s asymmetrical sacra conversazione 

typology in his Pala di San Zaccaria (fig. 105) of c.1562-64, commissioned for the 

Sacristy of the eponymous church.
284

  Annibale’s Madonna of St Matthew bears strong 

similarities to Veronese’s work, in the appearance and placement of the fluted column, 

the gold-thread woven through the cloth of honour behind the Madonna, the 

physiognomy of St Francis, and that of the lively toddler.
285

  Annibale lowered the 

Madonna’s position and pivoted her throne sufficiently to include a significant view of 

landscape and sky (which now appears discoloured).  Annibale may also have been 

                                                   

   284 Veronese applied a similar compositional arrangement to his Holy Family with Saints, of 1551 (San 

Francesco della Vigna, Venice) and his Mystic Marriage of St Catherine, of 1575 (Gallerie Accademia, 

Venice). 

   285 In Veronese’s picture the active child in the composition is the Infant St John the Baptist, and in 

Annibale’s picture it is the Christ Child. 
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inspired by Veronese’s Mystic Marriage of St Catherine, and by Agostino’s engraving of 

it.  Agostino’s print successfully conveys the aristocratic air of the figures and their rich 

fabrics.  

 Annibale’s major advancement in the Madonna of St Matthew was his use of 

vibrant local colour, and development its tonal aspects, which reveals its connection with 

Titian’s and Veronese’s works.  It is impossible to know whether Agostino played a 

direct role in transmitting his understanding to Annibale, but the timing of the brothers’ 

works suggests there was at least some discussion between them on the topic of Venetian 

colour, and its grey-scale equivalents.   

 The second key painting by Ludovico that implicates him in his cousins’ study of 

Venetian art at this time is his Bargellini Madonna (fig. 103) of 1588, made for the 

Bargellini-Boncampagni altar in the patron’s family chapel in Santi Giacomo e Filippo, 

Bologna.
286

  Surprisingly late in the Carracci narrative, it appears as his earliest-known, 

signed and dated commission.  Ludovico’s Bargellini Madonna is connected 

compositionally to Annibale’s Madonna of St Matthew and, with its similar asymmetrical 

presentation of a sacra conversazione, has often been explained as dependent on it.  But 

in light of Ludovico and Agostino sharing Tintoretto’s altarpiece as a source, the 

relationship between Ludovico’s and Annibale’s altarpieces of 1588 should be 

reconsidered.  Ludovico largely abandoned his characteristically strong lighting effects in 

the Bargellini Madonna, which further links it to Annibale and Venice, and he may have 

been directly imitating Titian’s Pesaro Madonna, as his colours echo those of Titian.  

                                                   

   286 Bentini et al., Pinacoteca Nazionale di Bologna (2008), 231, no. 164:  During the pontificate of the 

Bolognese Gregory XIII, Boncampagni, this church was rebuilt following designs by Domenico Tibaldi.  

Malvasi, Felsina pittrice (Zanotti, 1974), I, 280:  Malvasia revealed that the saints too are actually portraits 

of members of the Bargellini family.  The portrait of Cecilia Bargellini-Boncampagni is featured kneeling 

in the foreground. 
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Ludovico’s smooth dark grey double columns, his cherubs in a bright blue sky with fair-

weather clouds, and his placement of the Madonna and Child on the right are all 

indications that Ludovico had recently seen Titian’s Frari altarpiece in person, and was 

not simply mimicking Annibale. 

Agostino’s 1589 Engravings after Tintoretto 

 At the same time that Annibale’s paintings point to his increasing interaction with 

Venetian art, Agostino’s prints of 1589 indicate his renewed connection with Tintoretto.  

Whereas in 1582 Agostino had focused mainly on Veronese’s art, and in 1585 he had 

engraved Veronese’s smaller Mystic Marriage of St Catherine (Detroit Institute of Art, 

Detroit), he now engraved Tintoretto’s San Rocco Crucifixion and two mythological 

pictures in the Palazzo Ducale.
287

  Agostino was now at the height of his engraving 

powers, working at a technical level unmatched by any other European master, except 

perhaps Hendrick Goltzius (1558-1617) of the Netherlands.  His mastery now fully 

enabled him to capture Tintoretto’s strong tonal contrasts.
288

   

 Agostino executed his remarkable Crucifixion (fig. 109) on three copperplates in 

order to accommodate the great length of his model, Tintoretto’s Crucifixion (fig. 110) in 

the Albergo of the Scuola di San Rocco.  The full image in print, when properly aligned, 

measures 1.197 meters in width.
 289

  Tintoretto’s Crucifixion of c.1565, at over twelve 

meters across, is overwhelming in scale, and must have confronted the reproductive 

engraver with a seemingly insurmountable challenge.  But Agostino succeeded brilliantly 

and his large print of the Crucifixion was immediately popular.  According to Bellori, it 

                                                   

   287 De Grazia Bohlin, Prints and Related Drawings (1979), 232, no. 133:  The provenance of the Detroit 

Mystic Marriage is unknown beyond the nineteenth century, so does not furnish absolute evidence of 

another trip by Agostino to Venice, but does prove his continued interest in the art of Venice c.1582-1587. 

  288 Ibidl, 254, no. 147. 

  289 Ibid. 
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was said that Tintoretto, out of pleasure and gratitude over the print’s success, stood as 

godfather of Agostino’s son, born about 1590.
290

   

 Annibale would surely have appreciated Tintoretto’s orchestration of the drama 

on such a grand scale and the representation of human action and feeling in the San 

Rocco Crucifixion.  He must have marvelled too at Tintoretto’s genre-type details 

observed from life.  Woodworking tools scattered on the ground, a horse eating hay while 

its rider leans forward in the saddle, and a man digging the post-hole for the third cross, 

are all true-to-life details that invest the picture with an admirable credibility. 

 Another two prints by Agostino from the same year, Mars Driven Away from 

Peace and Abundance by Minerva (fig. 111) and Mercury and the Three Graces (fig. 113) 

after Tintoretto’s pictures of mythological subjects in the Palazzo Ducale (figs. 112 & 

114), may be somewhat more interpretive.  In these prints Agostino appears to have 

widened the picture and added extra space around the edges.
291

  Agostino took a similar 

measure in some of his prints of 1582 after Veronese and Tintoretto, but it is also possible 

that the canvases were cut down when they were moved within the palace.  In addition to 

adjusting the composition to the dimensions of the copperplate, Agostino gave harder 

edges to Tintoretto’s soft, fluid figures.  The result is that the creative tension and the 

focus on the figures are somewhat dissipated in Agostino’s prints. 

                                                   

  290 Bellori, Le vite (Borea, 1976), 121:  “Dicesi che il Tintoretto vendendo la stampa della su 
Crocifissione dipinta nella Scuola di San Rocco se ne compiacque tanto che abbracciò Agostino, a cui 

essendo nato un figliuola in Venezia, volle stringersi seco maggiormente con essergli compare, e lo tenne 

al battersimo; che fu Antonio Carracci.” 

   291 Hans Tietze, Tintoretto, The Paintings and Drawings (London: Phaidon Press, 1948) 364:  The four 

paintings were moved in 1716 from the Salotto Dorato to the Sala dell’Anticollegio in the Palazzo Ducale.  

Ridolfi, Le maraviglie (Hadeln, 1965), II, 43:  Ridolfi mentions the two engravings made by Agostino, and 

offers an explanation of the symbolic content of the four pictures. 
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Annibale’s Assumption Altarpieces of 1587 and c.1590 

 Annibale’s increasingly Venetian style of painting around 1590 can be 

appreciated by comparing his two Assumption altarpieces, painted only a few years apart.  

His Assumption of the Virgin (fig. 122) of 1587 was commissioned by the Confraternity 

of San Rocco in Reggio for the altar in the choir in San Prospero.  With its earthy colours 

and solid figures, it reflects Annibale’s absorption in Correggio’s work.  Annibale’s 

smaller Assumption of the Virgin (fig. 123) of c.1590, now in the Prado, appears to 

rework aspects of his earlier Dresden altarpiece, restated in a more spontaneous Venetian 

mode.
292

  The Prado Assumption is more painterly and atmospheric, although Annibale 

retained the pose of the Virgin, possibly taken from Barocci’s Madonna del Popolo.   

 Despite the Correggesque aspects of Annibale’s 1587 Assumption, it already 

includes a large globular cast-shadow on the apostles repeated by Annibale in the later 

Prado Assumption.
293

  This type of looming three-dimensional cast-shadow is a 

prominent feature of the premier model for the subject in Venice – Titian’s Assumption 

of the Virgin (fig. 124) of c.1516-18, in Santa Maria Gloriosa dei Frari.
294

  Annibale 

certainly studied this altarpiece closely, as attested by his postilla asserting that Vasari 

                                                   

   292 The Prado Assumption is not mentioned by the seventeenth-century Italian sources and has no 

documented history before it appeared in inventories in Spain.  Its relatively small size suggests it was 

made for a private chapel.  A date of c.1590 for the painting was put forward by Hermann Voss, Die 

Malerei des Barock im Rom (Berlin, 1924), 448, and Heinrich Bodmer (1933, 16), but Posner suggested 

c.1587 (1971, II, 19).  D. Stephen Pepper (Smyth and O’Neill, 1986, 275) and Benati et al., (2006, 210) 

support the date of c.1590.   

   293 Francis P. Smyth and John P. O’Neill, eds., The Age of Correggio and the Carracci: Emilian Painting 
of the Sixteenth and Seventeenth Centuries.  Catalog of an exhibition held at the Pinacoteca Nazionale di 

Bologna, 10 Sept.-11 Nov. 1986, National Gallery of Art, Washington, 19 Dec. 1986-16 Feb. 1987, and the 

Metropolitan Museum of Art, New York, 26 Mar.-24 May, 1987 (Washington: National Gallery of Art, 

1986), 275, no. 90. 

  294 Titian’s Saint Mark Enthroned with Saints (fig. 123) of c.1510-11, for Spirito Santo in Isola, pre-dated 

the Frari Assumption with its dark cast shadow that may correspond symbolically with the pall cast over 

the city by the plague of 1510 in which Giorgione died.   
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had been mistaken in writing that Titian’s painting was in poor condition.
295

  Surely 

Annibale would have appreciated the powerful effect created by the dramatic and 

naturalistic lighting in Titian’s work.  Annibale’s use of this shadow in 1587 suggests an 

interest that predates his Madonna of St Matthew of 1588, and may indicate that he had 

returned to Venice earlier than previously thought – perhaps when Agostino engraved 

Titian’s portrait in 1587. 

 Annibale’s palette in his later Prado Assumption, however, with its tinted colours 

contrasted by a darkly-edged foreground figure, appears strongly linked to Veronese.  He 

may also have adapted the slightly curving columns at the left from Veronese’s Christ 

Among the Doctors (fig. 126) of c.1560, which he could have seen in the Contarini 

collection.
296

  Annibale’s figure of St Peter in his Dresden Assumption indicates he was 

also familiar with Veronese’s Assumption (fig. 125), completed in 1586, as the crouching 

saint’s pose is nearly identical.   

Annibale’s Response to the Venetian Nude 

 Between 1588 and 1592, Annibale painted several figures that respond to heroic 

and erotic qualities in both the male and female nude in Venetian art, which at times 

engaged with Titian’s Poesie.  Annibale’s Love of Virtue (fig. 106), a secular 

commission stylistically dated to c.1588-89, appears to have been intended, by its shape 

and di sotto in sù perspective, as an element of a ceiling decoration or above a fireplace 

mantle.  The patron of this work was Gabriele Bombasi (1531-1602) of Reggio, who had 

                                                   

   295 Perini, Gli Scritti dei Carracci (1990), 161, marginal note in Vasari, p. 809 r.16 ss (vita di Tiziano) 

postilla 27: “Quest’opera non è mal custodia, et [è] fresca e bella, m[a] non si vede bene per rispetto di 

due finestre grandi che feriscono gli occh[i], non di meno a cert[ta] hora per via d’al[cune] reflessioni si 

ve[de] assai bene et b[asta] dire che sia mano del gran Titiano.” 

   296 Ridolfi, Le maraviglie (Hadeln, 1965), I, 318: Ridolfi lists Christ Among the Doctors among eight 

paintings of sacred histories by Veronese in the home of Contarini in Venice. 
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been in the service of the Farnese from 1571, and was sent by them on numerous 

missions, including some to Venice.
297

  Gabriele was a native of Reggio and probably 

became acquainted with Annibale around 1586-88, when the artist was working on 

commissions for San Prospero in Reggio.
298

 

 The Love of Virtue, one of the very few allegorical paintings by Annibale, 

features a beautiful nude youth soaring upward against a light blue sky with a rose-

coloured drapery billowing in the air and surrounded by putti who hail him.  The warm 

skin colour with the rose fabric and the youth’s radiant halo create a glowing contrast to 

the turquoise of the sky.  Bombasi’s commission may have directed Annibale to Venetian 

exemplars.  The figure and colour suggest Annibale was responding to allegorical 

imagery he had seen in Venice, expressing the identity and virtues of the state in 

important public buildings such as the Palazzo Ducale and the Libreria Marciana.  In the 

reading room of the Libreria Marciana, there is an assemblage of allegorical figures 

painted in tondi by sixteenth-century Venetian artists, including Veronese, Tintoretto, 

Schiavone, Battista Franco, and Padovanino added later, but perhaps more relevant, in the 

library’s vestibule, Titan’s Wisdom Personified (fig. 107) of c.1560 is set within an 

octagonal frame in the ceiling.
299

 

                                                   

   297 Alberto Cadoppi, “Asdrubale Bombasi e l’Amor di Virtù di Annibale Carracci,” Reggio Storia, 123, 

(2009), 30: Born into a noble family, he studied law at Ferrara and was devoted to literature, theatre, music 

and art.  Bombasi participated in a number of literary academies in Reggio, and wrote a theatrical tragedy 

with music, called the Alidoro.  His mother Dorotea Malaguzzi was a first cousin of Ludovico Ariosto, 

author of Orlando Furioso (1516). 

   298 Ibid., 31: Annibale’s Love of Virtue, was long assumed to be a gift from Gabriele’s son Asdrubale 
Bombasi to Cardinal Alessandro d’Este in Rome, in 1622. However, recent archival research by Alberto 

Cadoppi (see above) disproves this scenario, and the painting must have come into the possession of the 

Este of Modena by other means.  It was among the inventoried works in the ducal palace of Modena in 

1663, along with other paintings by the Carracci.  Malvasia, Felsina pittrice (Zanotti, 1974), I, 359:  

Malvasia saw the picture in the Este collection in Modena, where he described it as “L’Onore in aria, 

giovane ignudo con un’asta in mano, e varie corone.” 

   299 Wethey, The Paintings of Titian (1969-1975), III, 204-205, no. 55. 
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 In his Love of Virtue, Annibale emulated the rich warm colour of Titian’s 

Wisdom.  The little winged putto who struggles to hold up Wisdom’s heavy book appears 

as a model for the many such creatures arranged about Annibale’s figure of Virtue.  In 

addition, Annibale may have been inspired by Veronese’s ceiling paintings in the Palazzo 

Ducale, such as St Mark Crowning the Three Theological Virtues (Louvre, Paris) of 1554 

and the magnificent Jupiter Scattering the Vices (fig. 108) of 1535-55.  In terms of its 

colour, Annibale’s Love of Virtue is very close to these works by Veronese, with the 

warm skin colours contrasted by the clear cerulean skies behind them.  

 More evidence that the Carracci brothers were in Venice comes in the form of 

shared erotic content in their works.  The theme of Venus suddenly appears in a sensually 

painted mode in Annibale’s oeuvre around 1589.  This is the beginning of a vein of 

imagery related to his later Venus and Satyr print of 1592, and to Agostino’s erotically 

charged engravings of satyrs and nymphs, referred to collectively as the Lascivie.  Erotic 

subjects appear in the oeuvre of the Carracci over a few years, suggesting the absorption 

of similar influences.
300

 

 Annibale’s Venus and Adonis (fig. 115) of c.1588-89 is one of the more imposing 

of these, at over two and a half metres across.  It is not mentioned at all in the 

seventeenth-century sources, and was in Spain sometime before 1666, when it first 

appeared in an inventory of the Alcázar.  There is an autograph copy of the Venus and 

                                                   

   300 De Grazia Bohlin, Prints and Related Drawings (1979), 289-290: Beginning around 1590 to 1595, 

Agostino made fifteen prints with sexual references, the so-called Lascivie, which earned him the attention 

and rebuke of Pope Clement VIII (r. 1592-1605).  See Malvasia, Felsina pittrice (Zanotti, 1974), 281. 
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Adonis in the Kunsthistorisches Museum, Vienna, but the version in the Prado probably 

pre-dates this.
301

   

 Annibale’s painting depicts the start of Ovid’s tale in the Metamorphoses, where 

Venus, embracing Cupid, has been punctured by his arrow.
302

  Annibale’s scene is a 

densely wooded setting divided into two distant landscape views, one of which has a 

gently flowing river.  Cupid looks out at the viewer knowingly, as he points to a drop of 

blood on Venus’ pale skin, and Annibale has placed her turning her head quickly to 

Adonis, who has suddenly pushed aside the leafy branches to discover her.   

 The sharply diagonal pose of Annibale’s Venus appears to have its distant origins 

in Marcantonio Raimondi’s Galatea (fig. 116) of c.1515-1520, after Raphael’s famous 

fresco in the Villa Farnesina, Rome.  Annibale has his Venus strike a similar pose to 

Raphael’s sea nymph in that her head pivots in the opposite direction to the thrust of her 

body, marking an abrupt shift in her awareness.  The diagonal stretch of Venus’ pose may 

also evoke Pellegrino Tibaldi’s Repentant Magdalene (Pinacoteca, Lovere), which 

Annibale likely took as a model, combined with Cort’s Penitent Magdalene, for his 

engraving Mary Magdalene in the Wilderness (fig. 117) of c.1591.  The sudden twisting 

response of Venus is further adapted in Annibale’s print Susannah and the Elders (fig. 

118) of c.1590-95.
303

   

                                                   

   301 Posner, Annibale Carracci (1971), II, 21, no. 26. 

   302 Ovid, Metamorphoses, Charles Martin, transl. (New York; London: W.W. Norton & Company, 2004), 

359. 

   303 De Grazia, Prints and Related Drawings (1979), 144, no. 14*:  In this highly finished print, the tonal 
range and textural variety Annibale attained through numerous types of strokes, and in the illusion of depth 

he achieved by alternating silhouetted layers, emulate a similar tendency in Venetian painting, particularly 

strong in the work of Tintoretto.  Annibale’s figure of Susannah closely follows Titian’s crouching nymph 

seated on the edge of a fountain in his Diana and Actaeon (National Galleries of Scotland, Edinburgh), 

most likely known to him via Cort’s print of 1566, as the original was soon shipped to Spain.  Wethey, The 

Paintings of Titian (1969-1975), III, 141:  There is an early painted copy after Titian’s work by Schiavone 

(Kunsthistorisches, Vienna).   Francis L. Richardson, Andrea Schiavone (Oxford: Clarendon Press; New 
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 Annibale’s Venus is dependent on the typology of the reclining nude in Venice, 

which began with Giorgione’s Sleeping Venus (Gemäldegalerie, Dresden) c.1510, 

finished after his death by Titian.
304

  Giorgione may have been inspired by the woodcut 

Naiad with Satyrs, an illustration in the Hypnerotomachia of 1499, featuring a sleeping 

female nude spied upon by an aroused satyr.
305

  Giovanni Bellini followed Titian’s 

(Giorgione’s) Sleeping Venus with his inclusion of an unconscious bacchante at the 

lower right of his Feast of the Gods (National Gallery, Washington) of 1514.  Titian 

replied with a similar nude figure in the Bacchanal of the Andrians of c.1520-23.  Both 

Bellini’s and Titian’s paintings were commissioned by Alphonso I d’Este in Ferrara, and 

Annibale’s postilla in praise of the Bacchanals makes it clear that he was present in that 

chamber at some point.
306

  Titian’s Venus of Urbino (Uffizi, Florence) of 1538 follows a 

similar pattern as his Sleeping Venus and in the 1550s and 1560s, Titian and his 

workshop produced six variations on the theme of Venus and Cupid with an Organist 

(Prado, Madrid) of c.1545-48.
307

  While no specific version can be confirmed in Venice 

when Annibale visited the city, Titian’s imagery of Venus had permeated Venetian art.   

 It cannot be denied that, despite the Venetian ideas in the painting, and the warm 

sensuality of his colour pointing to an interest in Titian, Annibale’s figures in the Venus 

and Adonis retain a Correggesque appearance, and in Mantua he may have studied 

                                                                                                                                                       

York: Oxford University Press, 1980), no. 327: This copy is a free adaptation, however, and not a faithful 

copy, so it was not likely used as a model by Annibale.   
   304 Wethey, The Paintings of Titian (1969-1975), III, 185-187, no. 38.  The painting is still attributed to 

Giorgione in the Gemäldegalerie, Dresden. 
305 Millard Meiss, “Sleep in Venice. Ancient Myths and Renaissance Proclivities,” Proceedings of the 

American Philosophical Society, 110, no. 5 (Oct. 27, 1965), 350.  

   306 Perini, Gli Scritti dei Carracci (1990), 161, postilla 26, in Vasari, p. 808 r.31 ss (vita di Tiziano):  It is 

not known just how accessible these paintings were, but Vasari was able to view them in situ.   

   307 Ibid., 196-197,  no. 47. 
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Correggio’s Venus with Mercury and Cupid (National Gallery, London), of c.1525, and 

the Venus, Cupid and a Satyr (Louvre, Paris), c.1524-25. 308
   

 For the figure of Adonis, Annibale was most likely inspired by one of the 

engravings made after Titian’s Venus and Adonis (Prado, Madrid) of c.1553.  Titian’s 

painting for Phillip II was sent to Spain, but engravings after it were made by Martino 

Rota (c.1564-89), Giulio Sanuto (signed and dated 1559) and another as yet unidentified 

artist.
309

  Significantly, Martino Rota’s Venus and Adonis (fig. 119) of c.1564-80 was 

published by Luca Bertelli of Venice, who also published many of Agostino’s 

engravings, leading us to suppose that Annibale had access to Titian’s composition 

through Rota’s reproductive print.  Annibale repeated the same basic pose of Titian’s 

invention, but repurposed the figure’s action.  Instead of showing Adonis’ outstretched 

arm holding a spear as he looks down at Venus, Annibale has Adonis stretching his arm 

to part the branches and reveal the goddess.  Annibale changed the position of Adonis’ 

legs, but retained the buskins and followed Titian in having Adonis hold the leashes of 

his eager dogs.  This part of the picture is a straight-forward homage to Titian’s canvas, 

probably achieved by Annibale through one of the intermediary prints. 

 A secondary inspiration for Annibale’s Venus was probably Tintoretto’s Mercury 

and the Three Graces (fig. 114), which Annibale likely studied closely around the time 

that Agostino was engraving two of the four mythological-themed pictures.  Tintoretto 

                                                   

   308 Robertson, The Invention of Annibale (2008), 58: These two paintings by Correggio, in which Venus 

is sensuously rendered, were recorded in the Gonzaga collection in 1627. The impish Cupid in the Venus 
and Adonis owes much to Annibale’s early study of Correggio’s young angels and playful putti, for 

example, those in the Camera di San Paolo.  The Cupid also closely resembles the figure of the Infant St 

John the Baptist in Agostino’s Madonna and Child with Saints Benedict, Cecilia, and John the Baptist 

(Galleria Nazionale, Parma) of c.1586, made for the convent of San Paolo in Parma.  Agostino rendered 

this devotional work in a Correggesque mode, reinforcing the extent to which the brothers were still 

looking to Correggio’s art.   

   309 Curator’s comments, British Museum website, accessed Oct. 2, 2012: http://www.britishmuseum.org 
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arranged the allegorical figures in lyrical poses with softly dappled light on their warmly 

coloured skin, and Annibale emulated this in rendering his Venus.  

 Another of Annibale’s paintings, the Venus, a Satyr and Two Cupids (fig. 121) of 

c.1590 takes Venus as its subject, but without a specific narrative.
310

  The painting was 

sold by the Bolognetti family of Bologna to the Medici, and from that time it was part of 

their collection in Florence.
311

  Annibale’s Venus is viewed from the back with her plump 

buttocks pressed by her weight, her finely braided blonde hair bejewelled in the Venetian 

fashion and a lustrous pearl suspended from her ear lobe.  She rests with one arm twisted 

around behind her back and on that wrist she wears a gold bracelet with a small 

decorative buckle.  The viewer is left to imagine the attractions of the frontal view of 

Venus, but can gauge this by the responses of the Satyr who removes her covering and 

smiles lustily as he gazes upon her, and by the face of the brazen Cupid that grapples 

Venus’ thigh and obscenely sticks out his tongue as he looks out at us.  The very 

beautiful hovering Cupid, who clutches the Satyr’s horn, has a radiant visage softened by 

one of Annibale’s cast shadows that he often draped across the faces of cherubs or 

children.  The sumptuousness of the fabrics recall Titian’s surfaces.
312

  Barry Wind has 

explored the painting’s symbolic meaning in its contemporary sixteenth-century context 

as the control of carnality through virtue.
313

   

                                                   

  310 Benati et al., Annibale Carracci (2006), 199. 

  311 Malvasia, Felsina pittrice (Zanotti, 1974), I, 277; Summerscale, Malvasia’s Life of the Carracci (2000), 

120/80:  Summerscale notes that it was Camillo Bolognetti who sold it, in 1620, to Ferdinand II de’Medici, 

Duke of Tuscany.  Benati et al., Annibale Carracci (2006), 198:  The Bolognetti appear unlikely patrons of 

the work, as they were known to be devout and particularly close to Cardinal Paleotti. 

   312 Robertson, The Invention of Annibale (2008), 59. 

   313 Barry Wind, “Carracci’s ‘Venus, Satyr and Two Cupids’ Reconsidered,” Storia dell’Arte, Vol. 51, 

1984, 127-130: Wind explored the painting’s content in terms of Venus the Chaste protected by Anteros 

who holds back the Satyr versus the lusty Satyr with Eros who clutches Venus’ thigh.  This interpretation is 
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 Annibale had a number of potential Venetian artistic models for this figure of 

Venus, although Malvasia wrote that Ludovico, apparently quite corpulent, did not find it 

beneath himself to recreate the pose in the studio as the physical model for his cousin.
314

  

Martino Rota’s reproductive print of Venus and Adonis (fig. 119) of c.1564-80 after 

Titian, presents a similar rear-view of Venus.  Annibale may have drawn upon a similar 

figure in Titian’s Diana and Calisto (National Galleries, Scotland and National Gallery, 

London) of c.1566 for Philip II, known to him through Cornelis Cort’s Diana and Calisto 

(fig. 120) of 1566 engraved after Titian.  The nude nymph at the lower left of Cort’s print 

certainly suggests the pose for his Venus.
315

   

 Tintoretto provided what was probably the more immediate model for Annibale’s 

Venus.  Tintoretto seems to have based the leftmost Grace in his Mercury and Three 

Graces on Titian’s nymph in the Diana and Calisto.  Annibale could have studied this 

exemplary adaptation in person, and at his leisure in the form of Agostino’s engraving.  

Annibale developed his figure of Venus following Tintoretto’s Grace, in his use of a 

similar coiffure and the figure’s arm that disappears from view as it passes in front of her 

torso.  The soft flesh of Annibale’s Venus, in addition to the pose, corresponds to 

Tintoretto’s warmly-dappled Graces. 

 Annibale Carracci continued to incorporate ideas from Venetian art into his style 

with the Bacchus (fig. 127) of c.1590-91, drawing mainly on works by Titian and 

                                                                                                                                                       

reinforced by the pearl earring and foreground daisies, symbols of chastity and innocence, and the fact that 

Venus is shown from the back.  

   314 Malvasia, Felsina pittrice (Zanotti, 1974), I, 277: Malvasia noted that the Carracci would pose for one 

another at times in the course of the Academy studies.  He wrote:  “…ne sdegnò Ludovico, ch’era 

ciciosotto e poputo, spogliatosi fino alla cintura, lasciar copiare la sua schiena ad Annibale nella Venere 

vola in quell’attitudine…” 

   315 Benati et al., Annibale Carracci (2006), 199. 
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Veronese.
316

  The Bacchus appears to be connected stylistically with Titian’s Bacchanals 

in Ferrara.  The contrapposto pose of the Bacchus sets up a rhythmic flow around the 

torso that showcases Annibale’s draughtsmanship.  There are qualities of both Titian and 

Veronese reflected in the nude figure against its blue background.   Posner drew attention 

to the picture’s “profoundly Titianesque” appearance, and compared the palette, 

particularly the sky, and painterly surface to Veronese.
317

  Like Veronese, Annibale 

avoided extreme tonal contrasts and instead drew attention to the rich, warm colour of the 

figure by using contrasting cool blues and greens in the background.   The lyrical nature 

of the pose, though less animated, may be compared with the figures in Tintoretto’s 

Mercury and the Three Graces and Mars Driven Away. 

 In the Venetian tradition, the figure of the standing male nude is exemplified in 

Titian’s representations of St Sebastian in both the St Mark Enthroned with Saints of 

1510 (fig. 128), and the Madonna di San Nicolò of 1532-35 (fig. 31).  Titian’s Sebastian 

stands in contrapposto with his head tilted to the side, the same pose arranged by 

Annibale for his Bacchus.  Annibale monumentalized the figure by elevating it before a 

low horizon.  In doing this he followed another example by Titian, the St John the Baptist 

in the Wilderness (fig. 129), which he could have seen in Santa Maria Maggiore, Venice.  

Titian had depicted his saint not as an emaciated desert hermit, but an athletic hero 

striking a commanding stance.  Annibale’s treatment of the Bacchus also brings to mind 

Titian’s St Sebastian in the Resurrection Polyptich (fig. 130) of c.1520-22 in Brescia.
318

  

                                                   

   316 Benati et al., Annibale Carracci (2006), 238. 

   317 Posner, Annibale Carracci (1971), I, 46. 

   318 Wethey, The Paintings of Titian (1969-1975), I, 127-128, no. 92: Titian was influenced for this figure 

by Michelangelo’s Bound Slave.  A copy of the St Sebastian by Titian, once in the Zambeccari collection 

in Bologna, now belongs to the Pinacoteca Nazionale di Bologna and has been, since 1954, on long-term 

loan to Villa Madama, Rome.  Giacomo Gatti, Descrizione delle cose più rare di Bologna (Bologna: 
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As far as is known, Annibale never travelled to Brescia, but in Bologna there was a copy 

after Titian’s St Sebastian in the Zambeccari collection that he might have seen, as this 

senatorial family were patrons of the Carracci.  

Venetian Aspects of the ‘Founding of Rome’ Frescoes 

 Between 1590 and 1591, the three Carracci collaborated once again, in a 

commission to depict the legend of the founding of Rome in a frieze in the great hall in 

the home of Lorenzo Magnani.  His magnificent palazzo had been designed by Domenico 

Tibaldi, the former engraving master of Agostino, and was built in the late 1570s.
319

  The 

subject of the frieze is based on a combination of Plutarch’s tale of the legendary 

Romulus in his Parallel Lives, and the first book of Livy’s History of Rome.
320

  These 

titles were among the books published in late sixteenth-century Venice, and the Carracci 

may have had copies to use as references for their frescoes.   

 The Founding of Rome frescoes display a sophisticated use of colour which, 

matched with the inventiveness of the designs, brings the action-packed scenes to life.  

                                                                                                                                                       

Stampe del Sassi, 1803), 100-101: Gatti listed “un quadro grande figura naturale di S. Sebastiano del 

Tiziano,” among the works in the Casa Zambeccari.  Ibid., 98: Although most literature about the 
Zambeccari concerns the eighteenth-century palazzo and art collection, Gatti distinguished the older 

collection as held in a separate chamber, “qui essiste una racolta di belli quadri antichi” that included 

works by the Carracci.  Malvasia, Felsina pittrice (Zanotti, 1974), I, 283: The Zambeccari commissioned 

Annibale’s Return of the Prodigal Son (formerly in the collection of the Duc d’Orleans, now lost), for the 

family chapel in the church of Corpus Christi, Bologna. 

   319 The dating for this project is not absolutely certain.  A fresco by Annibale over the fireplace, inscribed 

with the year 1592, may mark the project’s completion and provide a slightly later dating for the entire 

project.  The dating of the Jason Frescoes in Palazzo Fava is accepted as 1584 based on a similarly 

inscribed year in the fresco.  Robertson, The Invention of Annibale (2008), 93:  Clare Robertson supports a 

later dating of 1591-92, based on the evidence that one of the few surviving drawings for the Magnani 

decorations has, on the verso, a preparatory drawing for an Este oval, in the Palazzo dei Diamanti project, 

which is dated through correspondence. 
   320 Posner, Annibale Carracci (1971), II, 23, no. 52.  Summerscale, Malvasia’s Life of the Carracci 

(2000), 149/148.  Although excerpts from Roman history had at times been illustrated in Bolognese fresco 

decorations (eg. Aeneas), the subject of the founding of Rome was a unique choice.  The Magnani family 

may have intended to emphasize its connections with Rome, as, in May of 1590, Lorenzo Magnani had 

been honoured by Pope Sixtus V with an appointment to the Bolognese senate.  The Magnani family can 

thus be understood as proudly celebrating the reinstatement of the senatorial rank it had lost earlier in the 

sixteenth century, by alluding in the frescoes to its loyalty to Rome. 
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The heightened illusionism of the narratives is extended to the frames by means of the 

intertwining figures of putti and fauns arranged between the scenes, which appear to be 

of living flesh, carved in stone, or cast in bronze.  These active figures and the muscular 

warriors within the scenes are keenly observed from nature and represented with 

confidence.
321

   Malvasia saw in the Magnani frescoes a perfect balance between 

Venetian influences, the native naturalism of the Carracci, and a Roman element, the 

latter probably introduced through their knowledge of Central Italian prints.
322

  

 Annibale’s landscape in the first fresco, Romulus and Remus Nursed by the She-

Wolf (fig. 131), long admired for its sensitive portrayal of nature, is indebted to Venetian 

art in the painterly manner by which Annibale juxtaposed areas of tone and colour to 

create a sense of atmosphere.
323

  Malvasia emphasized Annibale’s creation of a vast open 

landscape through means of minimal elements, marvelling at the way the colour of the 

shallow water holds its own against the sky, and how the flesh of the infants seems alive 

placed in front of these muted blues and greens.
324

   

 The second scene, Remus Fighting the Cattle Thieves (fig. 132), was attributed by 

Malvasia entirely to Agostino, but it is now generally given to Annibale.  Posner drew 

attention to the “colouristic richness” of the Magnani frieze, remarkable for its warmth 

                                                   

   321 The effect builds upon that in the Aeneid frescoes in Palazzo Fava of 1586, but the level of illusion 

goes far beyond it, representing a significant step towards Annibale’s ceiling in the Galleria Farnese.   

   322 Malvasia, Felsina pittrice (Zanotti, 1974), I, 287. 

   323 The preparatory drawing of the scene is attributed to Annibale, as is the landscape of the painted 
fresco, but the wolf and infants are thought by some to be by Ludovico.  Robertson, The Invention of 

Annibale (2008), 95:  Roberston notes that, as Malvasia suggested, the three artists contributed to one 

another’s allotted portions, as scenes drawn by one Carracci were painted by another, and it is now known 

that the Carracci hired a number of assistants to help with the work. 

   324 Malvasia, Felsina pittrice (Zanotti, 1974), I, 288:  “…in questo, che ben si scorge di Annibale, la 

facilità del disegno gareggio con la felicità del colorito. Due lumi e due scuri, un po’ d’orizonte alto ed un 

arborone ben visto in sotto di su, e sodamente frappato, mostrano un sito immenso.” 
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and vibrancy.
 325

  The tanned figures and bright red hues, along with the often violent 

subject matter, bring to mind Veronese’s frescoes and canvases in the church of San 

Sebastiano in Venice.  For these qualities we find a comparison in Veronese’s 1558 

fresco, the Martyrdom of San Sebastiano (fig. 133).  Titian’s Death of St Peter Martyr, 

with its murderous chase, is also brought to mind by Remus Fighting the Cattle Thieves, 

and Malvasia singled out Annibale’s copy after this famous work, which was then in the 

possession of Senator Gessi in Bologna.
326

  In the stolen cattle and goats, Annibale 

instilled a sense of individual character in the charming manner often found in his 

depictions of animals.  These life-like representations connect his work with that of 

Jacopo Bassano, whose abilities he praised in the postille of the Carracci copy of Vasari’s 

Vite.
327

 

 Some art historians see the hand of Annibale in the third scene of the Magnani 

frieze, Remus Brought in Chains before King Amulius (fig. 134), which can be compared 

with another fresco in San Sebastiano, Veronese’s Emperor Diocletian Reproves St 

Sebastian (fig. 135).
328

  Both compositions have a commanding figure seated on a raised 

dais on the right, with a supplicant approaching from the left surrounded by soldiers.   

 The fighting scenes in the Magnani frieze may indicate the Carracci’s knowledge 

of Raphael’s fresco the Battle of Ostia of 1514-15 in the Stanza dell’Incendio of the 

                                                   

   325 Posner, Annibale Carracci (1971), I, 60. 

   326 Ibid., I, 270;  Feigenbaum, “When the Subject Was Art: The Carracci as Copyists” (1992), 301: A 

copy of this painting in the Trafalgar Gallery, London may be the copy made by Annibale in Venice. 
   327 Perini, Gli Scritti dei Carracci (1990), 163, postilla 38, Vasari, 816, (vita di Tiziano): “questo Jacomo 

Bassano [è] stato pittor molto [de]gno di maggior lode [di] quelle che gli dà [il] Vasari…”  

   328 Andrea Emiliani, Le storie di Romolo e Remo: di Ludovico, Agostino e Annibale Carracci in Palazzo 

Magnani a Bologna (Bologna: Nuova Alfa, 1989), 160:  The scene was given by Malvasia, for the most 

part, to Annibale, and analysis of the giornate, the outlined edges of the extent of one day’s fresco work, 

indicates that the group of figures at the left was executed separately from the throne portion on the right, 
so these two portions could have been executed by different painters. 
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Vatican in Rome.  This was perhaps familiar to the Carracci through a reversed engraving 

(fig. 136) by an unknown artist.
329

  If Annibale was already looking to Raphael, it was 

mainly for the physiognomy of the figures.  Otherwise, the Magnani frescoes reflect the 

colouristic and compositional dynamism the three Carracci sought as they began a 

concerted period in emulation of Venetian models in 1592. 

The Carracci Immersion in Venetian Painting 

 The paintings produced by all three of the Carracci in 1592 demonstrate a full 

immersion in Venetian composition, colour and technique unparalleled at any other time 

in their collective careers.  This dynamic period strongly suggests that all three artists 

spent time in Venice, deliberately emulating the works of the Venetian painters in a 

concerted effort to possess and synthesize the Venetian style completely.
330

   

 The secondary sources, the postille and the primary artistic evidence all indicate 

that the Carracci knew Veronese, Tintoretto and Bassano in Venice.  These Venetian 

masters had died or were near the end of their days.  Paolo Veronese had passed away in 

1588 and Jacopo Bassano died in 1592, but the next generation continued the family 

workshops.  Veronese’s son Carlo Caliari (1570–1596), and Domenico Tintoretto (1560-

1635), were close in age to the Carracci.  As noted, artistic evidence connecting 

Domenico with the Carracci is found in Agostino’s habit to make oil monochromes on 

paper as preparatory studies, which no Bolognese master before or after the Carracci had 

                                                   

   329 For example, Malvasia praised Remus Fighting the Cattle Thieves for the naturalness of the figures, so 
well adapted to the purpose of the action, and compared this quality to Raphael’s talent.  Malvasia, Felsina 

pittrice (Zanotti, 1974), I, 288: “una giustezza più fina, un contorno più corretto in que’nudi che vi 

espresso, non ebbe mai l’istesso Rafaelle, siccome non mai attitudine più espressive, e più proprie di quelle 

di colui, che qui l’altro percuote, di quel che piegandosi, schiva il colpo mortale, e d’ogni altro.” 

  330 Ostrow, Agostino Carracci (1966), I, 276: Ostrow observed that this shared interest of the Carracci, 

apparent c.1590-92, was part of an underlying “experiment in quest of a ‘perfect’ painting,” which he felt 

was also the drive behind Agostino’s Communion of St Jerome. 
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done, but which was common practice in Tintoretto’s studio.  Agostino most likely 

adopted this working method from Domenico who most favoured its use.
331

  It is likely 

that Annibale too visited the family studios of the Venetians, where he probably learned 

techniques and working methods through demonstrations, examples and discussions.   

 Annibale is said to have copied Correggio’s and Titian’s paintings in the time-

honoured method of learning by imitation.  Feigenbaum has observed that the Carracci 

copied Correggio, Raphael, and Titian, but not Veronese or Tintoretto.  332
  Neither did the 

Carracci copy their early teachers’ works in Bologna.  Copying was the primary method 

of learning from the dead masters who, as Malvasia himself pointed out, were unable to 

articulate or demonstrate anything.
333

  It was not necessary for Annibale to copy works 

by the living masters whom he could simply approach and ask for instruction.  The 

possibility that Annibale was taught directly by Veronese, Tintoretto, Bassano or their 

sons would answer the question implied by Feigenbaum’s observations.  If the Carracci 

never copied living masters who taught them, it is only logical that they must have been 

taught in-person by both their teachers in Bologna and the living masters of Venice.
334

   

 Evidence supporting the idea that Annibale learned techniques of drawing and 

painting from Veronese in 1582, can be found in his Europa drawings for Palazzo Fava, 

and in such early paintings as the Butchers’ Shop and the Crucifixion with Saints.  It is 

more evident in Annibale’s work between 1588 and 1592 that he learned much about 

Venetian painting, perhaps from the sons of Veronese and Tintoretto, with whom the 

Carracci were now apparently on familiar terms. 

                                                   

   331 Wittkower, The Drawings of the Carracci at Windsor Castle (1952), 14. 

   332 Feigenbaum, “When the Subject Was Art,” (1992), 298. 

   333 Malvasia, Felsina pittrice (Zanotti, 1974), I, 266:  Malvasia reports that this was the complaint of 

Agostino’s family before he went into apprenticeship with Tibaldi. 

   334 Feigenbaum, “When the Subject Was Art” (1992), 307. 
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 This phase in Annibale’s oeuvre is best represented by his two major altarpieces 

of 1592, his Madonna of St Luke and the Assumption of the Virgin.
335

  The first of these, 

the Madonna of St Luke (fig. 137), was commissioned in July of 1589 on the basis of a 

drawing submitted to the Collegio de’ Notari, for the redecoration of its chapel in the 

Cathedral of Reggio-Emilia, but the final payment was not made until August of 1592.
336

  

Annibale’s stylistic development over the three year period of this delay was 

phenomenal, and without the original design (now lost), we do not know what changes he 

may have made in the final painting.
337

  The loosely-applied colour in the Madonna of St 

Luke is a pure evocation of Veronese.   

 Annibale’s Madonna and Child are nearly identical to those in Ludovico’s Cento 

Madonna (fig. 138) dated 1591, suggesting that the artists worked on their respective 

designs around the same time.
338

  In contrast to Ludovico’s picture, Annibale’s Madonna 

and Child are enthroned in the clouds rather than on the earth.  In this difference, 

Annibale leaned towards the tradition established by Raphael’s Madonna di Foligno, to 

which Titian had responded in his Ancona altarpiece, the Madonna and Child with Saints 

Francis and Aloysius with Alvise Gozzi as Donor of 1520 (fig. 139).
339

  Annibale’s gold-

coloured sky might suggest he had seen Titian’s work in Ancona, but there is no mention 

in the seventeenth-century sources of him travelling this far south along the Adriatic 

                                                   

  335 The Madonna of St Luke is entitled the Virgin and Child appearing to St Luke and St Catherine. 

   336 Malvasia, Felsina pittrice (Zanotti, 1974), I, 291:  According to Malvasia, Annibale complained about 

his remuneration for this painting, hinting that he was paid too little for it.  Posner, Annibale Carracci 

(1971), II, 67: The agreed-upon fee in the contract of 1589 was lower than the prices commanded by 
Annibale’s pictures in 1592 when the work was completed. 

   337 Robertson, The Invention of Annibale (2008), 86-87:  There is a surviving contract that lays out the 

specific elements of the altarpiece. 

   338 Brogi, Ludovico Carracci (2001), no. 41, 152:  Ludovico’s picture was also nicknamed La Carraccina 

by the young Guercino who admired it as he grew up in the town of Cento.  The Cento Madonna was 

commissioned for the Santissima Trinità dei Cappuccini. 

   339 Wethey, The Paintings of Titian (1969-1975), I, 109-110, no. 66 
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coast.
340

  Annibale undoubtedly knew Raphael’s painting indirectly through Agostino’s 

1582 print the Madonna and Child Seated on Cloud (fig. 140), which his brother 

modelled after the upper part of the Madonna di Foligno following an engraving of 

c.1511-40.
341

  The stirring movement, grand rhetorical gesture and loose brushwork of 

Annibale’s Madonna of St Luke demonstrate his increasing interest in Venetian art, and 

especially Veronese’s technique, leading up to his next major altarpiece. 

 Annibale Carracci’s Assumption of the Virgin (fig. 141) dated 1592 was 

originally installed in the Bonasoni chapel of San Francesco, Bologna.
342

  Annibale 

reworked the subject from his previous renditions using brilliantly balanced colour, and 

an even greater variety of expression and action in the movements of his figures.  He 

retained the cast shadow on the Apostles, but relied more on the power of colour to 

convey tone, accentuating the foreground figures with the strongest areas of primary 

colour, and brightly highlighting the rose-coloured dress of the Virgin, demonstrating a 

new synthesis of Venetian tonal colour.    

 Bellori’s short description singles out Annibale’s use of colour in the Assumption 

as the catalyst for Ludovico’s sudden and remarkable conversion of style around 1592.
343

  

Malvasia identified Annibale’s inspirations as both Tintoretto and Veronese: 

Che ancorchè sia fatta alla prima, onde sembri più tosto una bozza che un quadro 

compito, ad ogni modo si conserva assai bene. Ebbe in questa mira Annibale al 

                                                   

   340 Ibid., 85, no. 31: Titian’s other major work in Ancona was the Crucifixion of 1520, commissioned by 

a Venetian family, the Cornovi della Vecchia, for the high altar of San Domenico. 

   341 De Grazia Bohlin, Prints and Related Drawings (1979), 192, no 99*. 
   342 Bentini, et al., Pinacoteca Nazionale di Bologna (2006), 306, no. 202:  It was taken to Milan during the 

Napoleonic suppressions and returned to Bologna in 1817.  Loisel, Inventaire Général des Dessins Italiens, 

Vol. VII (2004), 220-221, no. 443: A related pen and ink drawing in the Louvre records the development of 

Annibale’s thought concerning the figural arrangement in the lower half of the altarpiece. 

   343 Bellori, Le vite (Borea, 1976), 36:  “In tanto Ludovico stupefatto del colorito che il fratello aveva 

riportato alla patria, lasciò affatto la maniera prima del [Camillo] Procaccino, e di maestro divenne 

discepolo di Annibale, imitando nell’arte.”  
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Tintoretto, ancorchè ne’panneggiamente più crutito e più magnifico cercasse 

Paolo.  La terribile invenzione degli Apostoli, che in sì varie ma sì espressive 

attitudini e bizzari scorci esprimono la premura nel loro ricerco e la meraviglia, e 

la giudiziosa licenza di sbattimenti ed introduzione di scappate di lumi, così mi 

affatica l’igegno e m’ingombra la mente, che non so entrarne nè uscire.
344

   

 

The characterization of the work as a sketch underlines the new technical approach taken 

by Annibale and, although it cannot be considered alla prima, the painting was probably 

done over a short span of time.
345

  

 Annibale’s Assumption of 1592 shares qualities of colour and movement with 

Venetian altarpieces of the same subject by Tintoretto and Veronese.  Annibale’s painting 

develops the drama inherent in Tintoretto’s Assumption of the Virgin (fig. 143) of c.1550 

from the church of Santo Stefano Confessore.
346

  Annibale appears to have borrowed 

from Tintoretto the white highlights painted along the folds of the Virgin’s rose-coloured 

dress.  It was probably the use of this signature technique, and the dramatic energy of the 

painting, that prompted Malvasia to say that Annibale was emulating Tintoretto.
347

 

 Another relevant model for Annibale’s altarpiece is Tintoretto’s Assumption of 

the Virgin (fig. 144) of c.1555, which was originally in Santa Maria dell’Assunta 

                                                   

  344 Malvasia, Felsina pittrice (Zanotti, 1974), I, 283:  “although it was made alla prima, so that it looks 

more like a sketch than a finished picture, it certainly has remained in excellent condition.  In this work 

Annibale directed his aim at Tintoretto, altough in the treatment of drapery he was searching for Veronese’s 

greater learning and magnificence.  The formidable invention of the Apostles, whose eagerness and wonder 

are conveyed through the great variety of expressive attitudes and unusual foreshortening, and the judicious 

freedom used in contrasts of light and dark and the placing of flashes of light – all this is so astonishing that 

I am overwhelmed, taxed to the point that I do not know where to begin or end.” 

   345 Malvasia, Le Pitture (Emiliani, 1969), 120:  Malvasia enthusiastically praised the Bologna Assumption 
for its Venetian style, when he described it as “una compitissima produzione di Annibale, degna della sua 

ferace e purgata insieme idea nell’Assonta, sul gusto Veneziano bravamente rappresentata.” 

   346 The church’s name was shortened to Stefanino or San Stin, and called San Stino in Sansovino’s guide 

book.  It appears on Lodovico Ughi’s map of 1729, across from the Frari, in the Campo di San Stin.  The 

church was suppressed during the Napoleonic period and demolished after 1810, except for the base of the 

campanile and a remnant chapel. 

   347 Malvasia, Felsina pittrice (Zanotti, 1974), I, 283. 
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(Gesuiti), then called the Crociferi.
348

  The greatest similarities between the two pictures 

are the dramatic movement and variety of the figures, along with the implied power with 

which the Virgin rises.  Annibale captured the spirit of Tintoretto’s Gesuiti Assumption 

more than repeating any particular detail.  Although, as Malvasia wrote, Veronese 

inspired the drapery, Annibale’s admiration of Tintoretto is also discernible in the tinted 

white highlights on the Virgin’s robe – what he termed ‘flashes of light.’
349

 As Ridolfi 

related, Tintoretto convinced the Crociferi Fathers to give him the commission for the 

Gesuiti Assumption, although they had already selected Veronese for the work, saying he 

would paint it so much in the style of Veronese that they would not know the 

difference.
350

  In Ridolfi’s estimation, Tintoretto succeeded in his boast.  Annibale 

appears to have taken Veronese as a direct model, in particular with his Assumption of 

the Virgin (fig. 102) of 1586 for Santa Maria Maggiore.  In Annibale’s 1592 Assumption, 

the figure of St Peter at lower right, with his head tilted upward, is a near quotation from 

Veronese’s altarpiece.   

 Agostino Carracci’s Assumption of the Virgin (fig. 142), of c.1592-93, certainly 

must be compared with Annibale’s commission, as it too emulates Venetian painting, but 

in a different manner.
351

  Agostino’s Assumption is linked to Annibale’s by a strong use 

                                                   

   348 It was called the Crociferi as it was part a complex including a monastery and hospital run by the 

Crucifer order; suppressed by the Republic in 1656.  The painting was re-located to the Zen family chapel, 

in Santa Maria Assunta, Gesuiti, the church built by the Jesuits on the site of the Crociferi after its 

demolition.  The Palazzo Zen, belonging to the family in whose chapel the painting is installed, is situated 

adjacent to the Oratorio of the Crociferi, which still stands. 

   349 Ibid. 
   350 Ridolfi, Le maraviglie (Hadeln, 1965), II, 38. 

   351 For the complete provenance, see Calvesi in Mostra dei Carracci (1958), 152-154, no. 42 and Ostrow, 

Agostino Carracci (1966), 273-279, no. I/13.  Agostino’s Assumption is dated to about 1592-1593 because 

of its affinities with his Pluto, of 1592, for Cesare d’Este in Ferrara, and because it does not yet 

demonstrate evidence of his later, Roman-inspired painting style, which began around 1594. No 

preparatory drawings survive for the painting.  Agostino’s and Annibale’s paintings are now hanging 

opposite one another in the Pinacoteca Nazionale, Bologna. 
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of colour, a similar palette, and an interest in representing the behaviour of light on form.  

Where Agostino’s technique results in an exposition of form that is atmospheric and 

softly absorbs light, Annibale’s surfaces are more reflective of light and feel somewhat 

harder to the eye, like the draperies of his model, Tintoretto’s Gesuiti Assumption.  

Despite the strong similarity of colour, there are significant structural differences between 

the two altarpieces.  Agostino’s Assumption follows a rigorous formal plan that re-works 

Veronese’s composition in the Santa Maria Maggiore Assumption, creating a stable 

triangle out of his three main groups of figures.
352

  Agostino’s altarpiece is enlivened by 

his Venetian-inspired colour and the contrasting of different styles of paint application 

distinguishing the ethereal figures above from the earthly ones below.
353

   

Ludovico’s Response to Venetian Art 

 Ludovico Carracci’s greatest response to Venetian art occurred in 1592, when he 

produced the most Venetian-inspired works of his career, the altarpieces Martyrdom of St 

Ursula, and Preaching of John the Baptist, and two frescoes The Supper of Peter, and 

Christ Before Pilate.  Ludovico’s colour and loose brushwork are dependent on Titian 

and Veronese, and the compositions of Tintoretto provided him with an organizing 

principle for his paintings.
354

  Alessandro Brogi commented on the dramatic stylistic 

contrast between Ludovico’s St Ursula of 1592 and the Cento Madonna of the previous 

year, and attributed the abrupt adoption of the Venetian style to the artist’s close 

collaboration with his two cousins on the scaffolds of Palazzo Magnani.
355

  Ludovico 

may well have been inspired by the developments of Annibale and Agostino, but it is 

                                                   

   352 Bentini, et al., Pinacoteca Nazionale di Bologna (2006), 293, no. 195. 

   353 Ostrow, Agostino Carracci (1966), 294. 

   354 Malvasia, Felsina pittrice (Zanotti, 1974), I, 264: According to Malvasia, Ludovico knew Tintoretto 

personally from his youthful travel to Venice, and had always admired him. 

   355 Brogi, Ludovico Carracci (2001), 155-156. 
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likely that he too made an undocumented journey to Venice around the same time.  

Ludovico’s stylistic and technical experimentation with Venetian styles was short-lived, 

however, as we can judge by his return to smoothly blended colour and otherworldly 

lighting in his Transfiguration of only two years later. 

 Ludovico’s remarkable Martyrdom of St Ursula (fig. 145) dated 1592, was made 

for the high altar of San Leonardo, a convent church annexed to the Cistercian monastic 

complex of the Sisters of San Vitale in Bologna.
356

  In Le Pitture, Malvasia described it 

as being done, “sul gusto affatto della Scuola Veneziana,” indicating Ludovico’s new 

style.
357

  The altarpiece depicts the martyrdoms of the legendary English saint with her 

retinue of virgins, and St Leonard, a French abbott of the sixth century.
358

  In the rather 

symmetrical composition, Ursula and a maidservant are about to be dispatched by a 

warrior in armor.  Ursula holds a flag that unfurls next to an opening in the heavens that 

reveals the Madonna and Child with angels receiving the martyrs’ souls.  The heap of 

corpses below appears studied from life and it is possible that the terrible and persistent 

famine that struck Bologna in the late 1580s provided Ludovico with the misfortune of 

seeing such horrors for himself.
359

  It is possible that Ludovico saw Jacopo Bassano’s 

Martyrdom of St Catherine (fig. 146) of 1544, as there are compositional elements in the 

St Ursula that correspond to those in Bassano’s Martyrdom, which also depicts a female 

saint kneeling in prayer above a pile of bodies, a flag and an angel holding out a crown of 

                                                   

   356 Malvasia, Felsina pittrice (Zanotti, 1974), I, 345. 
   357 Malvasia, Le Pitture (Emiliani, 1969), 78.  

   358 Bentini, et al., Pinacoteca Nazionale di Bologna (2006), no. 168, 243. 

   359 Brogi, Ludovico Carracci (2001), 156.  Cazort and Johnston, Bolognese Drawings (1982), 15:  The 

famine was a Europe-wide phenomenon in the last few decades of the sixteenth century.  In Bologna, the 

most severe period of famine and epidemic was between 1588 and 1598.  To illustrate, the population of 

Bologna in 1589 had risen to 72,000 with a huge influx of hungry refugees from the surrounding 

countryside, but by 1595 the city’s population had declined to 59,000. 
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martyrdom.  But this altarpiece was originally in the church of San Gerolamo in the town 

of Bassano, and it is not certain that Ludovico travelled there.   

 In its palette and brushwork, Ludovico’s Martyrdom of St Ursula suggests his 

engagement with a late work by Titian that the Carracci likely saw in Tintoretto’s studio.  

The connection to Titian is elucidated by first considering Ludovico’s slightly later Christ 

Crowned with Thorns (fig. 148), datable to c.1592-94 and commissioned for the church 

of San Gerolamo della Certosa, outside Bologna’s medieval city walls.
360

  Ludovico’s 

figural arrangement in the Christ Crowned with Thorns appears to be inspired by Titian’s 

composition of the same title, but with modifications.
361

   

 The subject was depicted twice by Titian, first in his Christ Crowned with Thorns 

(Louvre, Paris), of c.1546-50, commissioned for the Capella Corona in the church of 

Santa Maria delle Grazie, Milan.  But while it is doubtful the Carracci ever saw the Milan 

version, they may well have studied Titian’s second version, the Christ Crowned with 

Thorns (fig. 147), of c.1570-76, executed in the artist’s late style.  Jacopo Tintoretto 

purchased this painting, almost certainly in an unfinished state, sometime after Titian’s 

death in 1576.
362

  The Carracci could well have seen it in Tintoretto’s studio.
363

  There is 

                                                   

   360 Ludovico’s pendant Flagellation of Christ (Pinacoteca Nazionale, Bologna), shares with its mate, the 

strong light and deep shadows, as well as the intensity of the violence represented.  Both of these paintings 

by Ludovico are now in storage in the Pinacoteca Nazionale, Bologna.  Wethey, The Paintings of Titian 

(1969), I, 94, no. 41: Lost Works, no. 2:  We cannot know whether Ludovico was similarly influenced by 

Titian for this companion design, as the Flagellation that also came into the possession of Tintoretto as 
mentioned above by Ridolfi is now listed among Titian’s lost works.   

   361 Ludovico diverged from Titian’s model by reversing his pose for Christ, with the torso and head 

leaning in the opposite direction.  Likewise Ludovico reversed the background, using a similar half-arch 
but positioning its opening to the left rather that the right.  Hid use of a large cast shadow falling across the 

figure of Christ is an interesting modification to Titian’s plan.  Although it adds a touch of realism and 

three-dimensionality to the scene, it breaks up the tonal unity of the central figure – something avoided by 

Titian.  The colours of Ludovico’s mid-tones have degraded, however, sinking in to the dark ground to 

such an extent that it is difficult to gauge the original appearance of the picture. 

   362 Wethey, The Paintings of Titian (1969-1975), I, 83, no. 27.  Ridolfi, Le maraviglie (Hadeln 1965), I, 

207: “Alcune abbozzature de Christo coronato di spine, il medesimo battuto alla Colonna, la favola di 



159 

 

sufficient evidence that a lively artistic and personal relationship existed between the two 

families, so it is easy to imagine them together examining Titian’s late brushwork, with 

its colour broken into the various components and blended visually from a distance.  This 

may partly explain the new qualities we find in Ludovico’s work in 1592.
364

  Andrea 

Schiavone made a woodcut (fig. 149) after the earlier canvas by Titian, and this print may 

have been an additional vehicle for conveying the composition to Ludovico.  However, 

his sudden adoption of the deep yellow and ultramarine and his looser application of 

paint in the St Ursula was more likely the result of his study of Titian’s Christ Crowned 

with Thorns of c.1570-76.
365

  

 Tintoretto, who also painted scenes from the St Ursula legend, does not seem to 

have been a model in this instance for Ludovico, whose colour, technique and narrative 

moment are unlike Tintoretto’s.
366

  However, Ludovico’s altarpiece has some 

commonalities with Tintoretto’s Miracle of St Agnes (Madonna dell’Orto, Venice) of 

c.1577, such as the flow of movement and the bright figure of St Agnes. 

 Ludovico continued his Venetianizing run in 1592 with another painting, the 

Preaching of John the Baptist (fig. 150), commissioned for the church of San Gerolamo 

della Certosa.  This is a large altarpiece, with monumental figures to match but, 

unfortunately, the painting is deteriorated and difficult to see, due to conservation 

                                                                                                                                                       

Calisto, dei Venere & Adone, pervennero nelle mani del Tintoretto.”  Hadeln identified this Christ 

Crowned with Thorns as the painting in Munich. 

   363 Marco Boschini, La carta del navegar pitoresco (Venezia, 1966), 712:  According to Boschini, Titian’s 

Crowning with Thorns remained in the possession of Domenico Tintoretto for some time before he 

eventually sold it. 
   364 Rosand and Muraro, Titian and the Venetian Woodcut (1976), 291.  In addition, the Carracci may 

have owned a copy of Andrea Schiavone’s Christ Crowned with Thorns, of c.1540-63, a woodcut print 

freely adapted by Titian’s earlier version.  A second version of this woodcut exists reversed and without a 

monogram.  The relationship between the two prints is unknown. 

   365 The colour and impasto of the St Ursula remain strong, despite some overall darkening of the picture. 

   366 Tintoretto’s St Ursula and the Eleven Thousand Virgins (San Lazarro dei Mendicanti, Venice) of 

c.1545, was originally in the church of the Incurabili. 
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problems resulting from Ludovico’s technical experimentation.
367

  He was probably 

attempting to emulate the working method of Tintoretto, in which the Venetian created 

his trademark chiaroscuro by exploiting the mid-tones provided by his dark imprimatura 

layer and worked up the lights from there. 

 Ludovico retained the palette of the St Ursula and kept the primary colours in the 

foreground figures to reinforce his compositional arch.  Malvasia boasted that Ludovico 

virtually transformed himself into Veronese, poetically emphasizing the spontaneity of 

Ludovico’s sprezzatura, saying that he left the colour just as it fell from his brush.
368

  

Ludovico’s heavy-set forms seem quite unlike Veronese’s lithe figures, but perhaps 

Malvasia was thinking of the colour and the lyrical nature of the composition.    

 In 1592, Ludovico also executed two solo frescoes that demonstrate his strong 

interest in Venetian painting.  In the Convento Olivetani di San Michele in Bosco, located 

in the hills above Bologna, Ludovico painted the Supper of Peter in the House of Simon 

Coriarus (fig. 151) in fresco on a chimney piece.
369

  The subject from the Acts of the 

Apostles is one of feasting and celebration in the house of Simon, after Peter had raised 

the widow Tabitha from the dead.
370

  Malvasia reported that people of his time often 

                                                   

   367 Bentini, et al., Pinacoteca Nazionale di Bologna (2006), 246, no. 169.  Already in poor condition long 

ago, the picture sadly left its modern restorers with little they could do to improve it. 

   368 Malvasia, Felsina pittrice (Zanotti, 1974), I, 286:  “A quell quadro dunque, che di tutte le maniere è un 

concertato misto, oppose questo d’un solo gusto, ma del più gran Pittore ch’abbia la scuola veneta, se non 

tutto il mondo.  Tutto si trasformò in Paolo; e dove il S. Girolamo si vede finite con l’anima, s’ammira il 

suo S. Giovanni fatto per ischerzo: tanti colori che bastion e nulla più:  non tanti pesti, non tante repliche, 
non tanti ritorni; facile facile, lasciato, come a ventura, cader dal pennello, sprezzato a luogo a luogo, 

permesso all’imprimitura che serva talvolta per ombra.” 

   369 Brogi, Ludovico Carracci (2001), no. 48, 159 (Archivio di Stato di Bologna, 177/2349, c. 57):  It is 

dated to May 1592 by a document preserved in the State Archives noting payment to the artist. 

   370 Michael D. Coogan, ed., The New Oxford Annotated Bible, 3rd edition, New Revised Standard 

Version (Oxford; New York: Oxford University Press, 2001), New Testament, Acts of the Apostles 9: 43, 

203. 
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mistook the fresco for a work by Annibale in emulation of Veronese.
371

  This can readily 

be understood.  The naturalism and humour has a genre appeal and is just the sort of thing 

Annibale could have invented, packed with delightful anecdotes observed from life.  For 

example, as the server at the back reaches between the guests to lay a dish on the table, a 

man seated near him leans away anxiously so as not to be bumped, his eyes darting 

nervously to the server.  In the foreground a guest leans down to place a dish on the floor 

for a dog and cat, which conspire uneasily at the lower right.  An older man at the end of 

the table gingerly picks food from between his teeth, just as in Paolo Veronese’s Feast in 

the House of Levi a man is picking his teeth with a fork.
372

  At the left of the picture, 

another server stands pouring from a jug into the goblet of a man, perhaps Peter, who 

seems to be holding court.  Preparatory drawings for the work indicate Ludovico’s initial 

overall design, complemented by figures observed from life.
373

 

 Malvasia’s comparison of the work with Veronese is probably due to the colour 

and the reputation of Veronese’s Feast paintings.  In Veronese’s Feast in the House of 

Simon (fig. 152), made for the refectory of San Sebastiano and dated 1567-70, there is a 

server who carries one plate while he reaches forward to place the other on the table 

before the guests, in a similar gesture to the server in Ludovico’s Supper.  But Veronese’s 

Feast in the House of Levi and Feast in the House of Simon the Pharisee, are far too 

grand to compare directly with Ludovico’s humble scene. 

                                                   

   371 Malvasia, Felsina pittrice (1678), 292:  “…onde comunemente per operazione di Annibale imitante il 

gran Veronese…” 

   372 Santo Uffizio (Holy Office) Busto No. 33 in the Archivio di Stato di Venezia: During his interrogation 

by the Inquisition, Veronese frankly admitted the nature of this figure’s dental hygenic act. 

   373 For these drawings, see: Babette Bohn, Ludovico Carracci and the Art of Drawing, (Turnhout: Harvey 

Miller Publishers, 2004), 198-201, nos. 80-83. 
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 Ludovico’s Supper of Peter recalls many of Tintoretto’s Last Supper paintings, 

perhaps the best example being his Last Supper (fig. 153) of c.1570 in San Polo.
374

  

There are several points of similarity; the placement of the table in an angled perspective, 

the draped curtain at left, and the indeterminate location – the left half seemingly indoors 

while the right is open and provides a view to a distant arcade and far-off landscape, and 

the informal behaviour of the guests.  The figure seated before the table reaching down to 

give a piece of bread to a crippled man lying on the floor corresponds to a figure in 

Ludovico’s fresco of the Supper of Peter.  While Ludovico’s design does not slavishly 

follow the models set forth by Tintoretto, his Supper of Peter appears to have been 

formulated with them in mind. 

 Ludovico’s other significant fresco of c.1592 is the Christ Before Pilate (fig. 154), 

originally painted over a door in the Casa di Ercolani, a building that was later purchased 

by the Fathers of the Filippini of the nearby convent.
375

  Ludovico adapted a slight di 

sotto in sù perspective for the scene and integrated the stairs leading up to Pilate into the 

architecture of the actual doorway.  This recalls Titian’s similar strategy for his 

Presentation of the Virgin (Gallerie Accademia, Venice) and Tintoretto’s Crowning with 

Thorns (fig. 155) of c. 1567-68 in the Albergo of the Scuola di San Rocco likewise 

employ an illusionistic stairway to mediate between real and pictorial space over a 

                                                   

   374 Other closely related works are Tintoretto’s Last Supper of 1556-58, in San Trovaso, with its Apostles 

who react dramatically to Christ’s words, and his Christ Washing the Feet of the Apostles (Prado, Madrid), 

of 1547, taken from San Marcuola and replaced with a copy.   
   375 Malvasia, Le Pitture (Emiliani, 1969), 50: Emiliani explains that when some demolition work was 

carried out to the building in 1728, the fresco was detached and, by 1739, transferred to canvas with some 

loss to the right side of the composition.  It was then installed in the new Oratorio.  In the Second World 

War, the Oratorio was damaged and subsequently neglected for some decades.  Ludovico’s fresco 

miraculously survived the bombing, but deteriorated during the abandonment phase that followed.  Brogi, 

Ludovico Carracci (2001), 160-161:  Brogi notes that later radical cleaning rendered parts of the fresco 

illegible 
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doorway.
376

  Tintoretto’s Christ Before Pilate (fig. 156), in the same hall, may have 

provided another source of inspiration for Ludovico.  The element of the servant at the 

left in Ludovico’s fresco, with his back to the viewer as he climbs the steps up to the dais, 

has a corresponding figure at left in Tintoretto’s Christ Before Pilate.  In Ludovico’s 

work, Pilate is turbaned but in Tintoretto’s interpretation, the turbaned figure is another 

onlooker in the foreground.  Ludovico’s composition is a remarkable hybrid that 

combines the two designs by Tintoretto, yet is still done in his own personal manner.  

Like his other paintings of 1592, it shows that Ludovico was immersed in Venetian art 

and going through a creative phase in which he responded to it directly.  

Venetian Exemplars for the Este Ovals 

 In 1592, the Carracci and other artists painted decorative elements for a room in 

the Palazzo dei Diamanti in Ferrara.
377

  The commissions were on oval and octagonal 

canvases designed to be set within the chamber ceiling of Virginia de’Medici, Cesare 

d’Este’s wife.
378

  The Carracci paintings include Annibale’s Venus and Cupid (fig. 157), 

his Pan (fig. 163), which only resurfaced in 1974, Ludovico’s Flora (fig. 161) and 

Galatea, and Agostino’s Pluto (fig. 162).
379

  Precedents for this type of ceiling with 

                                                   

   376 Although it illustrates a slightly different moment in the Passion narrative from that of Ludovico’s 

picture, Tintoretto’s painting could also be interpreted as an Ecce Homo.   

   377 Brogi, Ludovico Carracci (2001), 148: A letter from Cornelio Lambertini, in the service of the patron 

Cesare d’Este, states that the paintings were shipped to Ferrara on November 15, 1592.  Clare Robertson, 

“The Carracci and others in the Camera del Poggiolo at Ferrara,”  The Burlington Magazine, Vol. 134, No. 

1072 (Jul., 1992), 417-427:  The Carracci paintings were removed as early as 1598 when the Este hastily 

salvaged the remnants of their possessions and moved them to Modena after Cardinal Aldobrandini’s 

confiscation of their great art collection.  There is little surviving information in the Este archives 
concerning any of the works. 

   378 Benati, Annibale Carracci (2006), 244, no. V5. 

   379 Ludovico’s Flora appears closer in design and execution to Annibale’s Venus, when compared with 

his own Galatea, which displays Ludovico’s delicate handling.  Agostino’s Pluto depicts the mythological 

god who guards the doorway of the underworld aided by with the three-headed dog Cerberus.  Ostrow 

called attention to its loose brushwork with terms like “Titianesque robustness” and “Venetian surface.”  

The muscular modelling and monumentality of Agostino’s Pluto and its dramatic dark palette with fiery 
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paintings set within a richly-decorated, carved, wooden framework are found in the great 

public buildings of Venice, such as the Libreria Marciana, and the Palazzo Ducale, and in 

some Venetian churches, such as San Sebastiano.  In decorating a special room with art 

from the best artists of the day, Cesare d’Este was continuing a tradition begun by his 

illustrious ancestor Alfonso I d’Este early in the sixteenth century, exemplified by his 

Camerino d’Alabastro, where Titian’s Bacchanal paintings joined an already stellar 

collection of works by Giovanni Bellini, Dosso Dossi and the sculptor Antonio 

Lombardo.   

 Stylistic models for the Carracci’s Este ovals were available in both the Emilian 

and Venetian traditions.  In terms of the di sotto in sù perspective for the mythological 

figures, the Carracci could turn to the work of Nicol  dell’Abate, whose octagonal 

frescoed centrepiece for the Chamber of the Aeneid (Estense Gallery, Modena) of 1540 

adorned the Boiardo castle at Scandiano.
380

  Correggio’s frescoes in the Camera di San 

Paolo, Parma, of 1518-19, may also have provided the Carracci with examples of this 

kind.  But a much stronger exemplar was available in Mantua, in the frescoed Sala di 

Psiche vault in the Gonzaga’s Palazzo Te (fig. 164), undertaken  by Giulio Romano 

between 1526 and 1528 could have furnished another rich source.  The heavily-coffered 

                                                                                                                                                       

oranges suggests Titian’s dark Martyrdom of St Lawrence (fig. 157), of c.1557, in the Gesuiti, Venice, a 

nocturne illuminated only by firelight and the supernatural presence above.  Wethey, The Paintings of 

Titian (1969-1975), I, 139, no. 114: The sculptural quality of Titian’s figures is attributed to his study of 

Roman antiquities in 1554  Agostino may also have referred to Cornelis Cort’s Tityus (fig. 158), dated 

1566, engraved after Titian’s canvas, one of a group collectively known as ‘The Four Condemned.’  Mark 
W. Roskill, ed., Dolce’s Aretino and Venetian Art Theory of the Cinquecento (University of Toronto Press, 

Toronto: 2000), 192, and 335-336:  The four were identified by Ludovico Dolce in his Dialogo of 1557 as 

Tityus, Sisyphus (both Prado, Madrid), Tantalus and Ixion (untraced).  Wethey, The Paintings of Titian 

(1969-1975), III, 156-160, no. 19: The four pictures were painted for Mary of Hungary, the sister of 

Emperor Charles V, and the first two are documented in a letter from Granvelle to Titian in 1549. 

   380 Bernardini, The Estense Gallery (2007), 52:  The decoration of this room was commissioned in 1540 

by Count Giulio Boiardo and the frescoes are now detached and installed at the Galleria Estense, Modena. 
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vault of this hall is comprised of octagonal elements with steeply foreshortened figures 

all featured in a moonlit nocturne sky with light grey clouds. 

 Despite the exemplars by Correggio in the Gonzaga’s collection, Annibale’s 

preparatory drawing for the Este Venus and Cupid (Castello Sforezsco, Milan), in black 

chalk on brown-green paper, reveals a continuing artistic alliance with Veronese.
381

  The 

brownish sky of the Venus and Cupid may further connect his work with that of 

Veronese, as this strangely coloured sky was the result of the latter’s use of smalt as an 

extender mixed with his blue pigment for the San Sebastiano ceiling canvases, resulting 

in a fugitive colour that soon turned purplish-brown.
382

  There are a number of stylistic 

Venetian precedents for Annibale’s Venus.  For the use of di sotto in sù perspective in 

ceiling insets, Annibale had the example of Veronese’s allegorical figures, such as his 

Dialectics of c.1578-82, for the ceiling of the Sala del Collegio in the Palazzo Ducale, 

with its similarly foreshortened female figure.  Veronese’s canvas Juno showering gifts 

on Venice (fig. 158) of 1554-56 for the ceiling of the Sala del Consiglio dei Dieci 

likewise depicts the female form from sharply below, with a view of the sky behind 

her.
383

     

 For the specific reclining pose of Venus in the Este oval, Annibale may also have 

looked to some of Titian’s erotic mythological narrative subjects.  Titian’s Danaë with 

Cupid (fig. 159), completed in 1546 and now in Naples, offers the closest comparable 

                                                   

   381 If the Gonzaga’s hall was a model for Annibale, he may have considered Correggio’s Venus with 

Mercury and Cupid (National Gallery, London) of c.1525 or Venus and Cupid with a Satyr (Louvre, Paris) 
of c.1528 when conceiving his Este Venus. 

   382 Xavier F. Solomon, “The restoration of Veronese’s ceiling in S. Sebastiano, Venice,” in The 

Burlington Magazine, 154, no. 1306 (Jan., 2012), 22.  Giulio Manieri Elia, Veronese: the stories of Esther 

revealed  (Marsilio: Venice, 2011). 

   383 In the Venetian tradition, Titian had pioneered this, with his inset oil paintings of 1542-44 for the 

ceiling of Santo Spirito, transferred to the Sacristy of the Madonna della Salute, of which Cain Killing Abel 

is an example. 
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work from among Titian’s many variants, versions and workshop productions to 

Annibale’s Venus and Cupid.
384

  A copy of Titian’s Danaë with Cupid (now lost) painted 

around the mid-sixteenth century may have been at the Gonzaga Castle at Novellara just 

a few miles north of the town of Correggio.
385

  It is not known whether this copy, which 

follows the earliest of Titian’s pattern with the drapery covering Venus’ thigh, was 

always at the Gonzaga Castle or originally in Mantua.  If the Carracci were favoured by 

the Gonzaga in Mantua, as much evidence suggests, then they may also have been 

granted access to study the art collection at the Novellara castle much nearer to 

Bologna.
386

  It is more likely then, that Annibale studied this early Gonzaga copy after 

Titian’s Danaë than any other version. 

 Another possible Venetian model for Annibale’s figure of Venus was Titian’s 

Venus, Mars and Cupid of c.1560, now lost and known only through a copy (fig. 160).
387

  

The earliest documentation of the original is in the estate of the sculptor Pompeo Leoni in 

                                                   

   384 Vasari, Le vite (Bettarini, 1966-1987), VI, 164:  Titian had painted the original Danaë with Cupid, 

with a foreknowledge of Michelangelo’s erotic Leda and the Swan, now lost and known only through 

prints.  Titian saw Vasari’s copy after Michelangelo’s work, which Vasari brought with him to Venice in 

1541, and he began his Danaë in 1544, bringing it with him to Rome, where Vasari saw it.  Wethey, The 

Paintings of Titian (1969-1975), III, 132, no. 5:  It would have been impossible for Annibale to see any of 

the following listed versions.  The Danaë with Cupid, now at the Capodimonte in Naples was the first of 

three versions by Titian, commissioned by Cardinal Alessandro Farnese for his palace in Rome.  Titian’s 

later known versions are the Danaë with Nursemaid, one in the Prado, Madrid, and the other in the Kunst-

historiches, Vienna.  The first (Wethey, 134, no. 6) is documented through letters to Philip II of 1553-54, 

was sent to Spain in 1554.  The second version (Wethey, 135, no. 7), was probably a workshop production 

between 1555 and 1560, and was sent by Cardinal Montalto in Rome to Emperor Rudolf II at Prague, 

where it appears in subsequent inventories of 1638 and 1716, finally being taken to Vienna in 1723.  Two 
Madrid variant versions of the Danaë with Cupid are datable to c.1560-75, but their early histories are 

unknown. 

   385 Ibid., 210, no. X-11.  It is believed to have been taken to Paris by the Napoleonic forces, but this is 

undocumented.  The information was submitted by Napoleonic agent, François Raymond in 1797. 

   386 A further incentive for the Carracci to visit the Gonzaga Castle at Novellara was the decorations from 

the 1560s by the Emilian painter Lelio Orsi, a great admirer of Correggio.   

   387 Wethey, The Paintings of Titian (1969-1975), III, 234, no. L-9. 
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Milan, in 1617.
388

  In this composition, the underneath of Venus’ thighs are prominently 

exposed as she leans back to receive her lover’s kiss.  Annibale appears to have 

considered either Titian’s Danaë or Venus as a starting point and adapted it to the 

allegorical deportment appropriate to the intended purpose of the Este commission.  His 

interpretation sees Titian’s figure rotated in space and set it in a new elevated and slightly 

foreshortened position.  

 Annibale instilled a new and more classical presentation in his Venus and Cupid, 

which may have originated in the study of a model after Michelangelo’s Time of Day 

figures from the Medici Chapel of San Lorenzo, Florence.  Such casts and scaled models 

after Michelangelo’s sculptures were used in drawing exercises by many artists, including 

Tintoretto, and perhaps Annibale knew of these figures through Tintoretto’s study of such 

models. 389
  In Annibale’s figure of Venus, we begin to see a new grace and stability in 

his work.  On the verge of a new stylistic phase in his career, Annibale’s paintings 

demonstrate a total synthesis of Venetian colour and naturalism with his native 

earthiness.
390

  His painting technique for the Este Venus and Cupid reflects his synthesis 

of both Correggio’s and Titian’s nudes for the softness of the goddess’s flesh, and 

something intangibly related to Raphael’s notion of ideal form. 

                                                   

   388 Ibid,:  Pompeo continued the art collecting activities of his goldsmith father, Leone Leoni, who 

assembled the valuable core of the Leoni collection when he was in the service of the Hapsburgs, making 
good use of his personal contact with many of the great artists of the sixteenth century.  In 1655, the Venus, 

Mars and Cupid was listed in an inventory of the collection of the Earl of Arundel. 

   389 Tietze, Tintoretto (1948), 14-15: Tintoretto drew after antique sculptures and more contemporary 

sculptures by Michelangelo and Gianbologna, through the use of models, as attested by his drawings. See 

also Raphael Rosenberg, Beschreibungen und Nachzeichnungen der Skulpturen Michelangelos. Eine 

Geschichte der Kunstbetrachtung (Dt. Kunstverlag: München/Berlin, 2000). 

   390 Bernardini, The Estense Gallery (2006), 61. 
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Summary of Chapter 4 

 All three Carracci began to look to Venetian art around 1587-88 and Agostino and 

Annibale did so increasingly over the next several years.  Their interest, apparently part 

of a concerted investigation into Venetian style, reached its most intense expression in 

their works of 1592.  Agostino’s signed and dated engravings of Venetian paintings prove 

he was in Venice in 1587 and for another extended period in 1588-89.  Annibale may 

have been in Venice repeatedly between 1588 and 1592, if we judge by his art.  Ludovico 

responded to Venetian art directly, and was perhaps in Venice in 1587 and almost 

certainly around 1592. 

  Posner did not attempt to differentiate between Annibale’s Venetian exemplars in 

the years between 1588 and 1595, nor did he consider the role of Ludovico in Annibale’s 

development during this period.
391

  Annibale was most affected during in these years by 

Titian’s figural forms and compositions, and Veronese’s colour and painterliness.  He 

also responded, to a lesser degree, to Tintoretto’s art.  Annibale’s paintings and prints 

demonstrate a greater use of silhouetted layers and manipulation of light and shade on par 

with Agostino’s understanding shown in his prints.  Meanwhile, there is reason to suspect 

that Annibale’s interest in the Central Italian tradition was being reawakened, even while 

he was reaching the peak of his ‘Venetianizing period,’ and that he did not return to 

Venice after 1592.  

                                                   

   391 Posner, Annibale Carracci (1971), I, 46: “There is, however, no clear pattern of development in 

Annibale’s works where an interest in one Venetian master comes to supersede an earlier interest in 

another.”  Ibid., 47:  “…it remains for the most part pointless to search his major paintings for precise 

citations, or to attempt to isolate in individual works passages that depend on the style of a particular 

Venetian master.” 
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Illustrations for Chapter 4 

            

Figure 97: Agostino Carracci, Portrait of Titian, engraving, 327 x 236 mm, State II, 1587, 

after Titian, British Museum, London. 

Figure 98: Titian, Self-Portrait, oil on canvas, 96x75 cm, c.1550, Gemäldegalerie Alte 

Meister, Berlin. 

 

              

Figure 99: Agostino Carracci, The Virgin Appearing to St Jerome, engraving, 423 x 298 

mm, 1588, after Tintoretto, British Museum, London. 

Figure 100: Jacopo Tintoretto, The Virgin Appearing to St Jerome, oil on canvas, 1582-83, 

Gallerie dell’Accademia, Venice.   

Figure 101: Ludovico Carracci, Vision of St Jerome, oil on canvas, 76 x 57 mm, c. 1586-87, 

Museo Medievale, Arezzo.   
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Figure 102: Annibale Carracci, Madonna of St Matthew, oil on canvas, 384 x 255 cm, 1588, 

Gemäldegalerie, Dresden.   

Figure 103: Ludovico Carracci, Bargellini Madonna (Madonna and Child Enthroned with 

Saints Dominic, Francis, Magdalene and a Donor), oil on canvas, 282 x 188 cm, 1588, 

Pinacoteca Nazionale, Bologna. 

 

                   

Figure 104: Titian, Madonna and Child with Saints and Members of the Pesaro Family, oil 

on canvas, 478 x 266 cm, c.1519, Santa Maria Gloriosa dei Frari, Venice. 

Figure 105: Paolo Veronese, Pala di San Zaccaria, oil on canvas, 340.4 x 193 cm, 1562-64, 

Gallerie dell’Accademia, Venice. 
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Figure 106: Annibale Carracci, Love of Virtue, oil on canvas, 174 x 114 cm, 1588, 

Gemäldegalerie, Dresden. 

Figure 107: Titian, Wisdom, oil on canvas, 177 x 177 cm, c.1560, Biblioteca Marciana, 

Venice.  

Figure 108: Paolo Veronese, Jove Scattering the Vices, oil on canvas, 560 x 330 cm, 1535-55, 

Louvre, Paris. 

 

 

Figure 109: Agostino Carracci, Crucifixion, engraving on three sheets, Left: 510 x 397 mm; 

Centre: 511 x 401 mm; Right: 518 x 399 mm, 1589, after Tintoretto, British Museum, 

London. 

 

 

Figure 110: Jacopo Tintoretto, Crucifixion, oil on canvas, 1224 x 536 cm, c.1565, Albergo, 

Scuola Grande di San Rocco, Venice.   
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Figure 111: Agostino Carracci, Minerva Drives Mars Away from Peace and Abundance, 

engraving, 191 x 253 mm, 1589,after Tintoretto, State II, British Museum, London.   

Figure 112: Jacopo Tintoretto, Minerva Drives Mars Away from Peace and Abundance, oil 

on canvas, 148 x 168 cm, 1576-77, Sala dell’Anticollegio, Palazzo Ducale, Venice.   

 

           

Figure 113: Agostino Carracci, Mercury and the Three Graces, engraving, 203 x 259 mm, 

1589, after Tintoretto, State I, Library of Congress, Washington. 

Figure 114: Jacopo Tintoretto, Mercury and the Three Graces, oil on canvas, 146 x 155 cm, 

c.1576-77, Palazzo Ducale, Venice. 

 

 

Figure 115: Annibale Carracci, Venus and Adonis, oil on canvas, 212 x 268 cm, c.1588-89, 

Prado, Madrid. 
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Figure 116: Marcantonio Raimondi, Galatea, engraving, 410 x 286 mm, 1515-1520, after 

Raphael, British Museum, London. 

Figure 117: Annibale Carracci, Mary Magdalene in the Wilderness, etching and engraving, 

223 x 160 mm, c.1591, National Gallery of Art, Washington. 

Figure 118: Annibale Carracci, Susannah and the Elders, etching and engraving, 351 x 310 

mm, c.1590-95, National Gallery of Art, Washington. 

 

           

Figure 119: Martino Rota, Venus and Adonis, engraving, 242 x 174 mm, c.1564-80, after 

Titian, British Museum, London. 

Figure 120: Cornelis Cort, Diana and Calisto, engraving, c.1566, after Titian. Image: 

www.britishmuseum. 
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Figure 121: Annibale Carracci, Venus, Two Cupids and a Satyr, oil on canvas, 112 x 142 

cm, c.1590, Gallerie degli Uffizi, Florence.  

 

                

Figure 122: Annibale Carracci, Assumption of the Virgin, oil on canvas, 381 x 245 cm, 1587, 

Gemäldegalerie, Dresden. 

Figure 123: Annibale Carracci, Assumption of the Virgin, oil on canvas, 130 x 97 cm, 

c.1590, Museo del Prado, Madrid. 
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Figure 124: Titian, Assumption of the Virgin, oil on wood, 690 x 360 cm, c.1516-18, Santa 

Maria Gloriosa dei Frari, Venice.  

Figure 125:  Paolo Veronese, Assumption of the Virgin in Glory, oil on canvas, 398 x 200 

cm, 1586, Gallerie dell’Accademia, Venice. 

 

 

Figure 126: Paolo Veronese, Christ Among the Doctors, oil on canvas, 236 × 430 cm, c.1560, 

Museo del Prado, Madrid. 
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Figure 127: Annibale Carracci, Bacchus, oil on canvas, 163 x 104 cm, c.1590-91, Museo di 

Capodimonte, Naples. 

Figure 128: Titian, St Mark Enthroned with Saints, oil on canvas, 230 x 149 cm, 1510, 

Madonna della Salute, Venice. 

 

           

Figure 129:  Titian, St John the Baptist in the Wilderness, oil on canvas, 201 x 134 cm, 

c.1542, Gallerie dell’Accademia, Venice. 

Figure 130: Titian, St Sebastian (Polyptich of the Resurrection) oil on canvas, 1520-22, 

Brescia. 
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Figure 131: Annibale Carracci (with Ludovico?), Romulus and Remus Nursed by the She-

Wolf, fresco, c.1590-91, Palazzo Magnani, Bologna.   

Figure 132: Annibale Carracci, Remus Fighting the Cattle Thieves, fresco, c.1590-91, 

Palazzo Magnani, Bologna. 

 

         

Figure 133: Paolo Veronese, Martyrdom of Saint Sebastian, fresco, 1558, San Sebastiano, 

Venice. 

Figure 134: Annibale Carracci (?) and others, Remus Brought in Chains Before King 

Amulio, fresco, c.1590-91, Palazzo Magnani, Bologna. 

 

              

Figure 135: Paolo Veronese, Emperor Diocletian Reproves St Sebastian, fresco, 1558, San 

Sebastiano, Venice. 

Figure 136: Unknown artist, Battle of Ostia, engraving, 379 x 524 mm, c.1535-50, after 

Raphael, British Museum, London.   
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Figure 137: Annibale Carracci, Madonna of St Luke, (Madonna and Child with St Luke 

and St Catherine), oil on canvas, 401 x 226 cm, 1589-92, Louvre, Paris. 

Figure 138: Ludovico Carracci, Cento Madonna (Madonna and Child with St Joseph, St 

Francis and Two Donors), oil on canvas, 223 x 166 cm, 1591, Museo Civico, Cento. 

 

              

Figure 139: Titian, Madonna and Child in Glory with Saints Francis and Aloysius with 

Alvise Gozzi as Donor, oil on canvas, 312 x 215 cm, 1520, Museo Civico, Ancona. 

Figure 140: Agostino Carracci, Madonna and Child Seated on a Cloud, engraving 246 x 175 

mm, 1582, after School of Marcantonio Raimondi, after Raphael’s Madonna di Foligno, 

British Museum, London. 
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Figure 141: Annibale Carracci, Assumption of the Virgin, oil on canvas, 260 x 177 cm, 1592, 

Pinacoteca Nazionale di Bologna, Bologna. 

Figure 142: Agostino Carracci, Assumption of the Virgin, oil on canvas, 349 x 209 cm, 

c.1592-93, Pinacoteca Nazionale di Bologna, Bologna.  

 

             

Figure 143: Jacopo Tintoretto, Assumption of the Virgin, oil on canvas, 244 x 137 cm, 

c.1550, Gallerie dell’Accademia, Venice. 

Figure 144: Jacopo Tintoretto, Assumption of the Virgin, oil on canvas, 440 x 260 cm, 

c.1555, Santa Maria dell’Assunta, (Gesuiti), Venice. 
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Figure 145: Ludovico Carracci, Martyrdom of St Ursula, oil on canvas, 330 x 218 cm, 1592, 

Pinacoteca Nazionale di Bologna, Bologna. 

Figure 146: Jacopo Bassano, Martyrdom of St Catherine, oil on canvas, 150 x 130 cm, 1544, 

Museo Civico, Bassano. 

 

               

Figure 147: Titian, Christ Crowned with Thorns, oil on canvas, 280x181 cm, c.1570-76, Alte 

Pinakothek, Munich. 

Figure 148: Ludovico Carracci, Christ Crowned with Thorns, oil on canvas, 220 x 149 cm, 

c.1592-94, Pinacoteca Nazionale di Bologna, Bologna. 

Figure 149: Andrea Schiavone, Christ Crowned with Thorns, woodcut, 328 x 225 mm, 

c.1540-63, British Museum, London. 
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Figure 150: Ludovico Carracci, Preaching of John the Baptist, oil on canvas, 380 x 227 cm, 

1592, Pinacoteca Nazionale di Bologna, Bologna. 

Figure 151: Ludovico Carracci, Supper of Peter in the House of Simon Coriarus, fresco, 

1592, Convento Olivetani di San Michele in Bosco, Bologna. 

 

 

Figure 152: Paolo Veronese, Feast in the House of Simon, oil on canvas, 275 x 710 cm, 1567-

70, Pinacoteca di Brera, Milan. 

 

 

Figure 153: Jacopo Tintoretto, Last Supper, oil on canvas, 228 x 535 cm, c.1570, San Polo, 

Venice. 
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Figure 154: Ludovico Carracci, Christ before Pilate, detached fresco, 190 x 240 cm, c.1592, 

ex-Oratorio dei Filippini, Bologna.  

 

              

Figure 155: Jacopo Tintoretto, Crowning with Thorns, oil on canvas, 390 x 260 cm, c.1566-

67, Albergo, Scuola Grande di San Rocco, Venice. 

Figure 156: Jacopo Tintoretto, Christ Before Pilate, oil on canvas, 380 x 515 cm, c.1566-67, 

Albergo, Scuola Grande di San Rocco, Venice. 

 

              

Figure 157: Annibale Carracci, Venus and Cupid, oil on canvas, 110 x 130 cm, 1592, 

Galleria Estense, Modena. 

Figure 158: Paolo Veronese, Juno Showering Riches On Venice (detail), oil on canvas, 1554-

56, ceiling, Sala del Consiglio dei Dieci, Venice. 
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Figure 159: Titian, Danaë and Cupid, oil on canvas, 120 x 172 cm, 1545-46, Museo di 

Capodimonte, Naples. 

Figure 160: Unknown artist, Venus, Mars and Cupid, late sixteenth-century copy after 

Titian (lost original of c.1560), Kunsthistorisches Museum, Vienna. 

 

                   

Figure 161: Ludovico Carracci, Flora, oil on canvas, 110 x 130 cm, 1592, Galleria Estense, 

Modena.   

Figure 162: Agostino Carracci, Pluto with Cerberus, oil on canvas, 109 x 130 cm, 1592, 

Galleria Estense, Modena. 

Figure 163:  Annibale Carracci, Pan, oil on canvas, 1592, National Gallery of Victoria, 

Melbourne. 

 

 

Figure 164: Giulio Romano, Sala di Psiche, detail of vault, fresco, 1526-28, Palazzo Te, 

Mantua. 
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Chapter 5 

Venetian Aspects of Annibale’s Mature Style, 1593-1595 

 The three Carracci’s study and experimentation with different aspects of Venetian 

painting peaked in 1592.  The lessons Annibale derived from that intensive period of 

emulation are revealed as fully incorporated into his mature style between 1593 and 

1595.  Any new impulses in Annibale’s art in this period are those that signal his growing 

interest in Central Italian painting, well before his relocation to Rome.  Malvasia 

observed this stylistic shift, but identified its beginning as immediately after the 

completion of the collaborative frescoes in Palazzo Magnani.  He alleged that Annibale 

was jealous over the praise given to Agostino’s Remus Battling the Cattle Thieves, which 

is now, however, universally attributed to Annibale himself.
392

  With the help of modern 

scholarship’s more complete understanding of Annibale’s chronology, we can say that 

the shift in style is more precisely pinpointed to after 1592, as most of Annibale’s works 

of that year continue to exhibit his direct imitation of Venetian painting.  Malvasia 

detected a conscious decision behind the new mode, as “[Annibale] mutando affatto 

registro, di comparire ne’suoi composti per l’avvenire più diligente, e più studioso 

dispose, non affettando più tanto quella risoluzione e facilità, ch’era stato sino a 

quell’ora il suo genio e’l suo intento.”
393

  The paintings Malvasia then cited to illustrate 

his point, the Resurrection of Christ and the Almsgiving of St Roch, demonstrate a more 

                                                   

   392 Malvasia, Felsina pittrice (Zanotti, 1974), I, 290-291. 

   393 Ibid., 290:  “Annibale completely changed direction, undertaking to make compositions in the future 

that would be more diligent and carefully worked out, and no longer displaying to the same degree that 

boldness of touch and facility that until then had represented both his natural inclination and his chosen 

goal .” 
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studiously applied paint than in previous works.
394

  Annibale also muted his colour 

somewhat, joining it to his chiaroscuro in a new manner that strengthened throughout 

1593.  Ostrow proposed that Agostino’s and Annibale’s art around 1593 shows them 

working out a balance between the essential qualities of the Tuscan-Roman school and 

the Venetian school, a balance based in their local Emilian tradition.
395

  This 

interpretation matches the artistic evidence, but should be expanded to include Ludovico, 

who participated fully in their period of Venetian immersion, and who drifted away from 

his cousins’ style only when Annibale departed Bologna.   

 While Malvasia was correct in noticing a change in Annibale’s work after 1592, 

what actually brought it about is uncertain.  An immediate catalyst for Annibale’s 

stylistic shift may have been his access to the Ercolani collection in Bologna.  Ludovico’s 

fresco commission of Christ Before Pilate in the Casa Ercolani in 1592 may have 

provided an opportunity for the Carracci to study the family’s celebrated art collection.
396

  

The Ercolani family had been patrons and art collectors for generations.  Conte Vincenzo 

Ercolani had commissioned works from artists in Bologna and northern Italy, and his 

collection from the early sixteenth century included Raphael’s small Vision of Ezekiel 

(fig. 168) of c.1518 and Correggio’s Noli me tangere (fig. 187) of c.1525.  Both paintings 

were recorded in the Casa Ercolani in 1560, by that time in possession of Conte Agostino 

Ercolani.
397

 

                                                   

   394 Ibid., The Madonna of St Luke was commissioned in 1589 and only completed in 1592, before the 
alleged change actually occurred.  Annibale’s Assumption of the Virgin of 1592, which Malvasia claimed 

was painted boldly alla prima, was probably completed after the Magnani frescoes – Malvasia’s identified 

turning point.   

   395 Ostrow, Agostino Carracci (1966), I, 34. 

   396 As Annibale’s reputation was established, an introduction may also have been desired by the Ercolani. 

   397 Pietro Lamo, Graticola di Bologna ossia descrizione delle pitture, sculture e architetture di detta città 

fatta l’anno 1560 (Bologna: Tipografia Guidi all'Ancora, 1844), 13: “A mano destra nella detta strada in 
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 From 1593 to 1595, Annibale’s paintings no longer emulate Venetian art so 

directly, but demonstrate an interest in Central Italian art.  As this trend is discernible in 

his work well before his relocation to Rome, it is likely that Annibale’s call to Rome did 

not come out of the blue, but resulted from his growing interest and his patient inquiry 

after such a position.
398

  Bellori’s narrative suggests just such a scenario: 

Già molto tempo Annibale viveva ansioso di condursi à Roma, dove la fama di 

Rafaelle, e delle opere antiche lo sollecitavano efficacemente, e dove à quella 

commune patria de gli huomini sogliono concorrere li più elevati spiriti.  Fù 

questo suo intento favorito dalla conoscenza, e grazia, che egli si aveva 

acquistata appresso il Duca di Parma; nella qual Città, e nell’altre parti di 

Lombardia già correva la fama del suo pennello.
399

   

 

Bellori’s tendency to privilege Annibale’s ultimate Roman style, with its connection to 

Raphael, might seem to underlie this declaration, but Annibale’s works in Bologna 

between 1593 and 1595 do nothing to contradict it.  The Carracci had read Vasari’s 

biography of Titian and knew that Titian had journeyed to Rome.  Bologna was governed 

by Rome as a papal state, and some of the Bolognese artists the Carracci admired, such as 

Pellegrino Tibaldi and Orazio Samacchini, had worked in Rome.  Annibale may have 

                                                                                                                                                       

casa del Conte Agostino Hercolani sono due quadri a olio, l’uno di mano di Rafaello da Urbino, dov’e un 

Cristo sedente sopra li Quattro Evangelisti bellissimo, e l’altro è un Cristo nell’Orto con la Maddalena ai 

piedi di mano di Mastro da Correggio bellissimo.”  Pietro Lamo (1518-1578) was a painter of Bologna, 

credited with writing the first art guide to the city.  The Casa Ercolani was near San Giovanni in Monte, 

and Raphael’s Ecstasy of St Cecelia altarpiece. 

   398 From what we can understand of Annibale’s personality indirectly through his seventeenth-century 

biographers, his actions typically followed his artistic intuition and expressed desires.  That being so, the 

Farnese invitation to Annibale in 1594 to decorate their palace in Rome may have been the result of the 

artist’s canvassing of contacts. 

   399 Bellori, Le vite (Borea, 1976), 42-43. “For a long time now, Annibale had been eager to go to Rome 

where the fame of Raphael and the works of antiquity attracted him powerfully, to that common fatherland 

of humanity where the loftiest spirits are wont to congregate.  This intention of his was furthered by the 

acquaintance and favour of the Duke of Parma, in which city and throughout Lombardy the fame of his 

brush had already spread.” 
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wished to see the art of Rome for himself and respond to it from a mature artistic 

standpoint, now that he had fully synthesized Correggio and Venetian art.
400

   

Annibale’s Mature Bolognese Altarpieces 

 Annibale’s altarpieces of 1593-1594, the Resurrection of Christ, Madonna and 

Child Enthroned with Saints, Madonna di San Ludovico, and Madonna and Child 

Enthroned Over Bologna, all weave Venetian qualities into the thread of his mature style 

as he returned to a more Lombard-Emilian manner.  The first of these major works is 

Annibale’s Resurrection of Christ (fig. 165), signed and dated 1593.  It is smaller in scale 

that many other Carracci religious works, as it was commissioned for a private chapel in 

Palazzo Lucchini, Bologna.
401

  Malvasia placed Annibale’s painting in direct relationship 

with Venetian and northern Italian art: 

[Annibale] s’acostò più alla Scuola Veneziana, e fece un misto principalmente di 

Tiziano e di Paolo; perchè del primo, chi non direbbe esser formalmente que’duoi 

soldati grandi qui davanti in prima veduta, quello che in iscorcio fugge con certe 

gambe, che caricate, punto però non eccedono, e l’altro che dall’opposta parte 

con sì bel motivo anch’ei fa lo stesso, e nel quale sì vede avere avuto in 

intenzione, se ben tanto diverso, il frate che fugge, nel S. Pietro Martire in S. 

Zanipolo?  E del secondo, chi esser non giurerebbe quel soldatino armato, che 

stesso dorme così pesante e soavenmente sovra la lapida stessa del sepolcro, 

aiutato massime di quella tanta grazia, che tolta dal Parmigiano, fu aggiunta al 

naturale che vide?
402

 

                                                   

   400 Bombasi may have conntect Annibale with the Farnese.  He knew Annibale in Reggio years earlier 

and had commissioned the Love of Virtue and he had the confidence of the Farnese, who probably already 

knew the Carracci by reputation.  Later, in Rome, Annibale would paint the altarpiece for Gabriele 

Bombasi’s funerary chapel in Santa Caterina dei Funari. 

   401 Malvasia, Felsina pittrice (Zanotti, 1974), I, 291: The palace was built by the Lucchini in the sixteenth 

century when they entered the ranks of the city’s senatorial families, but after their financial downfall, the 

palace and painting were owned by the Angelelli family. Posner, Annibale Carracci (1971), II, 32:  The 

Angelelli family bequeathed the Resurrection to the nearby church of Corpus Domini.  Also found today in 
the same church are Ludovico’s Apostles at the Tomb of the Virgin, signed and dated 1601, and Christ 

Freeing the Elect from Limbo, of c.1611-13.   

   402 Malvasia, Felsina pittrice (Zanotti,1974), I, 291:  “[Annibale] drew closer to the Venetian school and 

by making a mix primarily of Titian and Veronese, for who would not want to say that from a formal point 

of view the two large soldiers close to us in the foreground are Titian’s, one of them shown foreshortened 

as he flees, his sturdy legs muscular but without any hint of exaggeration, and on the opposite side, the 

lovely motif of the soldier, he too in flight, in which one sees that Annibale had in mind, although 
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In the metaphorical turn of phrase, “making a mix [misto] primarily of Titian and 

Veronese,” Malvasia implied the ease with which Annibale could blend the styles of the 

artists who had inspired him, and in this way Malvasia also emphasized that Annibale 

acknowledged yet transcended his models.
403

   

 Annibale’s running soldier at the left was singled out by Malvasia, as originating 

in Titian’s Death of St Peter Martyr of c.1527-29, known widely today by Johann Carl 

Loth’s copy (fig. 166).  A preparatory study for this figure shows that Annibale worked 

from the model independently, but probably with Titian’s example in mind.  Annibale 

had previously made a copy of the famous painting, which belonged in Malvasia’s time 

to Senator Gessi; the same patron of Agostino’s Adoration of the Shepherds in Santa 

Maria della Pioggia.  The copy of Titian’s Death of St Peter Martyr in the Trafalgar 

Gallery London has been proposed by Feigenbaum as Annibale’s copy.
404

  Annibale 

invented a second running soldier at the right, based upon the same idea, but seeming to 

run out of the canvas directly at the viewer.   

 Titian may have taken the running figure from Ugo da Carpi’s David and Goliath 

(fig. 169), a chiaroscuro woodcut of c.1520 after Raphael in the Vatican Loggia.  As 

Meilman has suggested, Titian probably studied prints after Raphael, and specifically, the 

narrative works and narrative altarpieces, then followed his example by using strong 

tonal contrasts, simplified drapery, and avoiding small incidental detail in order to 

                                                                                                                                                       

conceived very differently, the fleeing friar in Titian’s Martyrdom of Saint Peter in S. Zanipolo?  And who 

would not judge the young soldier in armor who lies stretched out in such a heavy and sweet sleep on the 

lid of the tomb as being by Veronese, but enhanced by that supreme grace taken from Parmigianino and 

added to natural appearances?” 

   403 Ibid.:  “e di qual maniera, fuori che della trascendente suo propria.” 

   404 Ibid., I, 270.  Feigenbaum, “When the Subject Was Art” (1992), 301. 
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monumentalize his pictures.
405

  Since Annibale was familiar with prints after Raphael, he 

may have realized while copying the Death of St Peter Martyr that Titian had borrowed a 

figure from Raphael and that some of Titian’s development had its inspiration there.
406

  If 

so, one can well imagine Annibale found he had come full circle from his early 

admiration of Raphael’s Ecstasy of St Cecilia and this may have further increased his 

desire to see Raphael’s works in Rome. 

 Another Venetian painting that probably made an impression on Annibale is 

Veronese’s Resurrection (fig. 167) of c.1560 in the Malipiero-Badoer chapel of San 

Francesco della Vigna.  The designs of Veronese’s and Annibale’s Resurrection 

altarpieces are very close, though the former is significantly taller in relation to its width.  

The glow of light around Christ is a prominent feature of Veronese’s interpretation of the 

subject, but also a critical element in Raphael’s Vision of Ezekiel (fig. 168), which 

Annibale could have studied in the Casa Ercolani.  His pose for the brightly lit figure of 

Christ is also very close to that of Veronese.  Annibale’s rendering of the two sleeping 

soldiers – one powerfully foreshortened lying on the ground and the other slumbering 

upon the stone slab of the sealed tomb strongly recalls Veronese’s soldiers.  While the 

models cited by Malvasia – Titian and Veronese – are appropriate, there is greater 

solidity to Annibale’s forms than previously, which is not accounted for by comparison 

with the Venetians.  There is a balance between solid draughtsmanship, warm earthy 

colour and tone that characterizes Annibale’s mature style in his paintings after 1592, 

which is quite independent of Venetian art. 

                                                   

   405 Meilman, Titian and the Altarpiece (2000), 94-99: Meilman notes that Titian developed principles he 

found in the work of Raphael in opposition to the previous tradition in Venice of narrative wall paintings. 

   406 Meilman, Titian and the Altarpiece (2000), 94-99. 
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 The other picture Malvasia singled out as representative of Annibale’s shift in 

style is his Madonna and Child Enthroned with Saints (fig. 170), signed and dated 

1593.
407

  It was originally installed in the church of San Giorgio in Poggiale, Bologna, in 

the chapel belonging first to the Moneta, and then the Landini family.
408 

 Annibale 

arranged the restrained figures in a formal manner before a stone architectural setting and 

rendered the altarpiece in a warm light, with a rather sombre mood that led Malvasia to 

write that “Ove resistendo alquanto Annibale al bollor del sangue, principiando a 

temprar quell furore che così facile troppo alla scoperta il rendea, dell’avvedutezze di 

Lodovico e dello studio di Agostino comincio finalmente a compiacersi.
409

  Malvasia 

noted the tempering of Annibale’s execution around 1593 and credited Ludovico and 

Agostino for the change, but it could be just as likely that Annibale’s natural 

development led him to make adjustments to his work. 

 Malvasia compared Annibale’s figure of St John the Evangelist in the Madonna 

and Child Enthroned with Saints to Titian.  He compared the Infant St John to Correggio, 

the Virgin to Veronese, and the Saint Catherine to Parmigianino and Nicol  dell’Abbate.  

Benati considered Malvasia justified in his comparisons to the Venetian painters, but 

astutely suggested that Annibale was bringing these various schools of painting to bear 

                                                   

   407 The Madonna & Child Enthroned with the Infant St John the Baptist, St John the Evangelist and St. 

Catherine. 

   408 Bentini et al., Pinacoteca Nazionale di Bologna Catalogo Generale (2006), 311: It was removed in 

1822 due to significant deterioration, and was taken to the Academy for conservation.  Posner, Annibale 

Carracci (1971), II, 31: Apparently, the nineteenth-century restoration work interfered with the original 
appearance of the painting to such an extent that some early twentieth-century art historians entertained 

doubts it was an autograph work.  Related preparatory drawings by Annibale and his signature confirm him 

as artist. 

   409 Malvasia, Felsina pittrice (Zanotti, 1974), I, 283-284: “[in this painting] Annibale began to restrain 

somewhat the fiery and impetuous spirit that was so much a part of his nature, and by coming to appreciate 

the astute insights of Ludovico and the studious research of Agostino, he tempered that furious inspiration 

that made him seem almost too free and effortless in his earliest work.” 
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under a new formulation that was a restatement of the Lombard idiom.
410 

 That trend had 

already begun with his Resurrection altarpiece and continued to build over the next few 

years.  Referring to Malvasia’s mention of Correggio, Posner compared Annibale’s 

altarpiece with Correggio’s Madonna of St Francis (Gemäldegalerie, Dresden) of 1514 

for its use of the carved medallion on the throne’s base and for the Ionic columns, but this 

is a rather limiting comparison.
411

  Boschloo saw in its typology a connection with 

Andrea del Sarto’s Madonna of the Harpies, of 1517 (Uffizi, Florence), with which 

Annibale’s painting shares a certain impulse.
412

   

 In Venice, Annibale had already encountered older examples of this typology.  

His arrangement of the enthronement within a closed niche is related to a type made 

popular in Venice by Giovanni Bellini with his San Giobbe altarpiece of c.1487 

(Accademia, Venice).  Another prime example is the central panel of Bellini’s Frari 

Triptych (fig. 171) of 1488.  Annibale restated the Venetian typology in his mature 

Bolognese manner, as Andrea del Sarto had updated the long-standing format in 

Florence.  In doing so, Annibale raised the older compositional formula to a new 

emotional plane, with its gently moving figures, and softly blended light and colour. 

 Another example of Annibale’s mature style is his remarkable Madonna and 

Child with Six Saints, more commonly called the Madonna di San Ludovico (fig. 172), 

the date of which I will argue below should be c.1593-94.  It once adorned the high altar 

                                                   

   410 Bentini, et al., Pinacoteca Nazionale di Bologna (2006), 311.  Benati sees in Annibale’s new 

formulation, Lombard models like the work of Moretto and Romanino. 

   411 Posner, Annibale Carracci (1971), II, no. 72, 31.  The composition of Correggio’s Madonna of St 

Francis altarpiece may be more relevant to Annibale’s Madonna di San Ludovico of c.1593-94. 

   412 Boschloo, Annibale Carracci in Bologna (1974), I, 23.  Furthermore, there is a possibility that 

Annibale saw Andrea del Sarto’s altarpiece in Florence around 1584-85, when he probably travelled to 

Arezzo to see Barocci’s Madonna del Popolo.  Alternatively, Agostino was in Florence in 1589, engraving 

wedding portraits for Ferdinand II de’Medici, and he may have conveyed the essence of the painting to 

Annibale upon his return to Bologna. 
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of Santi Ludovico e Alessio, a church connected to a cloistered convent of Poor Clares.
413

  

Malvasia omitted the painting altogether from his Carracci biography, and gave it only a 

brief mention in his guidebook.
414

  Yet, judging by its size and composition, the 

altarpiece must have been among the most important commissions Annibale undertook 

for a church in his own city.
415

  It portrays the Madonna and Child enthroned on clouds 

accompanied by angels, in an evolved type of sacra conversazione with St Louis of 

Toulouse, the bishop who renounced his royal title to take up the Franciscan vows, the 

fifth-century St Alexius who likewise embraced poverty, St John the Baptist, St Catherine 

of Alexandria, St Francis and St Clare.  The figures appear within the setting of an arched 

stone chapel that opens out to nature.   

 The Madonna di San Ludovico should be dated c.1593-94, in my estimation.  

Scholars have debated its chronological place in Annibale’s oeuvre for almost a century, 

divided as to whether the work is pre-Venetian (c.1587-88) or post-Venetian (c.1593-94) 

and on how to account for its Raphaelesque qualities.  Posner, following Mahon, dated it 

to around 1587, and Anna Ottani Cavina to 1588.
416

  But before them, Voss, Wittkower 

and Longhi had all independently dated the picture to around 1594 on the basis of its 

sophisticated stylistic blend of Veronese and Raphael.
417

  Posner acknowledged that “the 

grandeur and weighty equilibrium of the figural and spatial organization certainly do 

                                                   

   413 Bentini, et al., Pinacoteca Nazionale di Bologna Catalogo Generale (2006), 304-306, no. 201. 

   414 Malvasia, Le Pitture (1969), 127:  “ed è posta in luogo della famosa del grand’ Annibale che con gran 

danno de gli’Artefici, e cordoglio de’Virtuosi, si è ritirata anch’essa nell’enteriore Chiesa in clausura.” 
   415 Bentini, et al., Pinacoteca Nazionale di Bologna Catalogo Generale (2006), no. 201, 304-306. Many of 

his previous major altarpieces had been commissioned in Reggio and Parma, rather than in Bologna.   

   416 Posner, Annibale Carracci (1977), I, 44; Denis Mahon, ‘Afterthoughts on the Carracci Exhibition’ 

Gazette des Beaux-Arts, 49 (April 1957), 193-207; Cavina, in Smyth and O’Neill eds., Age of Correggio 

and the Carracci (1986), 283, no. 94.  

   417 Voss, Die Malerei des Barock (1924), 489; Wittkower, Drawings of the Carracci (1952), no. 363; 

Roberto Longhi, ‘Annibale, 1584?’ Paragone, no. 89 (1957), 41. 
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recall Roman High Renaissance paintings,” but he attributed this to Annibale’s study of 

Raphael’s Sistine Madonna in San Sisto, Piacenza, with the colour indebted to 

Veronese.
418

  Boschloo had suggested a later date for Annibale’s Madonna di San 

Ludovico, seeing it as a stylistic bridge between the Assumption of 1592 and the 

Madonna and Child Enthroned with Saints of 1593.
419

  More recently, Daniele Benati 

assigned it a date of c.1591-92, declaring that, while it is clearly done in a Venetian 

matrix, the maturity of the painting suggests an interval of time between the actual 

experience of Venetian painting and the creation of the work.
420   

    

 The Madonna di San Ludovico can be dated to c.1593-94 on the basis of the 

history of the church of Santi Ludovico e Alessio, as well as the picture’s style.  The 

convent suffered a devastating fire in 1593, after which it was quickly rebuilt with 

modifications on the original late-medieval plan.
421

  I have been unable to ascertain that 

the church was destroyed along with the convent in the blaze, but judging by the present 

closely-spaced configuration of these rebuilt structures, it is possible the entire complex 

perished.
422

  The fire and subsequent rebuilding may establish a terminus post quem for 

Annibale’s altarpiece, as anything already installed would have perished in the fire.  The 

Madonna di San Ludovico was most likely commissioned for the newly rebuilt church.   

                                                   

   418 Posner, Annibale Carracci (1977), I, 44. 

   419 Boschloo, Annibale Carracci in Bologna (1974), I, 18. 

   420 Bentini, et al., Pinacoteca Nazionale di Bologna Catalogo Generale (2006), no. 201, 304. 

   421 The Centro Giustizia Minorile Bologna now operates the complex as a juvenile detention centre.  A 
brief history of the monastic complex is outlined on their website, including the fire of 1593:  
http://www.cgmbologna.it/storia.htm  (Accessed: September 10, 2012.)   

   422 Antonio di Paolo Massini, Bologna perlustrata, 2nd edition, (Bologna, 1666), I, 383: By the mid-

seventeenth century, the Franciscan nuns were noted to have withdrawn Annibale’s painting from the 

church to the enclosed part of the convent and to have replaced it with a painting of the same subject by 

Giovanni Andrea Sirani (now in Santi Giovanni e Petronio, Rome).no documentation for the Sirani 

replacement painting survives. 
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 The painting can also be dated stylistically by considering Annibale’s smoothly 

blended brushwork, which results in a refined clarity of light and shadow that he had not 

yet achieved, even by 1592.  The altarpiece shares a restrained palette and a softer 

modulation of tone with the Madonna and Child Enthroned with Saints of 1593 and the 

Virgin and Child over Bologna (fig. 178) of c.1593-94, fitting seamlessly among them.  

The faces of the Madonna and St Catherine in the Madonna di San Ludovico are drawn 

frontally and are very similar to those of the Madonna in the above-mentioned paintings.      

 For this commission, Annibale may have been directed to produce an altarpiece 

similar in typology to Orazio Samacchini’s Coronation of the Virgin (fig.173) of c.1575, 

on the high altar of Santi Naborre e Felici, Bologna.  The same typology also held a 

central place among older Venetian altarpieces, with the figures set before an open, 

arched vault framing a landscape.  The relationship between the Madonna di San 

Ludovico and the Venetian type is most apparent in Annibale’s preparatory drawing for 

the Madonna di San Ludovico (fig. 174), which emphasizes the stone vault, and reveals 

that the two attending angels were an afterthought.  This category of composition extends 

the real architecture of the setting into the illusionistic space of the picture, only to break 

it open to a depiction of landscape beyond.  In the Venetian tradition, it is exemplified in 

such early altarpieces as Vittore Carpaccio’s Apotheosis of St Ursula (Accademia, 

Venice) of c.1491.  The typology was perpetuated in the first decades of the sixteenth 

century by Cima, Giovanni Bellini and Basaiti, who introduced within it even more 

landscape and effects of nature.  In Cima da Conegliano’s St Peter Martyr with Saints 

Benedict and Nicholas (fig. 175) of c.1504 for the Dominican nuns of Corpus Domini, he 

kept the figures all within the same plane and reserved the depiction of nature to the zone 
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beyond that sacred space.  In Giovanni Bellini’s St Jerome between St Christopher and St 

Louis of France (fig. 176) of 1513 in San Giovanni Crisostomo, and Marco Basaiti’s 

Christ Praying in the Garden (fig. 177) of c.1510-16 once in San Giobbe, a further layer 

of illusion was added by having a secondary scene, located beyond the plane of the 

illusionistic archway, in one case St Jerome reading, and in the other Christ on the Mount 

of Olives.  This alteration creates a temporal tension as if the viewer is observing the time 

of St Jerome or Christ and the time of the attendant saints, and simultaneously introduces 

more spatial tension forward and backward into the picture.   

 Annibale could have studied these altarpieces in the churches of Venice, and in 

his Madonna di San Ludovico he combined the typology of his older Venetian exemplars, 

with Samacchini’s structure and the apparition of the Virgin and angels.  He established a 

low horizon line, as he did in his other treatments of the landscape, creating a naturalistic 

view.  At the same time, Annibale’s true-to-life treatment of the figure and his recently 

synthesized painting style added a strong sense of emotional engagement and a deep 

atmosphere to his renovation of the old type. 

 The palette of the Madonna di San Ludovico is rich and sombre with a variety of 

warm and cool colours, and dark and light tones, that effectively balance the picture and 

contribute to its luminous atmosphere.  Contrasts and tonal transitions are softly handled.  

Annibale carved out deep spaces between the figures at the front and rear of the group, 

with a cast-shadow which was adopted from Venetian painting, but used here with subtle 

modulation.  His understanding of Veronese’s opulent surfaces is also evident in the dress 

of the two attendant angels, and his rendering of the bishop’s richly decorated mitre and 

vestments, each lustrous pearl of which has its own corresponding reflection in the 
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polished surface of the softly glowing marble.  These materials were inspired by 

Veronese but Annibale’s depiction of them is restrained and refined, as Veronese’s 

effects were often intended to mix optically when viewed from a distance, rather than 

being fully blended on the canvas.  Despite the numerous figures in Annibale’s 

composition, the sense of spatial depth and the distant landscape prevent the composition 

from feeling overcrowded (as is Samacchini’s).  The cherubs below the Virgin’s feet are 

minimized to seraphic winged heads following a similar tendency of Veronese. 

 The Venetian aspect of Annibale’s Madonna di San Ludovico is most evident its 

delight in textures and colour, acquired from Veronese, and its layering of silhouettes and 

modulated forms.  But Annibale’s painting is fully post-Venetian in the manner in which 

these techniques are handled.  Annibale also downplayed the layering of light and dark he 

had learned from Tintoretto and from Agostino’s engravings after Tintoretto’s paintings.  

We can see this in the Madonna di San Ludovico, for example, in the darkly silhouetted 

edge of St Alexius, kneeling at the right, contrasted against the softly radiant figure of the 

Baptist.  A Venetian artist would have tended to emphasize, rather than soften, this effect.  

Annibale’s tonal modulation, with softly illuminated surfaces and gently smoothed 

shadows, informs us that he was attracted to the work of Raphael.  At the same time, his 

mature understanding of tone and colour originated in his Venetian experience.  The 

result is a captivating brooding and atmospheric affect, in which Annibale stated 

emphatically how his art was not Venetian, returning, as Benati suggested, to an Emilian 

mode of painting informed by Venetian art.
423

  

                                                   

   423 Posner recognized in the Madonna di San Ludovico, Annibale’s “vindication of a native Emilian 

tradition,” but he interpreted this as a momentary reversion to Raphael in 1587, combined with an 

understanding of the living tradition of naturalism inherent in Venetian art.  But the reference to Raphael 
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Agostino’s Compendium of All Perfections  

 An essential counterpart to Annibale’s Madonna di San Ludovico is Agostino’s 

large altarpiece the Last Communion of St Jerome (fig. 179) of c.1591-97, highly 

regarded in the Seicento and used as a source by Domenichino (in a controversial 

case).
424

  Agostino’s altarpiece was signed but not dated, and Malvasia’s explanation that 

it was executed over a sustained period of time may account for the lack of a date.  The 

Last Communion of St Jerome was commissioned by the Carthusian fathers for a new 

chapel dedicated to St Jerome, in the church of San Gerolamo della Certosa, located at 

the large cemetery outside the medieval walls of Bologna.  Malvasia wrote that Agostino 

took a long time working on the drawings, and then on the canvas, leaving the picture 

turned to the wall for months and years at a time.
425

  There are numerous surviving 

working drawings related to the painting, compiled by Ostrow in 1966, but these would 

have formed only a fraction of the total preparatory studies necessary for such an 

undertaking.
426

  Lucio Faberio praised the painting in his oration at the funeral of 

                                                                                                                                                       

that Posner perceived makes more sense when we take this vindication as occurring when Annibale was a 

fully matured artist, when his synthesis of Venetian art was fully achieved, and his interest in Raphael was 
not a lapse but a renewal.  Annibale reached this state of stylistic equilibrium only after his Bologna 

Assumption of 1592, and his renewed interest in Raphael. 

   424 See Elizabeth Cropper, The Domenichino Affair: Novelty, Imitation, and Theft in Seventeenth-century 

Rome (New Haven, CT: Yale University Press, 2005). 

   425 Malvasia, Felsina pittrice (Zanotti, 1974), I, 285. Malvasia wrote that Agostino took so long that the 

monks eventually became anxious and the head monk pressured Agostino, which resulted in an impasse 

between the two parties.  The conflict was finally settled by the Vicelegate Monsignor Spinola, who came 

to Bologna in the spring of 1597.  Only then was the final payment made to Agostino for the Last 
Communion of St Jerome recorded in the monastery’s books.  Ridolfi, Le maraviglie (Hadeln, 1965), I, 

163: The events of this story are paralleled by Ridolfi’s narrative in which Titian was pestered by the Frari 

brothers during his commission for the Assumption.  Ridolfi relates at the end of his account, that Titian 

sometimes kept his paintings with him a long time, concealing and leaving them for extended periods, then 

examining and working on them again, and in this way bringing them to perfection.  It may be that 

Malvasia was following Ridolfi in an attempt to equate the status of Agostino to that of Titian. 

   426 Ostrow, Agostino Carracci (1966), I, 256-272. 
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Agostino in 1603, describing it as “un compendio di tutte le perfizioni.”
427

  Ostrow 

evaluated Agostino’s studious work as more of “an academic pastiche.”
428

     

 Light and form in Agostino’s painting are rendered with clarity in a naturalistic 

manner, taking every advantage offered by the figural arrangement to display a virtuouso 

performance.  The highly-finished painting represents Agostino’s stylistic development 

from the height of the Carracci’s immersion in Venetian art until just before he departed 

for Rome to work for the Farnese with Annibale.  Within the Last Communion of St 

Jerome, Agostino integrated his previous sources and studies into a new Bolognese 

idiom, just as Annibale had done in his Madonna di San Ludovico, and this led Ostrow to 

suggest that Agostino and Annibale were consciously working to naturalize their recent 

preoccupations with Venetian art into their native style.
429

  The brothers’ respective 

pictures demonstrate their understanding of Venetian painting, but the light and colour in 

Agostino’s picture is finished with sharper perfectionism, while in Annibale’s case the 

light and colour are more softly modulated and the overall effect is more atmospheric.  

The Sampieri ‘Hercules’ Frescoes and Easel Paintings 

 The three Carracci had one final collaborative project in Bologna.  Around 1593-

94, they decorated the ceilings and chimneys of three halls in the Palazzo Sampieri in 

Bologna with six frescoes depicting selected stories of Hercules.  In one room Annibale 

painted Hercules and Cacus (fig. 180) on the chimney piece, and Hercules Guided by 

Virtue on the ceiling.
430

  Malvasia noted the “formidable figures of Hercules, his muscles 

                                                   

   427 Malvasia, Felsina pittrice (Zanotti, 1974), I, 310. 

   428 Ibid., 254. 

   429 Bentini, et al., Pinacoteca Nazionale di Bologna Catalogo Generale (2006), 298, no. 196. 

   430 Bellori, Le vite (Borea, 1976), 40. 
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flexed in powerful contractions.”
431

  The designs are full of energetic movement and the 

fall of light on muscles gives a special sculptural effect not seen in previous works by the 

Carracci, and reminiscent of a Central Italian style of the early sixteenth century.  For this 

sculptural treatment, they combined local and Venetian precedents.  The Sampieri 

frescoes recall Pellegrino Tibaldi’s frescoes in Palazzo Poggi of c.1555, the Stoning of 

the Elders in the Sala di Susanna, and the Stories of Ulysses in the Sala dei Giganti.  The 

three Carracci, in their rendering of the male nude in a sculpted mode based upon 

academic study, approached nearer to the style of Tibaldi’s hero, Michelangelo.   

 The powerfully-muscled male nudes of the Sampieri frescoes follow the 

Herculean theme of physical strength symbolizing virtue.  The use of heroic airborne 

figures on the ceilings presented di sotto in sù against bright blue skies once again 

suggests the Carracci modelled their freely-imagined figures in space after the ceiling 

decorations by Veronese’s paintings in the Palazzo Ducale, Venice.  Annibale’s study for 

Cacus (Metropolitan Museum of Art, New York), is drawn in black chalk with white 

heightening on blue paper, and this choice of materials shows that he continued his use of 

Venetian drawing materials to give body to his ideas.   

 Count Astorre Sampieri also commissioned three oil paintings from the Carracci, 

featuring Gospel women of faith, for the three frescoed rooms.
432

  Annibale’s Christ and 

the Samaritan Woman at the Well (fig. 181) of c.1594-95 was part of this commission.
433

  

Malvasia noted that these three works, of identical dimensions, were made by the 

Carracci to be installed over the doors, but the exact timing in relation to the frescoes is 

                                                   

   431 Ibid., 287. “…n’sgangherati muscoli di que’ formidabili Ercoli” 

   432 Benati et al., Annibale Carracci ( 2006), 16. 

   433 Cavalli, et al., eds.  Mostra dei Carracci (1956), nos. 19, 43 and 87. 
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uncertain.
434

  Annibale’s Christ and the Samaritan Woman must have been completed, at 

the very latest, by 1595, the date inscribed on an engraving made after it by either Guido 

Reni or Francesco Brizio.
435

   

 Annibale’s painting illustrates the story in the gospel of John, in which Christ is 

alone at Jacob’s well and meets a Samaritan woman who has come to draw water and 

promises her living water.
436

  Agostino’s drawing of the same subject (fig. 182) of 

c.1593-94 may have been made to assist Annibale with the commission.
437

  The brothers 

probably thought first of Paolo Veronese’s painting Christ and the Samaritan Woman 

(fig. 184) of c.1585, which is a workshop production they could have seen on one of their 

visits to Veronese’s studio.  Annibale based his figure of Christ on Agostino’s drawing, 

but used Veronese’s gesture for the right arm of Christ with his hand on his breast rather 

than leaning casually on the edge of the well.  Years later, in Rome, Annibale would 

                                                   

   434 Malvasia, Felsina pittrice (Zanotti, 1974), I, 287: “tre storie sacre a olio, che servono per sovraporte.”  
It is not known for certain whether the paintings for the over-doors or the frescoes were completed first.  

Robertson, following Ostrow, proposed that Annibale’s role in the frescoes was quite limited.  Perini, ed., 

Gli scritti dei Carracci (1990), 155-156:  Both art historians cite as evidence Annibale’s letter of 1594 to the 
Confraternity at Reggio, concerning the finishing of the Almsgiving of St Roch, in which Annibale 

mentioned the many obligations he needed to fulfill before leaving permanently for Rome.  Ostrow, 

Agostino Carracci (1966), 318:  Ostrow posited a scenario in which Annibale was originally meant to carry 

out more of the work, but that he handed over to his cousin and brother some of the elements of the 

commission from the very beginning to relieve himself of the burden.  Clare Robertson, The Invention of 

Annibale (2008), 95-96: Robertson, on the other hand, concluded that the three Carracci were involved 

equally in the commission from the start, but that Annibale handed over the work as time progressed and 

that the over-door paintings were also delegated. 

   435 Posner, Annibale Carracci (1971), II, 33.  See: www.britishmuseum.org  

   436 Coogan, The New Oxford Annotated Bible (2001), John, 4:5-30, NT 153-154. 

   437 There are clues that this painting was one of the commissions that Annibale was struggling to 

complete before moving to Rome.  Ludovico probably assisted him with the work, as his style is evident in 
the figure at the left, identical but reversed to a figure in Ludovico’s companion painting.  The light in the 

Sampieri version is harshly treated in a cut-out manner more typical of Ludovico, while in Annibale’s 

version for Odoardo Farnese’s private chapel in Rome (fig. 22), in 1597, the light is far softer, with more 

reflected light and colour in the shadows.  The face of Jesus in the Sampieri version matches the type 

developed in Ludovico’s oeuvre with a pronounced forehead and harsh profile, as in his Calling of St 

Matthew of 1607-09, whereas in Annibale’s Farnese version there is a soft roundness and liveliness to the 

head of Jesus, in keeping with Annibale’s style. 
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rework his interpretation of the biblical subject along the lines of Veronese’s horizontal 

composition. 

Annibale’s Final Works in Bologna 

 It was a struggle for Annibale to complete his remaining commissions of 1594-

1595, Christ and the Woman of Canaan, Toilet of Venus, and Almsgiving of St Roch, 

and free himself to move to Rome.  We know this from the only surviving letter in 

Annibale Carracci’s hand, dated July 8, 1595 and addressed to Giulio Fossi concerning 

the Almsgiving of St Roch.
438

  In the letter, Annibale expressed his regret at not yet 

having completed the painting, originally commissioned around 1588, on which he had 

recommenced work in 1594.  He was torn between his remaining obligations in the north 

and his duty to Cardinal Farnese in Rome.
439

 

 The first of these final Bolognese works was Annibale’s Christ and the Woman of 

Canaan (fig. 185).  It was probably painted around the time of his first visit to Rome in 

the autumn of 1594, as Bellori recorded it in the private chapel of Cardinal Odoardo 

Farnese in Rome.
440

  Bellori praised the narrative quality of the picture, calling attention 

to the characters’ expressive gestures.
441

  Annibale’s poses for Christ and the Canaanite 

appear to have been inspired by Noli me tangere paintings by both Titian and Correggio.  

Of the three versions Titian painted of the subject, there are two which Annibale could 

                                                   

   438 Archivio di Stato, Reggio-Emilia: Fondo Comunale, Confraternite varie, Congregazione di San Rocco. 
   439 Perini, Gli Scritti dei Carracci (1990), 155-156. 

   440 Bellori, Le vite (Borea, 1976), 43.  Charles Dempsey, “Annibale Carracci’s Christ and the Canaanite 

Woman,” The Burlington Magazine, 123, no. 935 (February, 1981), 91-92.  The picture first appears in a 

Farnese inventory in Parma, c. 1680: The outer dimensions of the painting in Parma match the interior 

measurements of an architectural framework in the former chapel of the Palazzo Farnese.  This feature 

carries the Cardinal’ impresa and is believed to be contemporary with Annibale’s painting. 

   441 Bellori, Le vite (Borea1974), 43.  
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have seen in person.
442

  Titian’s Noli me tangere (fig. 186) of c.1512 was described by 

Ridolfi in 1648 as being in the Muselli collection in Verona.
443

  Another version from 

about 1566, now lost, was seen by Vasari in Titian’s studio.
444

  Either one of these could 

have been seen by the Carracci as well.  From Titian’s example, Annibale appears to 

transpose the gesture in which Jesus simultaneously pulls away from Mary Magdalene 

and leans back toward her.   

 The hand gesture of Jesus and the woman’s pose, however, are more in keeping 

with the spirit of Correggio’s Noli me tangere (fig. 187) of c.1525, originally in the 

Ercolani collection in Bologna.
445

  Annibale could have seen it when Ludovico painted 

his fresco there in 1592.  However, Annibale’s treatment of light in the landscape in the 

Christ and the Canaanite Woman follows the Venetian strategy of placing a dark foil to 

one side, with a brightly lit distant view as a contrast.  In this case, the darkly shadowed 

area is behind the Canaanite woman.   

 Another work Annibale may have felt pressure to complete before he took leave 

of Bologna was the Toilet of Venus (fig. 188) of c.1593-95.  Malvasia, who mistook the 

Venus for Diana, saw the painting in the Palazzo Tanari, where it had been since 

c.1638.
446

  Bellori knew only a variant that was then in the collection of Signor de la 

                                                   

   442 Titian’s Noli me tangere, now in the Prado Museum did not remain in Italy but was sent immediately 

upon completion to Mary of Hungary.   

   443 Carlo Ridolfi, Le maraviglie (Hadeln, 1965), I, 198. 

   444 Vasari, Le vite (Bettarini, 1966-1975), VI, 169:  “Ha anco condotto a buon termine, ma non finito, un 

quadro dove Cristo appare a Maria Madalena nell’orto in forma d’ortolano, di figure quant olio 

naturale…” 
   445 Ibid., IV, Correggio, 53:  “In Bologna parimente è di sua mano in casa gl’Arcolani, gentilhuomini 

bolognesi, un Cristo che ne l’orto apare a Maria Madalena, cosa molto bella.”  Klara Garas, “The 
Ludovisi Collection of Pictures in 1633 – II”, The Burlington Magazine, 109, no. 771, June, 1967, 343:  
From the Ercolani, it was acquired by Cardinal Aldobrandini and later entered the collection of Ludovico 

Ludovisi.  It was only sent to Spain in 1644 by the Viceroy of Naples.   

   446 Malvasia, Felsina pittrice (Zanotti, 1974), I, 357:  "Diana con le sue Vergini, che le acconciano il capo 

presso ad una fontana, e diversi amorini." 
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Noue of Paris, but is now lost.  It too featured a fountain and Venus with the Graces.  The 

landscape in this lost work prompted Bellori to praise Annibale’s ability to evoke nature, 

in the depiction of which Bellori believed he was outdone only by Titian.
447

  In the 

existing Washington version, the loose, painterly Venetian style is reserved for the 

landscape portion of the picture.   

 Posner described the Toilet of Venus as ‘proto-classical,’ and he too noted the 

difference in stylistic treatment between the left and right sides of the picture.
448

  

Annibale painted the marble floor tiles with the same subtle reflection of pearls as those 

on the bishop’s mitre in the Madonna di San Ludovico.  The landscape and the rich 

optical effects of the jewels remind us that he had already integrated his experience of 

Veronese’s dazzling surfaces and Titian’s landscapes into his own style.  His 

juxtaposition of the smoothly blended sculptural figures of the interior space with the 

painterly Venetian depiction of the wilderness may even have been a deliberate 

counterpoint of the two modes.    

 Within Annibale’s style there are continued echoes of Titian and Correggio.  In 

the left-most Grace, Annibale returns to Correggio’s forms, as in Correggio’s Venus with 

Mercury and Cupid (fig. 189) of c.1525.  Annibale’s capricious invention of the charming 

cupids, such as the one engaged in searching through the jewellery box and another 

holding up a mirror, could have been adopted from his early study of Correggio in Parma, 

                                                   

   447 Bellori, Le vite (Borea, 1976), 98: “Non si deve tacere la lode de’ paesi dovuta a questo maestro, che 

oggi sono in essempio nell’elezzione de’ siti, avendo egli per lo più imitato vedute dilettevoli di villaggi 

pastorali; e così nel colorirli come nel disegnarli con la penna ha superato ogni altro, eccettuando Tiziano, 

che è stato il primo in tal sorte d’imitazione.” 

   448 Posner, Annibale Carracci (1971), II, 35. 



204 

 

particularly the cherubs in the apse of San Giovanni Evangelista.
449

  The reference to 

Correggio at this late date in Annibale’s progress demonstrates the depth of that artist’s 

impression on him.  The delightful cupids are also reminiscent of those in Titian’s 

Worship of Venus (fig. 188), then in the Este collection and among the Bacchanals that 

Annibale wrote in Vasari’s Vite that he had seen in Ferrara.
450

 

 It may also be that Annibale had seen Titian’s Venus at Her Toilet with Two 

Cupids (fig. 191) of c.1552-55, which takes the same subject as its theme.  Titian had 

kept the painting in his house until he died and in 1581, when Titian’s house was sold by 

his son to Cristoforo Barbarigo, the picture was included among the contents of the 

sale.
451

  Indeed, Agostino had engraved his Portrait of Titian in 1587 after Titian’s Self-

Portrait in that very collection.  In 1648, Ridolfi described Titian’s Venus at Her Toilet in 

the Barbarigo collection, so that the painting had clearly remained in that family’s 

possession until then, and would have been in Venice when the Carracci visited.
452

  The 

figure of Venus supports Ridolfi’s claim that Titian studied antique sculpture, as the 

gesture of the goddess is based on the Capitoline Venus in Rome, but in Titian’s painting 

the figure is transformed from marble into living flesh.
453

  Although Annibale’s Toilet of 

Venus does not follow Titian’s composition, it engages the same theme. 

 The last work Annibale completed in Bologna was his Almsgiving of St Roch 

(fig. 192) of c.1594-95, a commission awarded to him years before by the Confraternity 

of San Rocco, for the church of San Prospero in Reggio.  The largest of his paintings to 

                                                   

   449 Robertson, The Invention of Annibale (2006), 48:  Some of the surviving drawings after Correggio’s 

angels attributed to Annibale and Agostino, now in the Gallerie Nazionale, Parma and the Museo di 

Capodimonte, Naples, depict the angels in warm light, each one unique in its appearance and pose. 

   450 Perini, Gli Scritti dei Carracci (1990), 161, postilla 26, Vasari, p. 808, r. 31 ss (vita di Tiziano). 

   451 Wethey, The Paintings of Titian (1969-1975), III, 200-201, no. 51. 

   452 Ridolfi, Le maraviglie (Hadeln, 1965), I, 200.  

   453 Ibid., I, 189. 
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date, it was situated on the right side of the high altar.
454

  The Almsgiving of St Roch is a 

complex horizontal composition featuring St Roch standing at the upper right, handing 

out coins to the poor.  The numerous figures below are divided into two main groups – 

those in the middle ground who press eagerly toward the saint to receive alms, and those 

who have received, resting contentedly as larger-scale figures in the foreground.  A few 

intermediate figures link the foreground and middle ground groups, and behind St Roch 

two men admire his selfless act. 

 By its orientation and original placement at the side of the high altar in San 

Prospero, the picture functioned as a laterale, rather than as an altarpiece.  Posner 

compared the composition of Annibale’s Almsgiving of St Roch with the “pageant-like 

street spectacles” of Venetian art, such as Veronese’s Saints Mark and Marcellus led to 

Martyrdom (San Sebastiano, Venice) of 1565.
455

  Robertson noted that the architectural 

setting in the Almsgiving of St Roch can be compared to some of Veronese’s Feasts, and 

that Annibale’s composition may also have been inspired by Salviati’s Visitation of 

c.1550, which Annibale could have seen in the Bolognese Oratory of San Giovanni 

Decollato, Rome during his short visit in 1594.
456

  It was more likely that Annibale had at 

hand Passerotti’s engraving of the Visitation (fig. 194), which reverses the orientation of 

Salviati’s painting and in so doing bears a far stronger resemblance to Annibale’s 

composition.  His use of the print underlines his astounding ability to synthesize diverse 

visual sources. 

                                                   

   454 Scannelli, Il microcosmo (Giubbini, 1966), 339.  Posner, Annibale Carracci (1971), II, 35: The 

Almsgiving of St Roch, greatly admired in the seventeenth century, was acquired from the church by the 

Duke of Modena in 1661 for the Este collection.  From there it became part of the famous purchase of one 

hundred works in 1746 for the collection of Augustus of Saxony, and later entered the Gemäldegalerie, 

Dresden. 

   455 Posner, Annibale Carracci (1971), I, 46. 

   456 Robertson, The Invention of Annibale (2008), 88. 
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 Annibale’s handling of the complexity of the crowd in the Almsgiving of St Roch 

is indebted to his prior study of similar laterali in Venice.  Annibale’s lighting is perhaps 

closest to that of Tintoretto’s laterali for the church of San Rocco, in the same piazza as 

the Scuola.  The tomb of San Rocco is venerated in this Venetian church, and the 

confraternity members in Reggio most likely had made pilgrimages to Venice.  In this 

case they would have been familiar with Tintoretto’s work there and may have 

recommended it as a model to Annibale.  In one of Tintoretto’s paintings in San Rocco, 

Saint Roch Healing the Plague-stricken (fig. 193) of 1549, the dramatic lighting bathes 

the figures in warm light as they emerge from a dark background.  Annibale singled out 

St Roch among the tumult with a halo identical to that in Tintoretto’s painting.  In both 

pictures the numerous figures are organized into groups of gently-formed pyramids.   

 Annibale’s composition in the Almsgiving bears a similarity of structure to 

Tintoretto’s St Mark Freeing the Slave (Accademia, Venice) of 1548, originally in the 

Scuola di San Marco.  There is a similar effect of a chaotic scene capturing a moment of 

time, with many of the characters in motion.  Annibale also used a boxed-in architectural 

setting to shape his composition, similar to that employed by Tintoretto in his St Mark 

Freeing the Slave.  Once Annibale’s Almsgiving of St Roch was completed, he left 

Bologna for Rome in late 1595, never to return. 

Ludovico’s Last Venetian-inspired Paintings   

 Ludovico Carracci’s paintings of 1595-1596 serve to document the end of his 

Venetianizing trend after Annibale’s departure, reinforcing the notion that he tended to 

follow his younger cousin’s lead.  Ludovico’s Christ at the Pool of Bethesda (fig. 195) of 

c.1595 is the last of his paintings still highly inspired by Venetian art.  It was originally 
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commissioned for the Torfanini chapel in the church of San Giorgio in Poggiale, 

Bologna.
457

  Even in Malvasia’s time, the surface of the picture had deteriorated due to 

the pigments being quickly absorbed into the ill-prepared ground.
458

  The coarsely woven 

canvas is of a type often used in sixteenth-century Venice and Ludovico had painted over 

a final ground that was finished with a dark imprimatura also common to Venice.
459

  

Ludovico was probably attempting to reproduce a Venetian technique designed to 

intensify tonal effects, and his implementation of it produced the desirable warm shadows 

but, unfortunately, soon also absorbed the middle tones.
460

  The blue and rose pigments 

and those colours Ludovico heightened with a quantity of white to serve as highlights 

have survived the best. 

 Malvasia saw Ludovico as combining his styles to make “un misto del 

Primaticcio e del Tibaldi, di Paolo e del Tintoretto.” 
461

  Ludovico admired Primaticcio, 

whose family had Cremonese origins as did the Carracci, and the mention of Pellegrino 

Tibaldi is probably a reference to the airborne figure in his fresco Annunciation to 

Elizabeth (fig. 35) of c.1551-53, in the Poggi chapel of San Giacomo Maggiore.
462

  

Tibaldi, whom Ludovico affectionately called his reformed Buonarotti, may in turn have 

taken his inspiration from Michelangelo’s figure of Christ in the Conversion of Saul 

                                                   

   457 Brogi, Ludovico Carracci (2001), 173:  The altarpiece was removed during the Second World War 

but, as San Giorgio was partially destroyed by the Allied bombings, the painting could not be returned and 

was placed in the Pinacoteca. 

   458 Malvasia, Felsina pittrice (Zanotti, 1974), I, 284. 
   459 Brogi, Ludovico Carracci (2000), 173. 

   460 Bentini, et al., Pinacoteca Nazionale di Bologna Catalogo Generale (2006), 251: The imprimatura 

pigment in this case was brunorossastro. 

   461 Malvasia, Felsina pittrice (Zanotti, 1974), I, 284.  

   462 Bentini, et al., Pinacoteca Nazionale di Bologna Catalogo Generale (2006), 251:  The descending 

figure in Tibaldi’s fresco, easily mistaken for an angel, is actually the fully grown John the Baptist, about to 

enter the womb of Elizabeth. 
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fresco (Cappella Paolina, Vatican) of 1542-45.
463

  Ludovico’s descending angel could 

alternatively have been based on Tintoretto’s figure of St Mark, in the beautiful St Mark 

Freeing the Slave of 1548, who dives precipitously to protect his devotee.
464

  However, 

both Tibaldi’s and Tintoretto’s descending angels are shown from the front whereas 

Ludovico depicts his plummeting angel from the back with an outstretched bared arm.  

This configuration is more like the angel in Veronese’s Christ at the Pool of Bethesda 

(fig. 196), painted in 1560 for the organ shutters of San Sebastiano.
465

   

 Both Veronese and Tintoretto interpreted the Biblical story of the pool of 

Bethesda, in which Jesus heals a lame man, and these may have been the paintings 

Malvasia had in mind when he cited the two Venetian painters as Ludovico’s 

inspirations.
466

  In Veronese’s San Sebastiano Christ at the Pool of Bethesda, the 

overhead placement of the organ shutters is embellished with a partial di sotto in sù 

perspective.  Veronese also depicted a courtyard marked by five Corinthian columns, the 

number of porches described in the Bible, as did Ludovico with his arched colonnade 

looking more like the ubiquitous porticoes of Bologna.
467

  Ludovico’s steeply recessed 

perspective is reminiscent of Tintoretto’s St Mark Working Miracles (Brera, Milan) of 

1562-66, then in the Scuola Grande di San Marco, the sharp perspective of which he had 

adapted to great advantage, with the deep space behind Jesus accentuating his form.   

                                                   

   463 Malvasia, Felsina pittrice (Zanotti, 1974), I, 265: This is also mentioned in Malvasia’s life of Tibaldi 

(Ibid., I, 296). 

   464 Brogi, Ludovico Carracci (2000), 173. 

   465 With the open state, the wings of the shutters would be set much wider apart than in the illustration, 
thus the implied but ‘missing’ centre of the image would make the picture seem broader. 

   466 Coogan, ed., The New Oxford Annotated Bible (2001), John 5:2-9, NT 155: The altarpiece depicts a 

miracle performed by Jesus described in the Gospel of John, in which he heals a lame man, telling him to 

pick up his bed and walk.  The man was among a group of invalids who gathered at a certain pool in 

Jerusalem, believed to have curative powers for the first person to step into it after the waters were stirred 

by an angel.   

   467 Bentini, et al., Pinacoteca Nazionale di Bologna Catalogo Generale (2006), 251. 
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 Ludovico’s other model, Tintoretto’s Christ at the Pool of Bethesda (fig. 197) of 

c.1578-81, in the Sala Superiore of the Scuola Grande di San Rocco, Venice, is poorly 

preserved.  In 1602, Domenico Tintoretto repainted the lower portion of canvas and made 

some changes and, in 1696, Leo Bonetti over-painted it once again.  The seventeenth-

century layers were not removed during restorations in the 1970s out of fear of damaging 

the work.
468

  This leaves us uncertain about how Tintoretto’s original picture appeared. 

 Ludovico’s altarpiece, the Transfiguration of Christ (fig. 199) of c.1595-96 marks 

his stylistic parting of the ways with Annibale, and this underlines the degree to which 

Ludovico was affected by his younger cousin’s artistic presence.  The Transfiguration 

was commissioned by the Bolognese prelate Dionigi Ratta for the high altar, which was 

being rebuilt to his specifications in the church of San Pietro Martire, Bologna.
469

  Based 

on letters and payment records, the painting is dated to around 1595-96, not long after 

Annibale’s departure.
470

  From that point, Ludovico returned to his preoccupation with 

exaggerated lighting effects and his figures gradually became more stylized, moving 

away from the direct observation of nature.   

 Ludovico designed his Transfiguration as a straightforward figural composition, 

devoid of landscape, with the three apostles below, and Jesus, Moses and Elijah above, as 

stated in the Bible.
471

  Ludovico incorporated the high placement of the painting over the 

                                                   

   468 Francesco Valcanover, Jacopo Tintoretto and the Scuola Grande di San Rocco (Venezia: Storti 

Edizioni, 2010), 84. 

   469 Malvasia, Felsina pittrice (Zanotti, 1974), I, 332.  The altar was still under construction as late as 
December 1593. This date seems reasonable, as it is supported by documents discovered by Gail 

Feigenbaum in the Archivio di Stato, Bologna, confirming payment to Ludovico on March 1, 1596.  In 

addition, surviving correspondence concerning the commisison between the prelate, Ratti, in Rome and his 

agent, Pomponeo Vizzani, in Bologna, verifies the time frame. 

   470 Brogi, Ludovico Carracci (2000), 174; Bentini, et al., Pinacoteca Nazionale di Bologna (2006), 250. 

   471 Ludovico’s background is composed of clouds, and a review of his oeuvre reveals that, unlike 

Annibale, he shied away from extensive scenes of nature in his paintings, focusing on the figures.  
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new altar, by using a low vantage point and a startling difference in scale between the 

figures in the sky and the monumental foreground apostles.  The position of the viewer is 

located just downhill behind the apostles, looking past them at the shining and 

transfigured Jesus.  Ludovico’s light and colour in the Transfiguration are strongly stated.  

The apostles’ robes are rendered in highly saturated hues and the edges of these areas of 

colour are sharply cut out rather than shaped to the forms of the bodies they clothe.  

Ludovico’s effects are well suited to the supernatural aspect of the Gospel story.   

 Ludovico’s altarpiece appears to be inspired by a combination of Titian’s 

Transfiguration (fig. 200) of c.1560 on the high altar of San Salvatore, Venice, and 

Camillo Procaccini’s Transfiguration (fig. 199) etched after his painting of 1592-95 for 

San Fedele, Milan.
472

  Titian’s picture is in his later style, but the loose brushwork does 

not yet dissolve form to the degree of his Annunciation of 1562-64, in the same 

church.
473

  Ludovico’s dynamic gesture for the figure of Christ, in gleaming white robes 

against a yellowish sky is in the same vein as Titian’s dramatic treatment.  Ludovico may 

have been working from memory or perhaps a sketch made after the altarpiece in Venice, 

which was then developed more in keeping with Procaccini’s very recent painting and 

print.  Ludovico followed Procaccini for his tall vertical format of the composition and 

for his foreground apostles.
474

  The fact that Ludovico’s Transfiguration was completed 

after Annibale’s departure and already reverts partially to Procaccini as a model, and 

returns to his preoccupation with extreme lighting effects, foretells the change in his work 

from that time forward.   

                                                   

   472 Nancy Ward Neilson, “Camillo Procaccini’s Etched ‘Transfiguration’,” Burlington Magazine, 118, no. 

883 (Oct., 1976), 699-701. 

   473 Harold Wethey, The Paintings of Titian (1969-1975), I, 163, no. 146. 

   474 Ludovico reused the figure of the central Apostle from his earlier Flagellation, of c.1592-94. 
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Summary of Chapter 5 

 The three Carracci’s intense study and direct stylistic imitation of Venetian 

painting between 1593 and 1595 contributed greatly to Annibale’s mature style.  

Malvasia too noted a new studiousness in his work.  Annibale seems to have reached a 

balance between the Carracci draughtsmanship observed from nature, the Venetian use of 

colour and tone, and a new element of Central Italian form.  Agostino’s painting 

coincides with Annibale’s in its re-statement of Venetian art in a Lombard idiom.  

Ludovico’s production illustrates that he was most likely caught up in the enthusiasm of 

his cousins’ immersion in Venetian painting and carried along by its energy until, 

remaining in Bologna after their departures, he reverted back to his native style.   
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Illustrations for Chapter 5 

          

Figure 165: Annibale Carracci, Resurrection of Christ, oil on canvas, 216 x 160 cm, 1593, 

Louvre, Paris. 

Figure 166: Johann Carl Loth, Death of St Peter Martyr, oil on canvas, 500 x 306 cm, 1691, 

copy after Titian, c.1527-29, Santi Giovanni e Paolo, Venice.   

 

              

Figure 167: Paolo Veronese, Resurrection of Christ, oil on canvas, 1560, San Francesco 

della Vigna, Venice. 

Figure 168: ):  Raphael, Vision of Ezekiel, oil on wood, 40 x 30 cm, 1518, Pitti Gallery, 

Florence. 

Figure 169: Ugo da Carpi, David and Goliath, chiaroscuro woodcut, c.1520, after Raphael, 

Metropolitan Museum of Art, Rogers Fund, 1922 (22.73.3-18).  
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Figure 170: Annibale Carracci, Madonna and Child Enthroned with the infant St John the 

Baptist, St John the Evangelist and St Catherine of Alexandria, oil on canvas, 289 x 192 cm, 

1593, Pinacoteca Nazionale, Bologna.  

Figure 171:  Giovanni Bellini, Frari Triptych, detail: central element, oil on panel, 184 x 79 

cm, 1488, Santa Maria Gloriosa dei Frari, Venice. 

 

               

Figure 172: Annibale Carracci, Madonna di San Ludovico (Madonna and Child Enthroned 

with Saints Louis, Alexius, John the Baptist, Catherine, Francis and Clare), oil on canvas, 

278 x 193 cm, c.1593-94, Pinacoteca Nazionale, Bologna. 

Figure 173: Orazio Samacchini, Coronation of the Virgin with Saints, oil on panel, 328 x 

225 cm, c.1575, Pinacoteca Nazionale, Bologna. 
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Figure 174:  Annibale Carracci, Preparatory drawing for the Madonna di San Ludovico, 

pen and brown ink with brown wash, with black chalk, heightened with white gouache on 

lightly-tinted paper, 518 x 374 mm, c.1593, Loisel no. 436, Cabinet Des Dessins, Louvre, 

Paris. 

Figure 175: Cima da Conegliano, St Peter Martyr with Saints Benedict, Nicholas of Bari 

and an angel musician, oil on panel, 330 x 216 cm, c.1504, Pinacoteca di Brera, Milan.   

 

                    

Figure 176: Giovanni Bellini, St Jerome between St Christopher and St Louis of France, oil 

on panel, 300 x 185 cm, 1513, San Giovanni Crisostomo, Venice.   

Figure 177: Marco Basaiti, Christ Praying in the Garden, oil on panel, 371 x 224 cm, 1510-

16, Gallerie dell’Accademia, Venice. 
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Figure 178: Annibale Carracci, Madonna and Child in Glory Over Bologna, oil on canvas, 

147x105 cm, c.1593-94, Christ Church Picture Gallery, Oxford. 

Figure 179: Agostino Carracci, Last Communion of St Jerome, oil on canvas, 376 x 224 cm, 

c.1591-97, Pinacoteca Nazionale di Bologna. 

Figure 180: Annibale Carracci, Hercules and Cacus, fresco, chimney piece, c.1593-94, 

Palazzo Sampieri, Bologna. 

 

              

Figure 181: Annibale Carracci, Christ and the Samaritan Woman, oil on canvas, 170 x 225 

cm, c.1594-95, Pinacoteca di Brera, Milan. 

Figure 182: Agostino Carracci, Study for Christ and the Samaritan Woman, pen and brown 

ink on pink-toned paper, 17.8 x 21.4 cm, c.1594-95, British Museum, London. 

 

         

Figure 183: Ludovico Carracci, Christ and the Woman of Canaan, oil on canvas, 170 x 225 

cm, c.1593-94, Pinacoteca di Brera, Milan. 

Figure 184:  Paolo Veronese and workshop, Christ and the Samaritan Woman, oil on 

canvas, 143 x 289 cm, c.1585, Kunsthistorisches Museum, Vienna. 
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Figure 185: Annibale Carracci, Christ and the Woman of Canaan, oil on canvas, 253 x 196 

cm, c.1594-95, Palazzo Comunale, Parma. 

 

           

Figure 186: Titian, Noli me tangere, oil on canvas, 109 x 91 cm, c.1512, National Gallery, 

London. 

Figure 187: Correggio, Noli me tangere, oil on panel transferred to canvas, 130 x 103 cm, 

c.1525, Prado Museum, Madrid. 
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Figure 188: Annibale Carracci, Toilet of Venus, oil on panel transferred to canvas, 133 x 

170.5 cm, c.1594-95, National Gallery, Washington. 

Figure 189: Correggio, Venus, Cupid and Mercury, oil on canvas, 155 x 91.5 cm, c.1525, 

National Gallery, London. 

 

 

        

Figure 190: Titian, Worship of Venus, oil on canvas, 172 x 175 cm, 1516-18, Museo del 

Prado, Madrid. 

Figure 191: Titian, Venus at Her Toilet with Two Cupids, oil on canvas, 1245 x 1055 cm, 

c.1552-55, National Gallery, Washington. 
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Figure 192: Annibale Carracci, Almsgiving of St Roch, oil on canvas, 331 x 477 cm, 1594-95, 

Gemäldegalerie, Dresden. 

 

 

Figure 193: Tintoretto, St Roch Healing the Plague Stricken, oil on canvas, 307 x 673 cm, 

1549, Church of San Rocco, Venice. 

 

 

Figure 194: Bartolomeo Passerotti, Visitation, etching, 318 x 484 mm, c.1550-1590, after 

Francesco Salviati, British Museum, London. 
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Figure 195: Ludovico Carracci, Christ at the Pool of Bethesda, oil on canvas, 432 x 250 cm, 

1594, Pinacoteca Nazionale di Bologna. 

Figure 196: Veronese, Christ at the Pool of Bethesda, oil on canvas, 490 x 190 cm, 1560, 

organ shutters, open state, San Sebastiano, Venice.   

 

 

Figure 197: Tintoretto, Christ at the Pool of Bethesda, 533 x 529 cm, c.1578-81, Sala 

Superiore, Scuola Grande di San Rocco, Venice. 
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Figure 198: Ludovico Carracci, Transfiguration of Christ, oil on canvas, 427 x 267 cm, 

c.1595-96, Pinacoteca Nazionale di Bologna. 

Figure 199: Camillo Procaccini, Transfiguration, etching, c.1592-95, after his painting for 

San Fedele, Milan. 

 

 

 

Figure 200: Titian, Transfiguration of Christ, oil on canvas, 245 x 295 cm, c.1560, San 

Salvatore, Venice. 
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Chapter 6 

The Legacy of Venice in Annibale’s Roman Works, 1596-1609 

 Annibale Carracci’s Roman works overwhelmingly reflect his response to the art 

he encountered there, yet they still at times indicate his synthesis of Venetian art, which 

had been integral to the formation of his mature style in Bologna.  In his decorations for 

the Camerino Farnese and the Galleria, the latter of which draws largely on Roman 

models, there are still moments where the legacy of Venice is apparent.  In his altarpieces 

and other paintings, Annibale continued to use Venetian compositional ideas and 

typologies where they were useful.  Posner acknowledged but tended to downplay the 

importance of this in his monograph, in order to emphasize Annibale’s reworking of 

Correggio’s forms in Rome in a Central Italian mode.  Robertson has since presented a 

view in which Venetian motifs are recognized in Annibale’s works in Bologna, but her 

study is mainly focused on his incorporation of Roman and antique art into his 

decorations in the Palazzo Farnese.  Annibale’s command of form and colour, so evident 

in his Roman works, cannot really be divorced from his earlier development, and it is 

impossible to imagine his achievements in Rome without his prior immersion in Venice.  

Venetian Aspects of the Camerino and Galleria Farnese 

 Upon his arrival in Rome at the end of 1595, Annibale apparently set about 

studying the city’s major artistic monuments, and the buildings and art collections of his 

patron, Cardinal Odoardo Farnese.
475

  His style gradually began to show his consideration 

of Raphael, Michelangelo and select antique sculpture.  In the Palazzo Farnese, Annibale 

                                                   

   475 Bellori, Le vite (Borea, 1976), 43: “Trovandosi Annibale in Roma, restò soprafatto dal gran sapere de 

gli antichi, e si diede alla contemplazione de al silenzio solitario dell’arte.”   
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worked first on the Camerino, and then with Agostino (who arrived in Rome later) in the 

Galleria.
476

  The timing, duration, and even the order, of these two projects remains 

uncertain, but they were most likely done in close succession.
477

  Malvasia reported on 

the Camerino by citing Agucchi’s account, and he too stated that the chamber was 

painted by both brothers.
478

  According to Ginzburg, some preparatory drawings for the 

Camerino may be by Agostino while others are by Annibale, yet Martin, Posner, and 

Robertson maintain that this chamber was the creation of Annibale alone.
479

  As it is 

currently impossible to settle Agostino’s level of involvement, let us say for the sake of 

simplicity that Annibale worked on the Camerino Farnese (fig. 201), one of four smaller 

rooms that comprised the private chambers of the Cardinal.   

 The decorations combine Annibale’s northern Italian naturalism and Venetian 

colour with Roman form.  The theme is the virtuous life, and the larger paintings 

integrated into the program depict scenes from the mythologies of Hercules and Ulysses 

as men who exemplified the quality of virtue in antiquity.  Annibale allowed the 

Camerino’s main architectural features to dictate the layout of the ceiling design.  Within 

                                                   

   476 Bellori and Agucchi both stated that Agostino worked on the Camerino with Annibale.  Malvasia, 

Felsina pittrice (Zanotti, 1974), I, 311: Faberio, in his funerary oration, makes no mention of the Camerino, 

but cites only Agostino’s frescoes in the Galleria, the Diana and the Galatea. 

   477 Silvia Ginzburg Carignani, Annibale Carracci a Roma: gli affreschi di Palazzo Farnese (Roma: 

Donzelli, 2000), 45: Ginzburg demonstrates a dialogue of forms and continuity of style from one room to 

the next.  John Rupert Martin, “Imagini della Virtu: the Paintings of the Camerino Farnese,” The Art 

Bulletin, 38, no. 2 (1956), 91-112: Martin had concluded from his interpretation of letters between Odoardo 

and his secretary Fulvio Orsini, that Annibale painted the Camerino between 1595 and 1597.  Ginzburg, 

Annibale Carracci a Roma (2000), 35-76:  Ginzburg has since shown that these letters were misinterpreted 
by Martin and that we have no firm dating evidence for the Camerino Farnese’s decoration, which may 

have been done contemporaneously with the Galleria or even after it.  See also Robertson, The Invention of 

Annibale (2008), 105-106. 

   478 Malvasia, Felsina pittrice (Zanotti, 1974), I, 295. 

   479 Ginzburg, Annibale Carracci a Roma (2000), 42.  John Rupert Martin, The Farnese Gallery 

(Princeton, New Jersey: Princeton University Press, 1965), 21-48.  Posner, Annibale Carracci (1971), I, 

137-138.  Robertson, The Invention of Annibale (2008), 106.  
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the geometric and irregular shapes outlined by the framework of gilded stucco moldings, 

he arranged paintings and decorative designs in various media.
480

   

 The Camerino ceiling is painted with fictive stucco reliefs that give the illusion of 

being lit from below, and include elaborate and inventive forms of frolicking putti, fauns, 

sirens, masks, garlands, rinceaux and Farnese lilies, all modelled on the antique.
481

  The 

overall effect is one of sophisticated restraint.  Bellori expressed his admiration for the 

faux-stucco with the equation that Annibale’s Camerino is to his Galleria, what Raphael’s 

Loggia is to his Vatican Stanze, and concluding that the art of the Camerino is of a higher 

order not always appreciated by the average viewer.
482

   

 Northern Italian models that have been proposed for the Camerino decorations 

include Correggio’s Camera di San Paolo in Parma, which Annibale and Agostino could 

have seen in 1586, when Agostino was commissioned to paint a small devotional work 

for the convent.
483

  The vault of Mantegna’s Camera degli Sposi (fig. 202) of 1465-74 in 

the Gonzaga palace in Mantua was another possible model, with its overall design 

adapted to similarly shaped lunettes and spandrels, and with its illusionistic qualities.
484

  

The strongest Bolognese precedent for the Camerino Farnese, which has not previously 

                                                   

   480 The original painting is in the Museo di Capodimonte, Naples, while a copy now occupies the space of 

the Hercules at the Crossroads in the Camerino.  The painting is flanked by two elongated oval frescoes of 

Hercules Holding the Globe and Hercules Resting.  The two small circles on the ceiling contain the imprese 

of Odoardo Farnese, while numerous ovals, linked by gilded moldings, contain personifications of virtues 

and mythological figures. 

   481 Martin, The Farnese Gallery (1965): See Martin’s “Chapter 5, The Decorative System.”  

   482 Bellori, Le vite (Borea, 1976), 56-57:  “Questi stucchi finti vengono celebrati per la loro bellezza e 

così veduta dal sotto in su e vicini all’occhio sono forniti con l’ultima diligenze, tale però che s’avanzano 

con un filievo trasfuso d’aria e di lume dolcissimo; siché oltre al parer veri fino all’inganno, superano ogni 
essempio di fogliami, come siamo soliti di chiamare tal sorte d’ornamenti.”  

   483 The painting is Agostino Carracci’s Madonna and Child with Saints Margaret, Benedict (?), Cecilia 

and the Infant St John the Baptist, of 1586, now in the Galleria Nazionale di Parma. 

   484 Posner, Annibale Carracci (1971), I, 79; Robertson, The Invention of Annibale (2008), 106: The 

Carracci copies after Mantegna’s Dead Christ, Annibale’s copies of Titians Emperors (now lost) and his 

comments in the postille of Vasari’s Vite, support the idea that the Carracci were in Mantua.  There is no 

documentation, however, to confirm their connection with the Gonzaga and Mantua. 
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been explored, is Pellegrino Tibaldi’s vault for the Poggi chapel of San Giacomo 

Maggiore (fig. 203), painted by Prospero Fontana following Tibaldi’s design.  The 

stuccoed vault is richly decorated with elongated oval frescoes illustrating the life of the 

Baptist, and octagonal frescoes in the spandrels depicting the four Evangelists.  Between 

these inset pictures are faux medallions and cherubs worked in stucco that hold up 

garland swags. 

 A relevant Roman model for Annibale’s consideration was Giulio Mazzoni’s 

decoration of the Galleria degli Stucchi of Palazzo Spada (fig. 204), a room with high-

relief stucco forms, and featuring inset oil paintings.  Posner resisted the idea that the 

Camerino reflects Annibale’s response to Roman art, but Robertson has been more 

receptive to the synthesis already evident in Camerino.
485

  Indeed, the heavily muscled 

figures of Hercules and Ulysses are clearly a response to the idealized forms of 

Michelangelo and to antique sculpture in the Farnese collection, such as the Farnese 

Hercules.   

 For the imitation stuccoes and the overall decorative program of the Camerino, 

Annibale most likely referred to the Vatican Loggia of Raphael (fig. 205).  His drawings 

after antique sculptures in the Vatican collection indicate that he visited the complex, and 

his admiration of Raphael would also have been an attraction.  Bellori’s comparison of 

the Camerino Farnese with the Vatican Loggia points to Annibale’s study of Raphael as a 

key model for his faux-stucco reliefs in the Camerino.  In the Loggia, Giovanni da Udine 

had created low-relief stucco integrated with painted elements, both decorative and 

                                                   

   485 Ginzburg, Annibale Carracci a Roma (2000), 40.  Robertson, The Invention of Annibale (2008), 108-

112. 
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narrative, all of which depend on the antique.
486

  The stucco work takes the form of 

intrados and compartimenti, framed relief figures surrounded by irregularly-shapes 

outside the geometric frames.
487

  Annibale’s Camerino appears to acknowledge the 

overall effect of Raphael’s Loggia in the stucco’s low relief, pale tone-on-tone colouring, 

rationalization of space, and resultant antique feel.  

  Neither has it previously been considered that Annibale’s knowledge of the great 

carved and gilded ceilings in Venice may have played a role in his design.  The fictive 

stucco designs of the Camerino are thicker and more curvilinear than Raphael and 

Giovanni’s finely-wrought, low-relief stuccos in the Loggia.
488

  Annibale may have taken 

some of his ideas for these rounder, thicker forms from the Scala d’Oro (fig. 206) in the 

Palazzo Ducale of Venice.
489

  The Scala d’Oro was constructed at the same time as the 

Salotto Quadrato, between 1558 and 1559, and both structures were decorated shortly 

                                                   

   486 Hetty E. Joyce, “Studies in the Renaissance Reception of Ancient Vault Decoration,” in Journal of the 

Warburg and Courtauld Institutes, 67 (2004), 194.  Almost a century before Annibale’s Camerino, the 

Renaissance revival of antique stuccoes had begun in Rome and spread during the course of the sixteenth 

century throughout Italy and, indeed, Europe.  Raphael and others in Rome had pioneered a style of 

decoration based on the revived Roman antique through their study of the rediscovered Domus Aurea 

grottoes, Roman antiquities and sculptures.  The grottoes were rediscovered at the end of the fifteenth 
century, and explored by Pinturicchio, Giovanni da Udine, Raphael, Michelangelo, and countless others.  

Vasari, Le vite (Bettarini, 1966), V, 448-449: Vasari described the discovery in his Life of Giovanni da 

Udine, and credited him with the rediscovery of the ancient formula for stucco duro that holds a bas-relief.  

   487 Nicole Dacos, The Loggia of Raphael: a Vatican Art Treasure.  Josephine Bacon, trans.  (New York & 

London: Abbeyville Press, 2008), 58:  The antique sources for the relief figures were coins, carved 

gemstones, terra sigillata vases and Campana plaques.  Giovanni da Udine, since his early days in Venice 

under the tutelage of Giorgione, had always been interested in these small-format reliefs as a design source 

and collected casts of such objects. 

   488 Joyce, “Studies” (2004), 209: The Roman antique style of decoration had spread throughout Italy 

since the early sixteenth century and artists freely adapted the motifs to the shape of the room at hand 

according to their regional styles. 

   489 Ibid., 195-208: Roman antique stucco work had been introduced to Venice via Sangallo, Sansovino 
and Alessandro Vittorio.  Giuliano da Sangallo, master of Jacopo Sansovino in Rome, made the first 

stuccoed vaults that came close to the beauty of the ancient model.  Jacopo Sansovino embraced the revival 

of the antique in Rome and, after the Sack of 1527, he sought refuge in Venice, where he was quickly 

offered architectural commissions by the elite and soon came to dominate the artistic life of the city along 

with his close associates Titian and Pietro Aretino.  Sansovino helped to popularize the antique style in 

Venice and his efforts were boosted by the publication of Sebastiano Serlio’s l’Opere d 'Architettura et 

Prospetiva, to which Sansovino repeatedly turned. 
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afterwards, the paintings by Battista Franco (d. 1561), and the stuccos by Alessandro 

Vittoria under the direction of Jacopo Sansovino, all of which Annibale could have 

seen.
490

   

 Annibale’s familiarity with the designs of Venetian ceilings is again evident in the 

satyrs which populate his faux stucco in the Camerino.  A detail of the drawing by 

Cristoforo Sorte of Verona for the ceiling frame of the Sala del Senato (Victoria and 

Albert, London), dated 1578 with intertwining scrolls, shows a satyr in profile (fig. 207) 

and many of these were carved and gilded in the final ceiling.  The satyr resembles, in 

both form and placement, Annibale’s frescoed satyrs in the Camerino vault (fig. 208).  

This significant detail may indicate that Annibale was recalling the magnificent gilded 

ceilings of Venice. 

 Annibale’s fresco paintings in the Camerino reveal a stylistic progression from his 

work at Palazzo Magnani and Palazzo Sampieri in Bologna, updated to include his recent 

introduction to robust antique and Renaissance Roman forms.  Of the four lunette 

frescoes, two could be thought to have some Venetian feeling for dramatic movement.  In 

the fresco of Ulysses and the Sirens (fig. 209), the picture’s tonal structure is reminiscent 

of Venetian painting, with the heroic figure of Ulysses and the prow of the galleon almost 

silhouetted against the brightness of the distant shore, conveying the hero’s struggle and 

the vessel’s passage.
491

  Bellori praised Annibale’s portrayal of the scene, Ulysses’ 

straining against his bonds with powerful desire for the Sirens, and the intense curiosity 

                                                   

   490 Juergen Schulz, Venetian Painted Ceilings of the Renaissance (Berkeley and Los Angeles: University 

of California Press, 1968), 101: Vittoria’s stucco design appears as a hybrid sculptural version halfway 

between the monumental wooden scrolls of Venetian carved ceilings and motifs of the imported revived 

Roman antique style. 

   491 The drawings for this fresco were made by Annibale.  In terms of subject matter, portrayals of Ulysses 

were more commonly made in Bologna and other northern Italian centres, so that Annibale would have had 

some precedents to guide him. 
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of his companions.
492

  The tension expressed in Ulysses’ twisting frame and the picture’s 

general sense of movement, originate in Annibale’s study of the dramatic action inherent 

in Tintoretto’s pictures.  This can be seen by considering Tintoretto’s Baptism of Christ 

(fig. 210) of 1580 in the church of San Silvestro, Venice, and by comparing the figure of 

Ulysses with that of John the Baptist.  Both figures twist towards their shadowed side, 

emphasizing the silhouette.  Annibale may also have had in mind Veronese’s altarpiece 

the Madonna and Child with Saints in San Sebastiano, with its bound figure of St 

Sebastian.  

 In Annibale’s fresco lunette of Perseus beheading Medusa (fig. 211) there is a 

repetition of the figures’ heads that forms an arc across the scene, and which gives the 

suggestion of transitional movement from left to right.
493

  This compositional technique 

implying motion was adapted by Titian in his Vendramin Family Venerating the Relic of 

the Holy Cross, Veronese in his Alexander and the Family of Darius, and Tintoretto in 

his San Rocco Annunciation, to engender a sense of movement.  

 Annibale’s Hercules at the Crossroads (fig. 212), the central rectangular element 

painted in oil on canvas, was designed to be set within the decorative framework of the 

ceiling in the Venetian style.
494

  Although the painting is Roman in appearance, it also 

has some links to Venetian art.  The central figure of Hercules is presented close to the 

picture plane with dark trees obscuring the space behind him, and two vanishing points 

diverging, one on either side, conforming to the theme of choice wherein the hero is at a 

moral crossroads.  A similar type of formal structure had been used in Venetian paintings 

                                                   

   492 Bellori, Le vite (Borea, 1976), 52. 

   493 Ginzburg, Annibale Carracci a Roma (2000), 63: Ginzburg attributes this lunette to Agostino. 

   494 The orginal painting is now in the Capodimonte, Naples, and a copy replaces it in the Camerino. 
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with long horizontal formats, to divide the space, which Annibale had already employed 

this arrangement in his Christ and the Samaritan Woman.  Examples are Savoldo’s Saints 

Anthony Abbott and Paul the Hermit (Accademia, Venice), and Veronese’s Anointing of 

David (fig. 215). 

 Among the figures in Hercules at the Crossroads, the woman at right representing 

Vice bears a strong resemblance to the figure of the standing woman in the foreground of 

Tintoretto’s Presentation of the Virgin (fig. 213) in the Madonna dell’Orto.
495

  Annibale 

may also have seen a similar figure in Veronese’s Anointing of David (fig. 215) of 

c.1555 in which a woman holding a child in her arms stands in a similar contrapposto 

pose.  The preparatory pen-and-ink study for Hercules at the Crossroads (fig. 214) shows 

that Annibale’s initial thought was to have the figure of Vice facing the viewer and 

moving towards the right.  In the final painting, however, he oriented the woman to 

correspond with the two Venetian examples mentioned.  Annibale echoed the colour and 

tone of Venetian painting in the Camerino, and even turned to specific works he had seen 

in Venice as examples.  At the same time that he was responding to the art of Rome, he 

took into account various models for his design, including Venetian ceiling decoration. 

 Annibale Carracci is best known in the history of art for his decoration of the 

Galleria Farnese (fig. 216), painted entirely in fresco between 1597 and 1600, which is 

the masterpiece that represents the culmination of all his studies and creativity.  Agostino 

worked with Annibale on the project, and Ludovico sent them drawings after Tibaldi’s 

Sala dei Giganti in Palazzo Poggi to assist them.
496

   

                                                   

   495 Robertson, The Invention of Annibale (2008), 108: Robertson has noted the Venetian aspect of this 

figure, and also that the postille indicate Annibale visited this church. 

   496 Ludovico’s drawings retain foldmarks consistent with having been sent by post to Rome. 
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 The Galleria Farnese is a high narrow room located at the rear of the Roman 

palace, overlooking the gardens and the River Tiber.
497

  Annibale, assisted by Agostino, 

painted the barrel vault and its coved corners to represent a picture gallery with framed 

paintings (quadri riportati), bronze medallions, sculpted terms, living ignudi, and various 

other decorative elements, all rendered in an illusionistic light.  Among the pictures that 

Annibale treated as quadri riportati, are the Triumph of Bacchus and Ariadne, Pan and 

Diana, and Mercury and Apollo.  A frieze runs around the base of the vault and through 

the coving, where Annibale painted pairs of gods-in-love in fictive frames, and faux-

bronze medallions that appear as if tucked behind the framed scenes, partly in shadow.  

At one end is a fictive framed picture of Polyphemus and Galatea, and at the other end is 

the same Cyclops enraged with jealousy in the picture of Polyphemus Slaying Acis.  

These end-paintings give the illusion of standing erect in a fictive architectural space that 

appears to extend above the overhead part of the vault.  In the four coved corners of the 

vault, Annibale created the illusion of a balustraded balcony open to the blue sky, against 

which pairs of Cupids are seen struggling to gain possession over symbolic objects.  

Several of the decorative figures return the gaze of the viewer, or look at other figures, or 

even react to the content of the illusionistic framed images. 

 The overall design and the figural forms in the Galleria vault reflect Annibale’s 

assimilation of the art of Rome, both ancient and early sixteenth-century.  He would have 

begun to conceive the Galleria with Raphael’s Psyche frescoes in the nearby Villa 

Farnesina, also owned by the Farnese family, firmly in his mind as an imposing 

                                                   

   497 Martin, The Farnese Gallery (1965), 69: The Galleria is about sixty-six by twenty-one feet, with a 

ceiling height of about thirty-two feet. 
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precedent.
498

  Annibale and Agostino likely collaborated with the Farnese’s literary 

advisor for the project, identified by Martin as Fulvio Orsini, to develop the iconography 

as the work progressed.
499

  Many drawings for the design of the Galleria survive to show 

the project’s evolution over time.  Most of the figure studies for the Camerino and 

Galleria are rendered in black chalk with white highlighting on blue paper, showing that 

Annibale was still turning to the drawing technique he had learned in Venice.
500

   

 While it has been suggested that the impetus for the decorations was the marriage 

in 1600 between Ranuccio Farnese and Margherita Aldobrandini, the great hall also 

housed part of the prestigious Farnese collection of antique sculptures.
501

  Annibale 

probably integrated this more permanent function of the room into his design, by 

referring in his paintings to antique and Renaissance Roman sculpture, and by setting up 

a paragone between his illusionistic painted figures and space, and the actual sculpture in 

the gallery below.
502

   

 The major models usually cited for Annibale’s design are Roman and Bolognese.  

These are primarily Michelangelo’s Sistine Chapel ceiling, Raphael’s Vatican Loggia and 

Stanze, and the decorations in the Villa Farnesina.  Bolognese precedents are Pellegrino 

Tibaldi’s Sala d’Ulisse in the Palazzo Poggi, and the Carracci frieze in Palazzo Magnani.  

For the quadri riportati, the main models in Roman art were Francesco Salviati’s 

                                                   

   498 Posner, Annibale Carracci (1971), I, 106. 

   499 Martin, The Farnese Gallery (1965), 95: Martin argued for Orsini as the key advisor, rather than 

Agucchi who had been named by Bellori. 
   500 Robertson, The Invention of Annibale (2008), 150: Life drawing studies for individual figures were 

done in red chalk, but very few of these survive. 

   501 Charles Dempsey, ‘ “Ed Nos Cedamus Amori:” Observations on the Farnese Gallery,” The Art 

Bulletin, 50, no. 4, (1968), 372-4. 

   502 Aiden Weston-Lewis, “Annibale Carracci and the Antique,” Master Drawings, 30, no. 3, (Autumn, 

1992), 287-31.  An example is the dog that looks up to the figure of Mercury, in Mercury and Apollo, 

which reproduces antique sculptures of dogs in the exact pose one can see in the Vatican collection. 
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frescoes in the Palazzo Sachetti with their faux gold frames, and Raphael’s Loggia with 

the perspective effect of quadri riportati set against the illusionistic openings to the sky.  

Annibale also had a closer example in Francesco Salviati’s frescoes in the Salotto Dipinto 

of the Palazzo Farnese, those depicting the History of the Farnese.  Painted by Salviati in 

c.1558, they too made use of illusionistic materials, including his rich rendering of fictive 

tapestries.  

 At first glance, there is not a lot in the Galleria that can be said to directly recall 

Venetian art, but the use of quadri riportati and the composite effect of richness achieved 

through the illusion of various types of materials creates, as in the Camerino, at least a 

conceptual connection with Venetian carved and gilded ceilings.  Annibale’s overlapping 

and interlocking elements in the vault of the Galleria Farnese have their counterparts in 

the intricate scrolls of the large wooden frameworks of the Palazzo Ducale and other 

buildings.  In the great ceiling of the Sala del Maggior Consiglio (fig. 217),
 
for example, 

there are semi-circular monochrome pictures arranged next to the large rectangular 

paintings in such a manner that they give the impression of peeking out from behind the 

larger paintings.
503

  These can be compared with Annibale’s faux-bronze medallions in 

the Galleria (fig. 218), achieving a similar layering, but in his rendering of materials these 

combine the Venetian ceilings’ display of wealth with the Bolognese tradition of 

illusionistic virtuoso painting as brought to new heights by the Carracci in particular. 

                                                   

   503 Juergen Schulz, Venetian Painted Ceilings (1968), 5-30: In Venice, where secular buildings usually 

did not have large masonry vaults due to a preference for lighter-weight ceilings, the artists had merged the 

antique style with the local tradition for massive deeply-carved and gilded wooden frameworks suspended 

from flat ceilings and holding large oil paintings.  The development of this kind of elaborate ceiling 

depended on the expertise of highly skilled carvers in Venice and of wood-working techniques connected 

with the ship-building industry. 
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 Among the individual pictures within the decorations, the key image of the 

Triumph of Bacchus and Ariadne (fig. 219) at the centre of the vault was derived from a 

drawing of the Triumph of Bacchus by Perino del Vaga (fig. 220), perhaps provided by 

Orsini.
504

  Annibale followed the general idea of this drawing, decompressing the 

bunched-up figures and drawing out the processional aspect.  Annibale’s figure of the 

leaping bacchante at centre with her cymbals clashing high overhead, may have had its 

precedent in a similar figure in Titian’s Bacchus and Ariadne (fig. 221).  Titian’s painting 

was commissioned by Alfonso I d’Este in place of a Triumph of Bacchus he had 

originally expected from Raphael, but which was never realized.  Annibale may have 

known of Raphael’s design via its interpretation by Benvenuto Tisi (Garofalo), who 

painted a Triumph of Bacchus (fig. 222) c.1540, based on Raphael’s drawing.  While 

some figures are linked to these prior works, others were likely inspired by Annibale’s 

own study of antiquities in the form of ancient gems and medallions in the Farnese 

collections, and ancient Roman bas reliefs. 

 In the four curved corners of the Galleria vault, Annibale created illusionistic 

openings to a blue sky in which he painted pairs of putti wrestling one another (fig. 223).  

The open-sky motif may have had some relation to one of Raphael’s vaults in the Vatican 

Loggia, but the putti could easily have been inspired by Veronese.  Within the carved and 

gilded ceiling of the Sacristy of San Sebastiano (at the centre of which is his Coronation 

of the Virgin), Veronese painted a pair of cherubs in each of four corner tondi (fig. 224).  

Annibale may alternatively have been remembering the source attributed to Titian’s putti.  

Meilman has noted that in Venice there were marble relief fragments of first century 

                                                   

   504 Robertson, The Invention of Annibale (2008), 112. 
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Roman sculpture from Ravenna, which featured fairs of putti they called amoretti to 

which the artists looked for inspiration from the antique (figs. 225, 226).  Ridolfi claimed 

an antique prototype for Titian’s angels in the Death of St Peter Martyr, and this was 

probably the amoretti reliefs.
505

  The marbles were in Santa Maria dei Miracoli in 

Annibale’s day, where he could have copied them, and in the corners of the Galleria vault 

he seems to recall these models from Venice.   

 The final phase of the Galleria decoration, the painting of the walls, was 

postponed until about 1604, perhaps due to the death in 1600 of Annibale’s advisor for 

the decorations, Fulvio Orsini, and the departure of Agostino Carracci, who died not long 

after in 1602.
506

  However, the delay may also have been necessitated by Annibale’s 

production of other commissioned works in the interim, and by a possible rift with his 

patron.
507

  Much of the final fresco work on the Galleria walls, although designed by 

Annibale, was carried out by his workshop in which Domenichino played a key role.  At 

the same time, as Robertson has noted, the great success of the Galleria ensured Annibale 

many lucrative, high-status commissions from other patrons, and many of these he 

designed for his studio to carry out.
508

  In this way he launched the careers of his loyal 

students. 

Venetian Exemplars for Annibale’s Roman Altarpieces 

 The easel paintings Annibale undertook around the time of the Camerino 

decorations also reflect his confrontation with Roman design.  His Coronation of the 

                                                   

   505 Meilman, Titian and the Altarpiece (2000), 100-102.  Ridolfi, Le maraviglie (Hadeln, 1965), I, 168. 

   506 Martin, The Farnese Gallery (1965), 59. 

   507 Bellori, Le vite (Borea, 1976), 78. Baglione, Le vite (Gradara Pesci, 1975-1976), 108: According to 

Bellori and Baglione, Cardinal Odoardo paid Annibale a sum of only 500 scudi for the masterpiece in the 

Galleria vault, the humiliation of which, combined with the artist’s exhaustion, has long been thought to 

have triggered a major mental and physical breakdown. 

   508 Robertson, The Invention of Annibale (2008), 142. 
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Virgin (fig. 227) of c.1597, which appears in the Aldobrandini inventories from 1603 to 

the 1800s, reveals his interest in Raphael’s Disputà and other paintings in the Vatican 

Stanze.
509

  Yet Annibale’s study for the Coronation (Musée des Beaux-Arts, Dijon) is 

rendered in a painterly mode more expressive of a combination of Correggio’s style and 

Venetian art.
510

  His early studies in Parma likely included Correggio’s Coronation of the 

Virgin (fig. 228) of c.1522, a lunette in fresco (now detached) that once adorned the 

church of San Giovanni Evangelista in Parma.  To a great degree, the figures of Christ 

and the Virgin in Annibale’s painting echo Correggio’s composition, but there are also 

Venetian aspects to the altarpiece.    

 The idea of the spherical golden empyrean behind the key figures of Annibale’s 

Coronation, first appeared in Venetian art in Titian’s Frari Assumption in a flatly-

rounded presentation (whereas in Annibale’s the empyrean is di sotto in sù), and was 

taken up by Tintoretto for his Il Paradiso (fig. 229), on which he worked from c.1588 

until its completion in 1594 for the Sala del Maggior Consiglio of the Palazzo Ducale.  

The Carracci certainly saw the Frari Assumption and may have seen Tintoretto’s painting 

as a work-in-progress during a later sojourn to Venice.
511

  Annibale’s Venetian 

inspiration in his Coronation of the Virgin is especially obvious in his luminous 

                                                   

   509 Bellori, Le vite (Borea, 1976), 94: Bellori located the picture more precisely in the Villa Aldobrandini 

on the Quirinal hill. “ Nella Villa Aldobrandini su ‘l Quirinale resplende l’Incoronazione di Nostra Donna 

in mezzo il Pacre Eterno e Cristo sopra una gloria d’angeli”. Malavasia, Felsina pittrice (Zanotti, 1974), I, 

358: Malvasia confirms the picture’s presence in the same Villa, and mentions that it was originally in the 

family’s palace on the Corso. 
   510 Michael Jaffé, “Annibale and Ludovico Carracci: notes on drawings,” Burlington Magazine, 102, no. 

682 (Jan., 1960), 27-31: Jaffé considered Annibale’s study for the Coronation to have been drawn 

previously in Bologna because of its painterly mode. 

   511 Schulz, Venetian Painted Ceilings (1968), 108: After the fire of 1577, the Sala del Maggior Consiglio 

was redesigned, with construction beginning sometime around 1579 until 1582.  The decoration phase was 

mostly completed by 1584, and a guidebook to the decorations was published in 1587.  There is also a 

modello for Il Paradiso that the Carracci could have seen, if the full-scale painting was not completed. 
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atmosphere, strong tonal contrasts, spatial depth, and painterly handling.
512

  Annibale 

also may have been thinking of Veronese’s Coronation of the Virgin (fig. 230) of 1555, 

in the Sacristy of San Sebastiano, where he would have seen the pairs of cherubs in tondi.  

Annibale’s main figures have a similar scale and perspective angle to those of Veronese.  

Unlike his Venetian models, however, Annibale presents his composition in a concave 

structure that has been linked to Raphael’s Disputà in the Stanza della Segnatura.
513

  The 

main elements of the composition in the preparatory study are brought close together and 

emphasized in the finished work, which was executed in a Romanized style. 

 A composition that has much in common with the Coronation, is Annibale’s 

Adoration of the Shepherds (fig. 232), also painted around 1597.  These two pictures 

share the spherical opening to the heavenly realm that appears above the main figures.  In 

the Coronation there is a sharper division between this higher golden region and the main 

figures.  In the Adoration in Orléans, the division between the two registers is modulated 

by intermediate levels of angel figures on the clouds.  Annibale has made the yellow-

robed figure of Joseph holding his staff, in exactly the same manner as the figure of God 

the Father in the Coronation – both being adapted from Correggio’s pose for Jesus in his 

Coronation fresco in Parma.  Annibale posed the Virgin in his Adoration of the 

Shepherds in the same attitude as in Correggio’s Virgin in the Parma Coronation fresco 

and Tintoretto’s Virgin in Il Paradiso.  In his Coronation, Annibale repeated the angelic 

figure holding up a banner at the top of the Adoration, setting it underneath the scene of 

the Virgin’s crowning.   

                                                   

   512 Posner, Annibale Carracci (1971), II, 83. 

   513 Ibid., 84. 
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 Annibale’s compositional sketch for the Adoration of the Shepherds (fig. 232) has 

parallels to Veronese’s Adoration of the Kings (fig. 233) of 1573.  This large painting by 

Veronese was commissioned for the side of an altar dedicated to St Joseph in the church 

of San Silvestro, Venice, where Annibale likely studied it.  Its lateral placement explains 

the picture’s diagonal structure.  Annibale’s preliminary sketch illustrates that he was 

initially thinking of a compositional structure very like that of Veronese’s Adoration, 

with angelic figures populating a diagonal ‘staircase’ of light.  Despite the fact that his 

conception of the figures seems to have been based on Correggio’s style from the outset, 

Annibale employed a Venetian compositional model during his creative process.  

 Among the most memorable of Annibale’s commissions undertaken after the 

completion of the Galleria vault was his Assumption of the Virgin (fig. 234) painted in 

oil on panel between 1600 and 1601 for the Cerasi chapel in Santa Maria del Popolo.  

Flanked by Caravaggio’s Crucifixion of St Peter and Conversion of St Paul, Annibale’s 

altarpiece is thought to pre-date them, although no documents related to his work 

survive.
514

  This would be Annibale’s last treatment of the Assumption subject and it 

incorporates aspects of both Raphael’s and Titian’s illumination of form.  Annibale 

placed the Virgin very low in the composition, just emerging from the tomb and 

surrounded by the Apostles in monumentalized group of figures that reads as a single 

compact yet complex unit.
515

  The composition distills the subject to essential elements in 

which Annibale rendered the surfaces in a hard and polished effect with little textural 

differentiation, giving the painting an other-worldly look.   

                                                   

   514 Ibid., 182. 

   515 This may have been partly due to the dictates of the commission and its location, but the Resurrection 

of Christ (1593) is also a small painting and it is composed with great height and smaller figures adjusting 

for the small dimensions.  It seems reasonable to think that Annibale’s close clustering of forms resulted 

from his desire to reduce the subject to its essence. 
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 Annibale simplified his concept to a rather Michelangelesque emphasis on the 

primacy of the human body as a vehicle of expression.  The picture’s sculptural feel may 

also be due to Annibale’s study of Raphael’s Transfiguration (Vatican Museums, Rome) 

of 1518-20.
516

  Posner cited the Cerasi Assumption as marking the beginning of a phase 

in Annibale’s style that he termed ‘hyper-idealized.’
517

  Annibale used a strong spotlight 

effect pouring over the forms, and he set up the figures such that dark and light layers 

created contrasts and therefore spatial depth.  Annibale took his inspiration for such 

lighting from Raphael, which is clear when we compare the figure of St Peter at lower 

left in Annibale’s Assumption with St Peter in the same location in Raphael’s 

Transfiguration (fig. 235).  Annibale’s close study of the Venetian use of chiaroscuro, 

however, resulted in his ability to use reflected light to soften the shadows without 

detracting from the dramatic quality of the strong lighting.   

 Just above St Peter in Annibale’s Assumption is the shadowy figure of the 

Apostle John. The way Annibale painted the heads of the rearmost apostles, especially 

that of St John who is silhouetted by a gradient light blue horizon, was probably learned 

from Titian’s Frari Assumption (fig. 124).
518

  The Cerasi Assumption is an interesting 

example of Annibale’s combining aspects of Roman and Venetian art.  

 In addition to the Cerasi Assumption, Annibale made a number of Pietà paintings 

in Rome, all of which rework imagery from northern Italy in his new idealized Roman 

mode.
519

  Annibale had previously painted the subject in a Correggesque mode in the 

                                                   

   516 Silvia Ginzburg, in Benati, ed., Annibale Carracci (2006), 380. 

   517 Robertson, The Invention of Annibale (2008), 182.  Posner, Annibale Carracci (1971), I, 126. 

   518 Ginzburg in Benati, Annibale Carracci (2006), 380; Robertson, The Invention of Annibale (2008), 

182-183. 

   519 Annibale’s etching-engraving the Christ of Caprarola of 1597 also treats the theme of the Pietà, and is 

loosely based on Correggio’s Lamentation over the Dead Christ, in the Galleria Nazionale, Parma. 
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Parma Pietà with Saints.  In these Roman interpretations, Annibale drew upon impulses 

in the art of Correggio, Tintoretto, and Veronese, and combined them with elements of 

the art of Michelangelo and Raphael in his new artistic milieu.  Around 1600, Annibale 

painted a Pietà in a large format in oil on canvas, now in Naples (fig. 236).
520

  The 

composition demonstrates his appreciation of Michelangelo’s Pietà, while the smoothly 

sculpted modelling leans more towards Raphael’s paint technique in his Transfiguration.  

Annibale’s early exposure to Tintoretto’s example may have shaped his conception of the 

subject, but Tintoretto had previously been influenced by Michelangelo’s depiction of the 

Pietà.  Annibale’s Pietà with Saints Francis and Mary Magdalene (fig. 237) of c.1602-07 

in the Louvre adds the two saints (Francis and the Magdalene) to his previous 

composition, one on either side.  Mary’s hand is raised in a dramatic fashion and her 

previous hand gesture from the Naples version is transferred to the Magdalene standing 

on the right.
521

  Annibale’s Pietà with the Three Maries (fig. 238) of c.1604-06 returns to 

Correggio’s formulation with a swooning Mary holding her dead son.  This version 

combines and synthesizes several of Annibale’s ideas.
522

   

 The Venetian elements of these Pietà paintings, may originate with Tintoretto’s 

dramatic Deposition (fig. 239) of c.1560, from Santa Maria dell’Umilità.  Both 

Tintoretto’s and Veronese’s Crucifixion paintings include groups of women at the foot of 

                                                   

   520 Posner, Annibale Carracci (1971), II, 52, no. 119:  Made for Cardinal Farnese, it appears in subsequent 

Farnese inventories in Rome, Parma and Naples, tracing the painting’s movements to Naples by 1734. 

   521 Ibid., 54, no. 123: Annibale’s Pietà on Portable Tabernacle (Palazzo Barberini, Rome) of c.1600-03 
displays yet another variation on the subject.  The tiny oil-on-copper was designed by Annibale for 

Cardinal Odoardo Farnese, but was probably executed by an assistant.  Annibale’s Pietà (Kunsthistorisches 

Museum, Vienna) of c.1603 also a diminutive work on copper, was not mentioned by Annibale’s 

seventeenth-century biographers.  The figures in this version are similar in conception to Correggio’s 

Lamentation, and the stone sepulchre and the swooning Mary, suggests Annibale’s Parma Pietà of 1585.   

   522 Posner assigned it a late date because of its similarity with St Diego’s head (painted by Annibale) in 

the Herrera chapel altarpiece. 
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the cross, which Annibale could have studied in Venice.
523

  These works seem to have 

made a deep and lasting impression as they informed his use of strong lighting effect and 

colouring, his dramatic presentation and arrangement of the figures.  While the Pietà 

paintings are in Annibale’s Roman style, they continue to reflect the Venetian 

contribution to his conceptualization of the subject. 

Small Devotional Works that Recall Venice 

 During his early years in Rome, Annibale produced a few small devotional 

paintings, some in oil on copper, including the Montalto Madonna and the Temptation of 

St Anthony (both National Gallery, London), and the Vision of St Francis (National 

Gallery, Ottawa).  Another of these, the Temptation of St Anthony (fig. 240) dated 1598, 

looks back to Agostino Carracci’s Virgin Appearing to St Jerome (fig. 99) of 1588, 

engraved after Tintoretto’s painting for the Scuola di San Fantin.  Annibale’s copper 

support is only a little larger in dimensions than Agostino’s print, making the 

transposition of the general idea an easy one if Annibale chose to work from his brother’s 

print, which he may have had at hand.  The Carracci had long admired Tintoretto’s 

painting, and Ludovico too had composed a work dependent on it.
524

  The repetition of 

such imagery marks its significant place in Annibale’s artistic make-up, even as he was 

going through another period of intense self-regeneration in response to the art he 

encountered in Rome.
525

  The Temptation of St Anthony is an example of this 

reinvention, as the composition has a Venetian source, the forms are solidly modelled in 

                                                   

   523 Santa Maria dell’Umilità was located just south of the site of Madonna della Salute, facing the Zattere, 

but was demolished in 1824 and its paintings relocated.  Its three oval ceiling paintings by Veronese were 

installed in Santi Giovanni e Paolo. 

   524 See chapter 4: Ludovico’s Vision of St Jerome, c.1587. 

   525 Posner, Annibale Carracci (1971), II, 83-90. 
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the Roman manner, and, at the same time, the lunging demon and the expressive hands of 

St Anthony are borrowings from Raphael’s Transfiguration altarpiece.   

 Another oil-on-copper painting that recalls a Venetian theme in Rome is 

Annibale’s small Penitent Magdalene in a Landscape (fig. 241) of c.1599.  The 

Magdalene sits in the right corner, one elbow propped on a skull in her lap and her hand 

at her cheek in a resigned philosophical gesture as she gazes upward.
526

  Annibale placed 

her in a stone grotto with a distant landscape vignette in the centre of the composition, in 

a design that seems to recall the print by Cornelis Cort of the Penitent Magdalene (fig. 

242), engraved in 1566 after Titian’s famous sensual crying Magdalene.  Titian made 

four distinct versions of the image, each one with copies, variants and workshop 

productions, and some of which are mentioned in various sources but can no longer be 

traced.
527

  Cort’s print follows the second type in Titian’s development of the image, with 

its rocky background, known as the Naples type, created for Cardinal Alessandro Farnese 

in 1567.
528

  Annibale probably saw Titian’s painting in the Palazzo Farnese, but was most 

likely already familiar with Cort’s print. 

 The Fitzwilliam Magdalene type relates directly to the Venetian tradition of 

‘saints in a landscape,’ exemplified by Cort’s print series after Muziano’s drawings, 

                                                   

   526 Michael Jaffé, “The ‘Penitent Magdalene in a Landscape’ by Annibale Carracci,” The Burlington 

Magazine, 123 (1981), 88: The Fitzwilliam version on copper has been confirmed as that identified in a 

1693 inventory of works in the possession of Cardinal Scipione Borghese in Rome.  Malvasia, Felsina 

pittrice (Zanotti, 1974), I, 355: Malvasia described it in detail but mistakenly attributed it to Ludovico, 

“Nella Vigna Borghese ne’Camerini una Maddalena in bellissimo paese, che stesa riguarda il Cielo, in 

picciol rame.”  Jaffe, “The Penitent Magdalene” (1981), 88: The Fitzwilliam copper is related to a larger 
autograph copy painted on canvas, the Landscape with Mary Magdalene Penitent (Doria Pamphilj, Rome) 

of c.1600, which features a more highly developed landscape that dominates the scene. 

   527 Wethey, The Paintings of Titian (1969-1975), I, 140: The first of Titian’s versions is called the Pitti 

type as it is in the Pitti Gallery, Florence, made in about 1530-35 for the Duke of Urbino.  Then there is a 

Naples type, the first of which, by Titian, is in the Museo di Capodimonte, Naples.  This is followed, 

chronologically, by the Hermitage type and the Escorial type. 

   528 Ibid.,145,  no. 122. 
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probably known to Annibale from his early days in Bologna.
529

  His Magdalene is also 

harmonious with Tintoretto’s two pictures of solitary female saints in the Sala Terrena of 

the Scuola Grande di San Rocco.  These are the Landscape with Mary Magdalene (fig. 

245) and the Landscape with Mary of Egypt (fig. 246), painted towards the end of 

Tintoretto’s career.
530

  Annibale’s Penitent Magdalene, like Tintoretto, depicts the 

contemplative female saint alone within a lush depiction of nature. 

 Annibale combined aspects of both the Venetian-inspired ‘saint in the wilderness’ 

tradition, exemplified in Tintoretto’s evocative pendants, with Titian’s crying Magdalene, 

all reimagined in the light of his recent exposure to Roman sculpture and the art of 

Raphael.  The pose of the Magdalene’s legs is identical to that of the ancient Roman 

sculpture the Sleeping Ariadne (fig. 243) in the Vatican Museums, which Annibale saw 

in the Vatican Belvedere along with the Laocoön, the Apollo Belvedere, and other 

antique sculptures.  His drawing of the Apollo Belvedere provides evidence that he 

studied these sculptures.
531

  The head of Annibale’s Mary is also based on a Roman 

sculpture, that of the Daughters of Niobe, (Uffizi, Florence), after which Annibale drew 

his head of a woman (fig. 244), in black chalk on blue paper.
532

  

  Annibale knew from reading Vasari’s Vite, that Titian had studied antique 

sculpture during his visit to Rome in 1545-46, and perhaps Annibale wished to emulate 

his Venetian hero in reworking his forms and compositions in light of Roman antique 

                                                   

   529 See Chapter 2 for Annibale’s probable familiarity with Cornelis Cort’s prints. 

   530 There is no early historical documentation for this pendant pair.  The lack of records and the different 

colouring of the pictures from the others in the Confraternity building, has led to speculation that they were 

placed in the Scuola di San Rocco at a later date. 

   531 Loisel, Inventaire Général des Dessins Italiens, Vol. VII (2004), 273, no. 603r, (inv. 7532). 

   532 One Niobid sculpture was discovered on the Esquiline hill in Rome, in 1583. 
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art.
533

  Like Titian, Annibale understood how to profit from the study, and he 

incorporated the forms seamlessly into his work, creating a new style in the process.   

 Annibale’s Christ Mocked (fig. 247) of c.1598-1600 is a smaller painting in oil on 

canvas the dating of which is not firm.  The picture’s inclusion in a Farnese inventory and 

its mentioned use on Annibale’s funeral catafalque confirm it as a work done by Annibale 

in the service of the Farnese in Rome.  Annibale’s painting probably relates to a similar 

image made by Titian that was very famous in Venice, the Christ Mocked (fig. 248) of 

c.1506, which was originally in the church of San Rocco but was moved to the Scuola in 

1591 and placed in the Sala dell’Albergo.
534

  In Titian’s painting, Christ looks out at the 

viewer in a compelling way, whereas Annibale’s Christ is more an object of pity, and the 

viewer is cast more into the role of the tormenting soldier.  These two works share a 

typology in addition to a subject, as both contain bust-length figures in a horizontal 

format.  Like Titian, Annibale included a partial face appearing out of the dark shadows 

behind the main characters.   

The Sleeping Venus, More than a Venetian Typology 

 After decorating the Camerino and Galleria, Annibale also provided Odoardo 

Farnese with easel paintings for the Palazzetto.  These were painted in the new idealized 

style he had created based on his study of antique sculpture and High Renaissance 

painting.  Lingering references to Venetian art, surfacing within this new style, can be 

found for example in Annibale Carracci’s Sleeping Venus (fig. 249) of c.1602.  In the 

                                                   

   533 Vasari, Le vite (Bettarini, 1966-69), VI, 163-164. 

   534 Ibid., 160:  Vasari reported that many believed this painting to be a work by Giorgione.  “Per la chiesa 

di Santo Rocco fece, dopo le dette opere, in un quadro, Cristo con la croce in spalla e con una corda al 

collo tirata da un Ebreo; la qual figura, che hanno molti creduta sia di mano di Giorgione, è oggi la 

maggior divozione di Vinezia, et ha avuto di limosine più scudi che non hanno in tutta la loro vita 

guadagnato Tiziano e Giorgione.”  
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foreground, the goddess sleeps on a sumptuous outdoor bed with an overhanging drapery 

to shade her eyes, while around and behind her many cupids engage in playful activities.  

The Sleeping Venus belongs to a typology with its beginnings in Venice, to which 

Annibale added cupids drawn from the Imagines (Erotes I.6), a text by the ancient Greek 

writer Philostratus.
535

  In the poetic Imagines, Philostratus described a series of paintings 

as an educational method for presenting and interpreting art and symbols to a young 

audience.  The copious and playful ‘Erotes’ of Philostratus gather apples to bring as first-

fruits to the shrine of Aphrodite.  By recreating elements of an exemplary painting lost in 

antiquity, Annibale simultaneously evoked and competed with a golden era of art. 

 The Bolognese Monsignor Agucchi, secretary to Cardinal Aldobrandini and 

friend to Annibale in Rome, saw the Sleeping Venus in the Palazzo Farnese as a work in 

progress and wrote a lengthy description of the painting.
536

  The writing of such an 

ekphrasis was a literary exercise that mirrored Philostratus’ text, and was part of the 

Renaissance humanist tradition that revived such practice from antiquity.  Therefore, 

Agucchi, in writing his description of Annibale’s Sleeping Venus, knowingly took part in 

the Philostratean conceit of Annibale, matching the artist’s picture with the poet’s text.
537

   

 Agucchi wrote of his delight in the picture’s invention, design, and color, the 

three critical elements that Vasari had long since used to define art.
538

  The same essential 

qualities were repeated by Dolce, quoting Aretino, in Venice.
539

  As Annibale’s 

                                                   

   535 Philostratus, Imagines, translated by A. Fairbanks, Loeb Classics Series, Harvard University Press, 
Cambridge, Massachusetts: 1931.  Philostratus the Elder wrote volume one and Philostratus the Younger 

wrote volume two.   

   536 Malvasia, Felsina pittrice (Zanotti, 1974), 360. 

   537 Summerscale, Malvasia’s Life of the Carracci (2000), 334/ 644. 

   538 Malvasia, Felsina pittrice (Zanotti, 1974), 360.  Vasari, Le vite (Bettarini, 1966-1987), Proemio  

   539 Roskill, Dolce’s Aretino (2000), 117:  Aretino: “Tutta la somma della Pittura a mio giudicio è divisa 

in tre parti: Inventione, Disegno, e Colorito.  La inventione è la favola, o historia, che’l Pittore si elegge da 
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countryman, Agucchi may have wished to emphasize the picture’s northern Italian 

qualities, as Dolce’s Aretino and Aretino’s published letters “were one basis for 

subsequent claims that ‘tenderness’ of style (or colouring) was the special province of the 

Lombard and Venetian traditions.”
540

   

 Annibale’s Sleeping Venus has its origins in the Venetian tradition of the nude in 

a landscape which began with Titian’s Sleeping Venus (fig. 250) of about 1510-11, still 

sometimes attributed to Giorgione.
541

  Titian had probably been inspired by a woodcut 

illustration of a satyr spying on a sleeping nymph, in Colonna’s Hypnerotomachia 

Poliphili, published in 1499 in Venice.
542

  Although Titian presented the prone female 

figure in an antique mode, as Meiss has pointed out, there is no Greco-Roman depiction 

of Venus in which the goddess is sleeping.
543

  The new typology quickly became popular 

in Venice and Titian adapted the figure to many other paintings.  Titian’s Sleeping Venus 

in Dresden has traditionally been associated with the painting identified by Michiel in 

1525 in the private collection at the Casa Marcello in Venice, where it was throughout the 

sixteenth century and where the Carracci may well have seen it.
544

   

                                                                                                                                                       

lui stesso, o gli è posta inanzi da altri per materia di quello, che ha da operare.  Il disegno è la forma, con 

che egli la rappresenta.  Il colorito serve a quelle tinte, con lequali la Natura dipinge diversamente le cose 

animate e inanimate.”  (translation, Roskill: The whole sum of painting is, in my opinion, divided into three 

parts: invention, design and coloring.  The invention is the fable or history which the painter chooses on his 

own or which others present him with, as material for the work he has to do.  The design is the form he uses 

to represent this material.  And the coloring takes its cue from the hues with which nature paints animate 

and inanimate things in variegation.) 

   540 Summerscale, Malvasia’s Life of the Carracci (2000), 338/ 655. 

   541 Paul Joannides, Titian to 1518: the Assumption of Genius (New Haven and London: Yale University 

Press, 2001), 179-185:  Joannides argues, following Louis Hourticq of 1930, that the painting is entirely by 

Titian, though it was long thought to be a work by Giorgione. This conclusion is shared by Charles Hope.  
   542 Millard Meiss, “Sleep in Venice. Ancient Myths and Renaissance Proclivities,” Proceedings of the 

American Philosophical Society, Vol. 110, no. 5 (Oct. 27, 1966), 350. 

   543 Ibid., 348. 

   544  Marcantonio Michiel, Notizia d'opere di disegno (1525), Morelli, Frizzoni eds., (Bologna: Zanichelli, 

1884), p. 169.  Ridolfi, Le maraviglie (Hadeln, 1965), I, 102.  Joannides, Titian to 1518 (2001), 348:  

Joannides has pointed out that Michiel may have been mistaken, however, as he was on two other 

occasions concerning Titian’s paintings. 
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 It has long been recognized that Annibale also acknowledged Titian’s Worship of 

Venus (fig. 190) of c.1516-18 in his exposition of the sporting cupids, drawn from the 

same literary source.  Titian’s Worship of Venus was one of the Bacchanal paintings 

taken from the Este collection at Ferrara and brought to Rome by Aldobrandini in 

1598.
545

  Annibale’s comment in the margin of the Carracci’s copy of Vasari’s Life of 

Titian confirms that he had seen the Bacchanals, probably in Ferrara.  As Titian had 

based his cupids on the Erotes text of Philostratus, Annibale was in effect also imitating 

Titian in his use of the antique source.  He followed Titian’s Worship of Venus in 

replicating the light blue of the cupids’ tiny wings, in the pairing of some cupids as 

lovers, in the tree-climbing cupid who is after more apples, and in his depiction of the 

archery targets mounted obliquely on tree trunks. 

 Annibale’s Sleeping Venus includes references to Roman sculpture, Michelangelo 

and Raphael.  The goddess’ slumbering form is universally recognized as homage to the 

antique Roman sculpture, the Sleeping Ariadne (fig. 243).  In Annibale’s painting the 

figure’s pose is reversed from that of Titian and with the near arm slung over the head in 

restful abandon appears more like the antique Sleeping Ariadne.  Soon after coming to 

Rome, Annibale had studied the sculpture and adapted it for his painting of the Penitent 

Magdalene in a Landscape.  Easily noticed is the little cupid in Annibale’s painting, who 

scrambles up the far bank out of the water, a parody of a similar figure in Michelangelo’s 

Battle of Cascina.  The Sleeping Venus also evokes the staging of Raphael’s Psyche 

                                                   

   545 Robertson, The Invention of Annibale (2008), 179: Robertson acknowledged Annibale’s debt in the 

Sleeping Venus to Titian’s Worship of Venus, one of the Bacchanals he had probably seen in Ferrara.  

Posner, Annibale Carracci (1971), I, 90: Posner had completely disavowed any Venetianism in the work.  
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figures in the Villa Farnesina, particularly their proportions and the smooth marble-like 

finish of his forms.
546

  

 Annibale was not only emulating Titian on many levels, but also recreating a 

compositional structure used by Tintoretto, in his layered construction of space, with its 

levels of dark and light.  Annibale’s crafting of shadow recalls Tintoretto’s spatial 

development, which he had developed out of Giorgione’s tonal structuring.
547

  For 

example, David Rosand has shown that in Tintoretto’s painting of St Mark Freeing the 

Slave the artist’s structure was inspired by the contemporary Renaissance theatrical stage, 

and “establishes an essential proscenium aperture by reinforcement of the frame.”
548

  In 

Tintoretto’s St Mark, the stage-like foreground is constructed of a shallow shadow-box, 

formed at the left by the receding columns, at the right by the massive throne and seated 

master, and overhead by a vine-covered trellis.
549

  The deep shadows cast upon the rear-

most figures within the boxed frame create silhouettes that set off the entire tableau of 

figures against the brightly lit backdrop, an effect probably originating in Titian’s Frari 

Assumption.
550

 

 Annibale’s Sleeping Venus depends on a similar arrangement of relatively 

shallow foreground space at the back of which is a heavy passage of shade cast by the 

large overhanging tree.  This intervening shaded layer obscures the area just beyond the 

sunlit body of Venus, as the edge of its cast shadow creeps across her face.  The tree 

forms part of the darker, intermediary foreground screen, equivalent to the proscenium 

                                                   

   546 Bellori, Le vite (Borea, 1976), 43. This follows Annibale’s general trend in Rome to follow Raphael. 

   547 David Rosand, Painting in Cinquecento Venice: Titian, Veronese, Tintoretto (New Haven and 

London: Yale University Press, 1982), 43-45, and 148-150. 

   548 Ibid., 190. 

   549 The shadow-box effect may of course also reflect Tintoretto’s known practice of making small clay 

figures and placing them in an actual box to research his compositions.  

   550 Rosand, Painting in Cinquecento Venice (1982), 190. 
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aperture or arch of the Renaissance theatre.  This darker framing level in the painting at 

once defines the transition from foreground to background, which gives out over the 

bright landscape.  The framing transition further achieves a seamless segue between the 

nude and landscape.    

Venetian Landscape and the Aldobrandini Lunettes 

 Annibale’s landscapes also underwent a change in Rome, as he came into contact 

with a tradition shaped by wealthy patrons with decorated villas.  He may also have 

continued his practice from Bologna of leaving the confines of the city to draw in the 

countryside.  But again, he infused the tradition he encountered with all of his past 

experience and he joined the echoes of Venetian art to his Roman landscapes. 

 At the pinnacle of these works is Annibale’s large Landscape with the Flight into 

Egypt (fig. 251) of 1604.  It is one of the six Aldobrandini lunettes, some of which were 

probably painted by Domenichino, Giovanni Lanfranco, Francesco Albani, and Sisto 

Badalocchio.  The works are mentioned by Malvasia as a series originally made for a 

chapel in the Aldobrandini palace but moved to their villa in the seventeenth century.
551

  

In designing the lunettes, Annibale reformulated the relationship between the broad space 

of the landscape and the human drama unfolding within it, and set a new standard for the 

development of classical and Baroque landscape painting in the Seicento.
552

   

 Already an accomplished painter of nature, Annibale was responding to the 

landscape tradition he encountered in Rome as exemplified by Polidoro da Caravaggio, 

Parmigianino, Raphael and Francesco Salviati – a tradition which had, in its turn, been a 

                                                   

   551 Malvasia, Felsina pittrice (Zanotti, 1974), I, 358.  

   552 Cesare Gnudi, L’Ideale Classico: Saggi sulla tradizione classica nella Pittura del Cinquecento e del 

Seicento (Bologna: Nuova Alfa Editoriale, 1986), 49. 
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revival of the landscapes discovered in ancient Roman frescoes.  Annibale likely saw, for 

example, the frescoes by Polidoro da Caravaggio in San Silvestro al Quirinale, as he is 

believed to have moved to that part of Rome after leaving the Farnese.  These include 

Polidoro’s Landscape with St Catherine of Siena, which is a mirror reversal with 

Annibale’s small oil-on-copper Landscape with Sacrifice of Isaac in the Louvre.
553

   

 The distant walled town on a prominent hilltop in Annibale’s Aldobrandini Flight 

into Egypt is reminiscent of that in the background of Titian’s iconic Sleeping Venus and 

Noli Me Tangere, but is now Romanized in appearance.  There are also numerous 

drawings of similar distant fortified towns in the graphic oeuvre of both Annibale and 

Agostino, indicating that they practiced the depiction of such things as standard elements 

to be used in rendering of the landscape.   

 Another Venetian work that Annibale may have taken into consideration is 

Tintoretto’s Flight into Egypt (fig. 252) of 1582-87 for the Scuola di San Rocco.  In 

Tintoretto’s painting, the fecundity of nature seems to shield the fleeing family, as the 

landscape almost swallows them.  Redefining the relationship between figure and 

landscape along Roman lines, Annibale followed Tintoretto in selecting a similar moment 

in the story, and a similar setting in the flight of the Holy Family.  In both paintings, the 

Family has just crossed the river and is sneaking away quietly in plain view.  On the far 

bank of the river workers go about their labours and the distant mountains glimpsed 

through the trees suggest a long and fugitive journey.  In both cases the landscape dictates 

the mood of the narrative subject.  In Tintoretto’s San Rocco Flight, the chaotic 

arrangement of the palms and underbrush suggests the furtive departure.  Annibale 

                                                   

   553 Lanfranco Ravelli, Polidoro a San Silvestro al Quirinale (Bergamo: Edizioni dell'Ateneo di scienze, 

lettere ed Arti, 1987). 
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captured with his early morning light a feeling of calm normality that, juxtaposed with 

the action of the central characters, fills the image with tension.  He heightened this 

feeling with the calmly descending line of sheep, the rowing ferryman, and the white 

birds gliding over the water.    

Summary of Chapter 6 

 Arriving in Rome, Annibale Carracci was already an accomplished artist with a 

fully mature style at the height of his powers of invention and technical ability.  He 

responded anew to the art of Rome, yet the legacy of Venice in his Roman works is seen 

in his Palazzo Farnese designs, his use of modulated tone and colour, as well as the 

resurfacing of Venetian motifs, which he combined with his understanding of Raphael, 

Michelangelo and the ancients.  It is highly significant that Venetian art continued to play 

an important role in every one of the media and formats in which Annibale worked, and 

in such diverse functions, ranging from large decorative fresco schemes, to easel 

paintings, landscapes, small devotional works, and commissioned altarpieces.   
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Illustrations for Chapter 6 

           

Figure 201: Annibale Carracci, Camerino Farnese, view of vault, oil on canvas, fresco, and 

gilded moldings, c.1597-1599, Palazzo Farnese, Rome.   

Figure 202: Andrea Mantegna, Camera degli Sposi, view of vault, walnut oil on plaster, and 

fresco, 1465-74, Palazzo Ducale, Mantua. 

 

             

Figure 203: Pellegrino Tibaldi, Vault of Poggi chapel, stucco, fresco, 1552-55, Poggi chapel, 

San Giacomo Maggiore, Bologna. 

Figure 204: Giulio Mazzoni, Galleria degli Stucchi, stucco and paintings, c.1540, view of 

vault, Palazzo Spada, Rome. 
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Figure 205: Raphael and workshop, Vatican Loggia, detail: single vault, fresco, stucco, 

gilding, 1518, Vatican, Rome. 

Figure 206: Jacopo Sansovino and Alessandro Vittoria, Scala d’Oro ceiling decorations, 

1559-1561, view of the ceiling, Palazzo Ducale, Venice. 

 

               

Figure 207: Cristoforo Sorte, Drawing for the ceiling in the Sala del Senato, detail of Satyrs 

pen and ink and wash on paper, 835 x 442 mm, 1578, Victoria and Albert, London. 

Figure 208: Annibale Carracci, Camerino vault, detail of Satyr, fresco, c. 1597-99, Palazzo 

Farnese, Rome. 

 

         

Figure 209: Annibale Carracci, Ulysses and the Sirens, fresco lunette, c.1597-1599, 

Camerino, Palazzo Farnese, Rome. 

Figure 210: Jacopo Tintoretto, Baptism of Christ, oil on canvas, 283 x 162 cm, c.1580, San 

Silvestro, Venice. 
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Figure 211: Annibale Carracci (or Agostino?), Perseus and Medusa, fresco lunette, 

Camerino, Palazzo Farnese, Rome. 

 

 

Figure 212: Annibale Carracci, Hercules at the Crossroads, oil on canvas, 167 x 237 cm, 

c.1596, Museo di Capodimonte, Naples. 

 

                   

Figure 213: Jacopo Tintoretto, The Presentation of the Virgin, oil on canvas, 429 x 480 cm, 

1552, Madonna del’Orto, Venice. 

Figure 214:  Annibale Carracci, Study for Hercules the Crossroads, pen and brown ink 

with washes of brown ink and grey ink, 165 x 148 mm, Cabinets des Dessins, Louvre, Paris.  
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Figure 215: Paolo Veronese, Anointing of David, oil on canvas, 174 x 365 cm, c.1555, 

Kunsthistorisches Museum, Vienna. 

 

 

Figure 216: Annibale and Agostino Carracci: Galleria Vault, fresco, 1597-1600, Palazzo 

Farnese, Rome. 
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Figure 217: Sala del Maggior Consiglio, view of ceiling, carved and gilded wood frames, 

inset canvases in oil, c.1579-1584, Palazzo Ducale, Venice. 

Figure 218: Annibale Carracci: Galleria Vault, detail of faux-bronze medallion, fresco, 

1597-1600, Palazzo Farnese, Rome. 

 

 

Figure 219: Annibale Carracci, Triumph of Bacchus and Ariadne, Galleria vault, fresco, 

1597-1600, Palazzo Farnese, Rome. 

 

           

Figure 220: Perino del Vaga (Piero Bonaccorsi), Triumph of Bacchus and Ariadne, pen and 

brown ink with brown wash and white heightening, oval, 200 x 265 mm, c.1540-43, Louvre, 

Paris. 

Figure 221: Titian, Bacchus and Ariadne, oil on canvas, 176.5 x 191 cm, 1520-23, National 

Gallery, London. 
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Figure 222: Benvenuto Tisi (Garofalo), Triumph of Bacchus, oil on canvas, 218 x 313 cm, 

1540, after Raphael, Gemäldegalerie, Dresden. 

 

                

Figure 223: Annibale Carracci, Galleria vault, detail: pair of putti, fresco, c.1597-1600, 

Palazzo Farnese, Rome. 

Figure 224: Paolo Veronese, Pair of cherubs, oil on canvas, 1555, ceiling of Sacristy, San 

Sebastiano Venice. 
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Figure 225: Unknown artist, “Amoretti” of Saturn from the Thrones of Ravenna, marble 

relief fragment, 1st
 century BCE, (originally from Ravenna), Museo Archaeologico, Venice. 

Figure 226: Unknown artist, “Amoretti” of Saturn from the Thrones of Ravenna, marble 

relief fragment, 1st
 century BCE, (originally from Ravenna), Museo Archaeologico, Venice. 

 

 

Figure 227: Annibale Carracci, Coronation of the Virgin, oil on canvas, 117.8 x 141.3 cm, 

c.1597, Metropolitan Museum of Art, New York. 
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Figure 228: Correggio, Coronation of the Virgin, detached fresco, c.1522, Galleria 

Nazionale, Parma. 

 

Figure 229: Jacopo Tintoretto, Il Paradiso, (detail), oil on canvas, c.1588-94, Sala del 

Maggior Consiglio, Palazzo Ducale, Venice. 

 

         

Figure 230: Paolo Veronese, Coronation of the Virgin, oil on canvas, 200 x 170 cm, 1555, 

Sacristy ceiling, San Sebastiano, Venice. 

Figure 231: Annibale Carracci, Adoration of the Shepherds, oil on canvas, 103 x 85 cm, 

c.1597, Musée des Beaux-Arts, Orléans. 
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Figure 232: Annibale Carracci, Study for Adoration of the Shepherds, pen and ink on 

paper, Fitzwilliam Museum, Cambridge. 

Figure 233: Paolo Veronese, Adoration of the Kings, oil on canvas, 355.6 x 320 cm, 1573, 

National Gallery, London. 

 

          

Figure 234: Annibale Carracci, Assumption of the Virgin, oil on panel, 241 x 155 cm, 

c.1600-01, Cerasi chapel, Santa Maria del Popolo, Rome. 

Figure 235: Raphael, Transfiguration, detail: lower left corner, oil on wood panel, 1518-20, 

Vatican Museums. 
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Figure 236: Annibale Carracci, Pietà, oil on canvas, 156 x 149 cm, c.1600, Capodimonte, 

Naples. 

Figure 237: Annibale Carracci, Pietà with Saints Francis and Mary Magdalene, oil on 

canvas, 277 x 186 cm, c.1602-07, Musée du Louvre, Paris. 

 

       

Figure 238: Pietà with the Three Maries, oil on canvas, 92.8 x 103.2 cm, c.1604-06, National 

Gallery, London. 

Figure 239: Tintoretto, Deposition, oil on canvas, 227 x 294 cm, c.1560, Gallerie 

dell’Accademia, Venice. 
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Figure 240: Annibale Carracci, Temptation of St Anthony, oil on copper, 50 x 34 cm, 1598, 

National Gallery, London. 

Figure 241: Annibale Carracci, Mary Magdalene Penitent in a Landscape, oil on copper, 

32.4 x 43 cm, c.1599, Cambridge Fitzwilliam Museum. 

 

                 

Figure 242: Cornelis Cort, Penitent Magdalene, engraving, c.1565, after Titian, British 

Museum, London. 

Figure 243: Unknown artist, Sleeping Ariadne, early 2
nd

 C. Roman copy of a Hellenistic 

sculpture from the 2
nd

 C. BCE, Vatican Museums, Rome. 

Figure 244: Annibale Carracci, study of a woman’s head, black chalk with white 

highlighting on grey-blue paper, 360 x 260 mm, c.1600, Cabinets des Dessins, Louvre. 
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Figure 245: Jacopo Tintoretto, Mary Magdalene Reading in a Landscape, oil on canvas, 

Sala Terrena, Scuola Grande di San Rocco, Venice. 

Figure 246: Jacopo Tintoretto, Mary of Egypt Reading in a Landscape, oil on canvas, Sala 

Terrena, Scuola Grande di San Rocco, Venice.   

 

         

Figure 247: Annibale Carracci, Christ Mocked, oil on canvas, 60 x 61.5 cm, c.1596-1600, 

Pinacoteca Nazionale, Bologna. 

Figure 248: Titian, Christ Mocked, oil on canvas, 70 x 100 cm, c.1506, Albergo, Scuola di 

San Rocco, Venice. 
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Figure 249:   Annibale Carracci, Sleeping Venus, oil on canvas, 190 x 328 cm, c.1602, Musée 

Condé, Chantilly. 

 

 

 

Figure 250: Titian, Sleeping Venus, oil on canvas, 108 x 175 cm, c.1510, Gemaldegalerie, 

Dresden. 
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Figure 251: Annibale Carracci, Landscape with the Flight into Egypt, oil on canvas, 122 x 

230 cm, c.1604, Galleria Doria-Pamphilj, Rome. 

 

 

Figure 252: Jacopo Tintoretto, Flight into Egypt, oil on canvas, 580 x 422 cm, 1582-87, Sala 

Terrena, Scuola di San Rocco, Venice.  
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Chapter 7 

Conclusion: The Carracci and Venice 

 At various points in their careers, Ludovico, Agostino and Annibale Carracci each 

enjoyed some form of contact with the art of Venice that benefitted their stylistic 

development.  Given that they were so closely connected by family ties and a 

collaborative workshop, and also shared artistic values, it is plausible that (following 

Malvasia’s characterization of the trio) the Carracci at times exerted artistic influence on 

one another and responded to each other’s interests.  With documentary evidence being 

almost non-existent, however, it has always been extremely challenging to untangle the 

interwoven threads of their personal and artistic relationships.  The historical sources and 

the modern literature have provided some answers to the questions of when the Carracci 

went to Venice, what they saw, and how they responded stylistically to Venetian art.  The 

greatest resource, however, is the direct evidence of their art. 

 The approach taken in this study has been to examine the timing and nature of 

each of the Carracci’s stylistic responses to Venetian art.  Their works have been 

analyzed in comparison to select Venetian paintings that they could have seen either in 

Venice or in northern Italy, or to reproductive prints that are known to have been in 

circulation at that time.  The comparisons have used the criteria of typological treatment, 

compositional  arrangement, figural interpretation, paint handling and use of colour, but 

with the understanding that the typology and content of individual works were largely 

dictated by the commissions.  This step was followed by a synchronization of the three 

artists’ oeuvres, so that the order of their responses to Venetian art would be more 

apparent.  Although we still lack hard facts about the Carracci, we can review this 
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analysis in light of the letters that Malvasia quoted and Annibale’s annotations in 

Vasari’s Vite.  By carefully weighing this largely circumstantial evidence, we can 

nonetheless draw some better-informed conclusions about the nature and timing of each 

of the three Carracci’s exposure to Venetian art, their responses to it, and how and when 

they may have influenced one another towards Venetian art.   

The Three Carracci’s Responses to Venetian art 

 Posner had some justification in not considering very deeply the role of Ludovico 

Carracci in shaping Annibale’s inclination towards Venetian art.  Malvasia 

misrepresented Ludovico, in his bias in favour of him as the artistic leader of the 

Carracci, making it natural to negate Ludovico’s role out of hand.  In opposition to 

Malvasia’s assertion, the evidence that Annibale was the artistic trail-blazer has stood the 

test of time.  But Ludovico’s leadership within the trio, and specifically his role in 

introducing Venetian exemplars, should not be entirely dismissed.  Malvasia recounted 

that Ludovico showed Agostino and Annibale drawings he had made in Venice during 

his studioso corso, which would likely have been in the mid-1570s.  This cannot be 

verified, but Ludovico’s existing drawings show that he was a highly competent 

draughtsman.  If he had made such drawings, we can be sure they would have 

communicated something of the originals.  Even if we accept that Ludovico was not the 

artistic leader of the three Carracci, it does not mean he had no taste or understanding, 

and we have no idea what he may have communicated verbally anymore than what we 

know he communicated through drawings to Annibale and Agostino.  As the older 

relative, his opinions would have been taken into consideration and he could very well 

have urged Annibale in the direction of Correggio and Venice, as Malvasia claimed.  
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Writing independently, Bellori too stressed the early guidance and teaching that Ludovico 

lavished on Annibale.
554

  But, as Malvasia admitted, Ludovico’s drawings could not 

convey the colour of Venetian art to his cousins, and for that experience they would need 

to go in person to Venice.
555

  Agostino’s letter to Ludovico from Venice mentions that 

Ludovico commended Veronese’s art to Annibale, implying that Ludovico had already 

been in Venice and seen Veronese’s art for himself.
556

  Annibale’s much later letter of 

1595 to Giulio Fossi conveys his continuing high regard for Ludovico’s artistic 

abilities.
557

  In sum, it seems inconceivable that Ludovico did not advise and guide his 

cousins in their careers. 

 Ludovico’s paintings do not appear inclined towards Venetian art until his small 

Vision of St Jerome of about 1586-87, which is modelled after Tintoretto’s altarpiece The 

Virgin Appearing to St Jerome.  Because Ludovico’s small picture is undated, we cannot 

determine its relationship with Agostino’s engraving of 1588 after the same painting by 

Tintoretto.  However, Ludovico’s Vision of St Jerome at least places him at the very 

beginning of what would become a prolonged period of Carracci interest in Venetian art, 

and this suggests that he was involved in the artistic reorientation from the outset.  

Another painting by Ludovico from around the same time confirms that he was not 

simply following Annibale’s stylistic digestion of Venetian art.  The Bargellini Madonna 

is related to Annibale’s Madonna of St Matthew, (both dated 1588), but is not truly 

dependent on it, as has often been quickly assumed.  Rather, it engages concurrently with 

                                                   

   554 Bellori, Le vite (Borea, 1976), 33. 

   555 Malvasia, Felsina pittrice (Zanotti, 1974), I, 268. 

   556 Ibid., 270 

   557 Perini, Gli Scritti dei Carracci (1990), 155:  In the letter, Annibale recommends Ludovico as the first 

painter of Bologna, and competent to the task of assisting with the completion of his outstanding 

commissions. 
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the same Venetian sources.  As we have seen, the Bargellini Madonna is modelled more 

directly on Titian’s Pesaro Madonna in the Frari than on Annibale’s painting.  

Meanwhile, Annibale’s Madonna of St Matthew acknowledges Titian but is modified by 

his reference to Veronese’s Pala di San Zaccaria.   

 Ludovico may have been inspired by his cousins’ enthusiasm over Venetian art 

when the three were painting the Founding of Rome fresco decorations in Palazzo 

Magnani, which reflect aspects of Venetian composition and colour.  But it is also 

possible that Ludovico already shared in his cousins’ enthusiasm, or had even played a 

directing role in its initiation.  

 Ludovico’s response to Venetian art was most direct in 1592, and we can consider 

it highly likely that Ludovico travelled to Venice around this time.  He adventurously 

emulated Titian and Veronese in his loose application of colourful paint, and 

experimented with Tintoretto’s technique for achieving chiaroscuro.   His frescoes of 

1592 directly follow several of Tintoretto’s Last Supper conventions, as well as 

depictions of the Passion in the Albergo of San Rocco.  In these works, Ludovico made a 

unique contribution to the Carracci immersion in Venetian art.  But Ludovico’s 

Venetianisms trailed off entirely after Annibale’s departure for Rome, and this reversion 

to his former style suggests that his response to the art of Venice, although based on his 

direct experience in Venice, was shallowly rooted and perhaps had been largely nurtured 

by Annibale.   

 Agostino’s role in leading Annibale to Venice appears more complex than 

previously thought.  Prints appear to have played a key role in Annibale’s artistic 

education, alerting him to the naturalism inherent in Venetian art.  Agostino’s 
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apprenticeship as an engraver with Domenico Tibaldi beginning in 1578, which involved 

copying engravings, likely gave the brothers ample opportunity to study Titian’s art in the 

form of his early woodcuts, in Cornelis Cort’s and other artists’ reproductive prints.  The 

study of prints, with examples of more naturalistic figures, facilitated through Agostino, 

would have provided Annibale with alternatives to the local Mannerist style, and so 

Agostino probably played a role in introducing Annibale to Venetian art years before he 

himself engraved their paintings.  

 Agostino’s presence in Venice in 1582 is documented by his signed and dated 

engravings after Tintoretto’s and Veronese’s paintings, inscribed with the names of his 

Venetian publishers.  In translating their works into the graphic medium, Agostino was 

forced to create a tonal language to communicate the Venetian painters’ sophisticated 

understanding of the tonal values of colour as structural components in their 

compositions, their manipulation of light and shadow to create spatial depth, and their 

brilliant use of the chromatic properties of colour.  He did this by further raising the 

quality his burin technique and inventing marks and hatchings to represent Venetian 

tones and textures.  When Annibale came to Venice in 1582 to join him, Agostino may 

have shared his comprehension of Venetian tone in words as well as in his reproductive 

engravings.  But Annibale’s paintings show that his brother’s lessons about Venetian 

tonal colour, light and shade did not influence him in that direction at that time.  Posner 

and Ostrow proposed that Agostino transmitted qualities inherent in Venetian art to 

Annibale after 1582, but Annibale’s works around this time show him to be engaged with 

different artistic challenges and express his own response to Venetian art.  Annibale was 
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then more deeply absorbed with painting the figure in action, with colour and paint 

application, than with tonality as represented by Agostino.    

 Agostino’s work in Venice in 1582 probably allowed Annibale his first 

opportunity to travel there, either with his brother or joining him somewhat later.  

Significantly, Agostino would have been in a position to introduce Annibale to the city 

and its artists. 

 Ostrow claimed that Agostino was the first of the Carracci to Venetianize his 

painting fully, with his Doria-Pamphilj St Jerome of around 1582-83.
558

  However, 

Agostino was probably instilling Venetian aspects in his work in concert with Annibale, 

who was not simply Correggesque as Ostrow states, but who had incorporated aspects of 

Titian’s and Veronese’s techniques in his paintings before 1584, including his 

Crucifixion with Saints of 1583.  In the frescoes of Palazzo Fava of c.1583-84, both 

brothers seem to have been interested in Venetian motifs, dramatic movement and spatial 

modes such as recession, but were probably attracted to different aspects at different 

moments in their individual developments.   

 Agostino made subsequent engravings after Veronese in 1585, and after Titian 

and Tintoretto in 1587 and 1588 respectively.  In 1589, he was again in Venice, 

engraving after Tintoretto, and it is possible that he and Annibale travelled there more 

than once, although there is no documentary evidence, from then until 1592.  Agostino’s 

engravings of 1589 after Venetian paintings now appear to match Annibale’s 

understanding of Venetian colour and its modulation of light.  But, whether or not 

Agostino’s prints (by comparison with the original works in colour) transmitted this to 

                                                   

   558 Ostrow, Agostino Carracci (1966), II, 131. 
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Annibale, or it was through his own emulation of Venetian painting that Annibale 

acquired a new awareness of Veronese’s and Tintoretto’s tonal handling of colour we 

cannot know for certain.   

 Agostino’s response to Venetian art also takes a painted form from as early as his 

Adoration of the Shepherds of 1584.  His prints after Venetian paintings of 1585, 1587, 

and 1588-89 demonstrate his ongoing connection with the art of Venice.  With the style 

and colour of his Assumption of the Virgin of 1593, Agostino revealed his full 

participation in the Carracci immersion in Venetian art and his Last Communion of St 

Jerome, only broadly dated to the 1590s, represents a virtuoso summation of what he 

absorbed from his own study of Venetian art (reformulated in a Lombard idiom) in a 

manner that corresponds to Annibale’s Madonna di San Ludovico of c.1593-94.   

 Annibale’s response to Venetian art was profound and multi-faceted.  Annibale 

was a great synthesizer of sources and never stopped reinventing his art.  We could say, 

in the broadest of terms, that Annibale mainly combined aspects of Titian’s and 

Veronese’s art.  More specifically, from his copying of Titian he learned compositional 

structure and figural arrangement and poses, and he absorbed some of his painting 

technique, which included a quality of sensuousness.  From Veronese he learned painting 

technique and drawing methods, and he emulated Veronese as a colourist.  Both Titian 

and Veronese had lessons for Annibale in dramatic presentation and how to 

monumentalize figures.  From other Venetian artists, such as Tintoretto, Annibale learned 

specific things such as implying movement, and chiaroscuro.  His representation of the 

landscape had its roots in the Venetian tradition.   
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 When Annibale wrote his letter of 1580 from Parma (quoted by Malvasia), he 

already claimed Titian as a favourite and expressed his fervent desire to see his works in 

Venice.  There were no works by Titian in Bologna, and Annibale was likely too young 

to have travelled much.  Annibale’s prior knowledge of Titian’s work at this early date 

was probably established through the medium of print.  Agostino’s apprenticeship with 

Tibaldi from around 1578 to 1581 is the most likely way that this awareness could have 

been fostered.  Annibale could thus have seen Titian’s early woodcut prints and studied 

reproductive engravings after Titian’s paintings, as well as after paintings by many other 

important artists.   

 There is no documentary evidence to confirm the timing of Annibale’s first trip to 

Venice, and various scenarios have been proposed in the modern literature.  Malvasia’s 

research and interviews into the question were inconclusive.  He reasoned that, despite 

Annibale’s wanting to go earlier, it was probably only in 1582 that he travelled to Venice.  

There is no mention in any of the sources of Annibale going any sooner, and Agostino’s 

known presence in Venice in 1582 by his dated prints, and the evidence of contact with 

Veronese and Bassano in his art of c.1582-83, makes this the most probable date.  If we 

accept Malvasia’s undated letter fragment from Agostino in Venice to Ludovico in 

Bologna, Annibale was overwhelmed by his first experience of the totality of Venetian 

art.  Malvasia informs us that Annibale had no commissions in Venice, but copied works 

by Titian, particularly his Death of St Peter Martyr altarpiece (probably as a commission 

for a member of the Gessi family of Bologna).  We do not know when Annibale made his 

copy, but Malvasia’s claim is supported by the existence of just such a copy in the 

Trafalgar Gallery, London, now attributed to Annibale.  Robertson dates it to 1580, on 
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the basis of her conjecture that Annibale was able to follow the desire, expressed in his 

letter dated 1580, to go to Venice directly from Parma and immediately make the copy.
559

 

 On this visit to Venice, Annibale may well have been introduced to the leading 

artists and their studios by Agostino.  Certainly, he must have toured the churches and 

public buildings to study their works of art, and he may have gained access to some of the 

private art collections through the introductions of Agostino and his new Venetian 

colleagues.  In the postille, Annibale claims to have known Veronese and Bassano 

personally, something which both Bellori and Malvasia also stated, although they may 

have asserted this on the strength of the postille with which they too were familiar.   

 Annibale’s paintings and drawings from 1582-84 provide supporting evidence of 

his direct contact with Veronese and Bassano.  In Annibale’s Butcher’s Shop of c.1582, 

and Crucifixion with Saints of 1583, his colour and painting technique evoke Veronese, 

while his Boy Drinking makes a possible reference to Jacopo Bassano with regard to 

subject matter.  Furthermore, his approach to genre painting differs from that of the local 

practitioners, in its dignified treatment of his subjects.  Annibale’s early study of Titian’s 

works in Venice is evident in his Crucifixion with Saints, in which he adapted figures 

from Titian’s Madonna di San Nicolò.  His creation of textures through paint shows him 

not only to have seen Titian’s Six Saints woodcut in Bologna, but to have known the 

altarpiece in Venice.  Annibale probably also visited Mantua around 1582, as we can 

infer from the postilla that praises Titian’s busts of the Roman Emperors for the 

Gonzaga, and from Annibale’s Dead Christ of c.1582-83 modelled on Mantegna’s 

painting of a similar subject. 

                                                   

   559 Malvasia, Felsina pittrice (Zanotti, 1974), I, 270.  Feigenbaum, “When the Subject Was Art” (1992), 

301.  Robertson, The Invention of Annibale (2008), 52. 
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 More indications of Annibale’s direct contact with Venice are found in his use of 

drawing methods and choice of drawing media in preparatory sketches for the Europa 

frescoes of 1583-84.
560

  This is matched by Agostino’s use of the same combination of 

black chalk with white heightening on blue paper in his study for the kneeling shepherd 

in the Gessi Adoration of the Shepherds of 1584.  Annibale’s use of the media appears to 

predate that of Agostino, confounding Posner’s scenario in which any trace of 

Venetianism in Annibale’s art of this period was attributed to Agostino’s influence.
561

  

The two brothers had evidently learned this technique together in Venice and brought it 

back to use in Bologna.  Annibale’s direct contact with Veronese in 1582 is further 

substantiated by their very similar pen and ink designs for friezes of Europa seated on the 

bull.  And Annibale’s black chalk drawing for his third Europa fresco closely matches 

Veronese’s figural arrangement for his Contarini Rape of Europa, or his drawings in the 

same media for figures in the Baptism of Christ.  

 Previous studies of Annibale’s art in the period 1584-87 have focused on his 

Correggism, but my study has shown that, in many ways, he continued to make reference 

to Venetian art and that these should not be overlooked.  Annibale’s response to Titian’s 

figural forms in his Allegory of Truth and Time c.1584 suggests that he saw some of his 

renowned paintings in North Italian cities in the prestigious collections of the Sfondrati, 

Este and Gonzaga, and the postille support this notion.  Annibale also appears to have 

continued looking at Venetian prints and even woodcut illustrations as sources.  

Annibale’s frescoes in Palazzo Fava rely on Titian for the Europa landscapes and some of 

                                                   

   560 Cazort and Johnston, Bolognese Drawings (1982), 67, no. 25. 

   561 Posner, Annibale Carracci (1971), I, 28. 
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the Jason figures, while looking to Veronese for the Europa arrangement, and to 

Tintoretto for special lighting and the impression of movement in the Jason frieze.   

 In his drawings of the period, which improved from competent to highly 

sophisticated, Annibale further developed his use of the black chalk with white 

heightening on blue paper, and his quick gestural figures in black chalk for the Aeneid 

frescoes are similar to those of Tintoretto.    With his Allegory of Truth and Time, and his 

Baptism of Christ, Annibale also clearly modelled some of his colour and painting 

technique on Veronese’s work.  And his early landscapes are indebted to Titian, to 

Muziano through Cort’s series of saints in the landscapes, and to Bassano. 

 Around 1587-88, after a period of intensive emulation of Correggio, Annibale 

seems to have renewed contact with Venice.  Indeed, this appears to have involved all 

three Carracci, but we cannot tell who was the catalyst.  Posner bracketed Annibale’s 

Venetianizing period as from 1588 to 1595.
562

  Annibale’s works, however, reveal a 

gradually increasing interest in Venetian art in c.1587- 1588, a more intense absorption 

around 1589-91, and a peak in 1592 with an almost pure imitation of style and technique.  

Annibale’s highly Correggesque Assumption of 1587 already includes a large ball of 

cast-shadow on the apostles that corresponds to Titian’s Frari Assumption.  Annibale’s 

comment beside Vasari’s description of this work indicates that he had studied it 

carefully at different times of day.  In his Madonna of St Matthew and Love of Virtue, 

both dated 1588, Annibale looked to Titian and Veronese for compositions, figures and 

colour.  The tribute to Titian is recognizable in his Prado Venus and Adonis, of c.1589, 

                                                   

   562 Posner, Annibale Carracci (1971), I, 46: “There is, however, no clear pattern of development in 

Annibale’s works where an interest in one Venetian master comes to supersede an earlier interest in 

another.”  Ibid., 47:  “…it remains for the most part pointless to search his major paintings for precise 

citations, or to attempt to isolate in individual works passages that depend on the style of a particular 

Venetian master.” 
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and his Venus, Two Cupids and a Satyr of c.1590.  In the very painterly Assumption of 

c.1590 Annibale imitated Veronese’s method and palette, and his Bacchus of c.1590 

responds to Titian’s monumental heroic male nudes.  In the Founding of Rome frescoes 

of c.1591-92, the three Carracci reflect Tintoretto’s dramatic action.  Annibale pushed 

this combination of models further with his Madonna of St Luke, and Assumption of 

1592.  He also took certain of Titian’s figures into consideration as a starting point for his 

Venus and Cupid for the Este ovals.  

 Annibale’s greater use of silhouetted layers and manipulation of light and shade is 

visible in his etching-engravings of saints and especially in his Susannah and the Elders 

of c.1591.  This quality may have been achieved through Agostino’s communication of 

Venetian pictorial effects, or Annibale may have assimilated Tintoretto’s chiaroscuro 

through his own study.  But Tintoretto was seemingly the Venetian artist Annibale 

imitated the least during this later period, as he only experimented directly with aspects 

of Tintoretto’s form and colour briefly in his Bologna Assumption of 1592 at the height 

of his Venetianizing trend.  In concert with Ludovico and Agostino, Annibale’s works of 

that year reflect his immersion in the style of both Veronese and Tintoretto. 

 Annibale copied the works of Titian as a learning exercise, but did not copy those 

of Veronese or Tintoretto, and yet he produced paintings that strongly imitate the works 

of both these artists.  Although the logical explanation is that Annibale learned from the 

Venetian artists directly, this was not suggested in the historical sources and has not been 

addressed in the modern literature.  The evidence of Annibale’s art between 1582 and 

1584 strongly indicates his direct contact with Veronese and Bassano and his postille 

support this conclusion.  The latter phase of combined Carracci immersion in the 
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Venetian style of painting may have been facilitated by Carlo Caliari (1570-1596) or 

Domenico Robusti (1560-1635), who were active in their fathers’ respective workshops, 

and who were around the same age as Annibale.
563

  Agostino’s habit of making complete 

preparatory oil sketches on paper, not practiced in Bologna but probably learned from 

Domenico, supports the idea that the Carracci were on friendly terms with the second 

generation of the Tintoretto family, and maybe also the Veronese and Bassano families.  

The fact that Annibale copied Correggio and Titian, who were no longer living, but not 

Veronese or Tintoretto, can thus be explained by the opportunity he had in the latters’ 

studios to see their painting technique demonstrated directly and their works studied in 

progress. 

 Annibale’s last direct contact with Venice was probably in 1592.  Malvasia 

noticed a change, including a new studiousness, in his paintings around 1593, but he did 

not connect this with Annibale’s shift of interest toward the Central Italian painting 

tradition.  My re-examination of Annibale’s works from between 1593 and 1595 

illustrates, in opposition to Posner’s characterization of the artist’s chronology, that this 

period was not one of pure immersion in Venetian art, but represents a distinct phase in 

Annibale’s development.  All of Annibale’s previous sources of inspiration, including the 

Venetian, were at this point harmonized and integrated into his art and expressed in a 

particularly Lombard-Emilian idiom.  To this consummation was added a new element, 

representing Annibale’s shift in interest around 1593 to Central Italian design.  The works 

he produced between 1593 and 1595 continued to reflect his knowledge of Titian, 

Veronese and Tintoretto, but were no longer dominated by a preoccupation with it.  They 

                                                   

   563 Leandro Bassano only relocated to Venice after his father Jacopo Bassano and his brother Francesco 

Bassano died in 1592.  Francesco committeed suicide shortly after Jacopo’s natural death.   
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represent a mature stage in which Annibale’s style is given greater shape by his Carracci 

draughtsmanship and naturalism.  

 We can chart something of the artists after which Annibale was modelling his 

work.  Between 1582 and 1587 he was mainly emulating Titian and Veronese, but 

perhaps also looking at Bassano, Tintoretto, Cima, Savoldo, and Giuseppe Salviati for 

specific aspects of their art. From 1588 to 1592, Annibale responded to altarpieces by 

Titian and Veronese, and to works in the Palazzo Ducale by Titian, Veronese and 

Tintoretto, as well as to Titian’s Poesie and general treatment of the nude figure.  From 

1593 onward, Annibale integrated specific aspects of Titian’s and Veronese’s art into his 

work 

 What Annibale learned from the Venetian artists by copying or by direct contact 

was extremely important to the formation of his style.  Annibale already shared the 

common artistic goal of naturalism with the Venetian school.  In the works of all the 

Venetian artists, he encountered certain things that he quickly adopted, such as the ability 

to convincingly convey the movements of his figures, and the infusion of lyrical rhythm 

of his compositions, a sense of narrative clarity and dramatic presentation.  Annibale 

seems to have looked to Titian mainly for his treatment of the figure and the landscape.   

The sensuous quality Titian imparted to his surfaces was a model to Annibale.  Titian’s 

skills as a composer also made a deep impression on Annibale, as did his ability to 

completely rethink a subject and inject new life into old typologies.  That Annibale found 

Veronese to be a spirited and inventive artist was recorded by Agostino in the 

fragmentary letter to Ludovico.  Annibale’s art reveals that he learned about colour and 

paint application, as well as drawing, from Veronese.  Tintoretto’s formidable 
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chiaroscuro afforded many lessons in the tonal structuring of pictures.  From Jacopo 

Bassano, Annibale may have learned how to express the dignity of his subjects and the 

characterization of animals. 

 Relocating to Rome, Annibale formulated a completely new style in response to 

the Renaissance and antique art that he experienced there, but his previous synthesis of 

Venetian art was carried forward into his new style.  This is evident in certain aspects of 

Venetian decoration  reflected in the Camerino Farnese, and in the design of the Galleria 

Vault.  As Annibale was an artist who constantly strove to reinvent his art, on several 

occasions in Rome he reworked subjects from earlier in his career, including the Venetian 

ones, by infusing them with his latest interests.  

 Venice truly was a singular place, as the title of Francesco Sansovino’s book, 

Città Nobilissima e Singolare, proclaimed.
564

  Built on the water at the edge of the sea, it 

was a virtual laboratory for the behaviour of light, and its direct and reflected effects on 

all manner of surfaces in various situations.  The painting tradition that developed in 

these unique optical conditions was set on a new course by Giorgione and Titian, with 

their emphasis on painting as an assemblage of areas of colour independent of line 

drawing.  This direction was further elaborated by artists such as Tintoretto, Veronese 

and Bassano.  Venetian art provided Annibale with a vibrant alternative to the prevalent 

Mannerist style of Bologna.  The Carracci’s contact with Venetian art and its living 

artists enriched their knowledge of colour and introduced them to new technical methods.  

Annibale’s experience of the artistic tradition of Venice, and his response to it, had a 

profound effect on his stylistic formation that lasted throughout his career.    

                                                   

   564 Francesco Sansovino, Venezia, Città Nobilissima e Singolare (Venice: 1581). 
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