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Death Dates, Birth Dates and the Beginnings of Modern Art History* Ian Verstegen
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ecently, a number of studies have tried to re-chart the emergence of modern art history. Characteristically, they have sought to destabilize prior convictions about the received view according to which Johann Joachim Winckelmann founded modern art history. They have sought instead examples of modern art historical methods in earlier periods than are usually credited. Thus, Giorgio Vasari’s methods of writing history have been related to the pioneering efforts of his friend Vincenzio Borghini, 1 Vasari’s use of the three età has been seen as the first stylistic history of art, 2 and his prescient unification of painting, sculpture and architecture under the arti di disegno has been related to Aristotelian interests ; 3 the antiquarian circle of Cassiano del Pozzo has been seen to distinguish Greek and Roman styles ; 4 the scrupulousness of Count Cesare Malvasia’s use of sources has been defended ; 5 Joachim von Sandrart’s use of universal history has been  



 



 



 



 



 



 



 



*  Some ideas in this paper were first presented at the Sixteenth Century Studies Conference in Denver, November 2001. Creighton Gilbert was very kind to read earlier drafts of this essay. I am grateful to Martin Dönike and Mark Jurdjevic for discussing the issues raised here. 1  Patricia Rubin, Vasari : Art and History, New Haven, Yale University Press, 1995. 2  Philip Sohm, Ordering History with Style : Giorgio Vasari on the Art of History, in Antiquity and its Interpreters, eds. A. Payne, A. Kuttner, and R. Smick, New York, Cambridge University Press, 2000, pp. 40-55 ; Idem, Style in the Art Theory of Early Modern Italy, Cambridge, Cambridge University Press, 2001. 3  Robert Williams, Art,Theory, and Culture in Sixteenth-Century Italy : From techne to metatechne, Cambridge, Cambridge University Press, 1997. 4  Elizabeth Cropper, Charles Dempsey, Nicolas Poussin : Friendship and the Love of Painting, Princeton (nj), Princeton University Press, 1996 ; Estelle Lingo, The Greek Manner and a Christina Canon : Francois Duquesnoy’s Saint Susanna, « Art Bulletin », 84, 2002, pp. 65-93. 5  Giovanna Perini, Carlo Cesare Malvasia’s Florentine Letters : Insight into Conflicting Trends in SeventeenthCentury Italian Art Historiography, « The Art Bulletin », lxx, 1988, pp. 273-299 ; Idem, Biographical Anecdotes and Historical Truth : an Example from Malvasia’s Life of Guido Reni, « Studi secenteschi », 1990, pp. 149-161.  
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Ian Verstegen  highlighted ; 1 and the Wunderkammer has been argued to have anticipated modern systems of art history. 2 Each of these studies takes a particular criteria – the use of numismatics, archival records, ancient literary models – and measures earlier authors according to their standard ; then, finding the method in use, revises the historical record. These works have greatly enriched our understanding of various historians’ ideas and methods. Yet in spite of this scholarly tendency, we should not forget that Vasari and his followers’ writings are still predominantly of the vernacular chronicling variety, 3 while Winckelmann is still the first historian to write the history of style rather than artists and their works. 4 In other words, we should uphold the idea that pre-modern art history was such both in name and in spirit ; it was not historicist. 5 There are good reasons for this received state of affairs, and an unexpected source further confirms it. To think about art and its history in a modern way requires more than a methodology. 6 It depends upon a means to order and conceptualize history, which dominates over other superficial techniques and methods of study. This, I submit, lies in the very method of conceptualizing a string of lives of artists. Winckelmann overcame this, and abandoned the string altogether. But he could only do this after the primary organizing device that had served from Vasari to Bellori – the death date – was abandoned after some indecision (Sandrart, Malvasia) in favor of the floruit (Baldinucci) and finally the birth date (Houbraken, Pascoli). Once birth dates were standardized by Houbraken, in the early eighteenth century, then a concep 



 



 



 



 



 



 



 



 



1  Thomas Dacosta Kaufmann, Antiquarianism, the History of Objects, and the History of Art before Winckelmann, « Journal of the History of Ideas », lxii, 2001, pp. 523-541. 2  Horst Bredekamp, The Lure of Antiquity and the Cult of the Machine : The Kunstkammer and the Evolution of Nature, Art and Technology, translated by Allison Brown, Princeton (nj), Princeton University Press, 1995. 3  I mean this in the same way that Mark Phillips meant it for Machiavelli and Guicciardini : Machiavelli, Guicciardini, and the Tradition of Vernacular Historiography in Florence, « American Historical Review », lxxxiv, l979, pp. 86-l05. 4  On this standard claim, see E. H. Gombrich, Ideas of Progress and their Impact on Art, New York, Cooper Union, 1973, and Alex Potts, Winckelmann’s Construction of History, « Art History », v, 1982, pp. 377-407 ; Flesh and the Ideal : Winckelmann and the Origins of Art History, New Haven (ct), Yale University Press, 1994, pp. 11-46. 5  ‘Historicism’ has been interpreted in dozens of ways ; c.f., Georg Iggers, Historicism : The History and Meaning of the Term, « Journal of the History of Ideas », lvi, 1995, pp. 129-152. Here I am following Maurice Mandelbaum, Historicism, in Encyclopedia of Philosophy, ed. Paul Edwards, New York, Macmillan, 1967, p. 24 : ‘Historicism is the belief that an adequate understanding of the nature of anything and an adequate assessment of its value are to be gained by considering it in terms of the place it occupied and the role it played within a process of development.’ For an allied discussion of historicism in sixteenth century writing, see Zachary Sayre Schiffman, Renaissance Historicism Reconsidered, « History and Theory », xxiv, 1985, pp. 170-82. 6  Similarly, Carlo Ginzburg has recently written of Gabriele Bickendorf ’s (Die Historisierung der italienischen Kunstbetrachtung im 17. und 18. Jahrhundert, Berlin, Gebr. Mann, 1998) attempt to name Fiorello, rather than Winckelmann, as the father of art history, that ‘Bickendorf ’s stress on concrete art historical methods is sound, but insufficient. Methods are instruments ; they do not suggest either ends or lists of priorities, which must necessarily come from outside ;’ Battling over Vasari : A Tale of Three Countries, in The Art Historian : National Traditions and Institutional Practices, ed. M. Zimmermann, Williamstown (ma), Clark, 2002, pp. 41-56, 42.  



 



 



 



 



 



 



 



 



 



 



 



 



 



 



 



 



 



 



 



 



Death Dates, Birth Dates and the Beginnings of Modern Art History  tual block toward the understanding of abstract generations of stylistic movement was overcome, and Winckelmann’s revolution was possible. This article outlines the succession of these three models of biographical organization and their eventual abandonment in the super-individual notion of style. i. Chronicling and Lives of Illustrious Men Most attention to early modern artists’ biographies focuses on the structure of the biographies themselves, the parts into which they are divided, the moralizing cast, the classical exemplars for them, and so on. Much attention is given to the Renaissance genre of illustrious men, practiced by Petrarch, Boccaccio, Vespasiano da Bisticci and on, and finding its roots in the ancient works of Plutarch and Diogenes Laertius. 1 What I am interested in is the construction of a series of biographies. That is, what criteria contribute to the ordering of various lives ? As I shall argue at length, early modern artists’ biographies construct a series of biographies with the ordering device of the date of death, anchoring the list in the manner of a diary (diario or ricordo) 2 or ledger (ricordanza). 3 These two records, one for world events and the other for business, are written as the events happen. Historians, however, wrote their histories as chronologies retrospectively constructed year by year. 4 Even with the historical revolution of Leonardo Bruni in the fifteenth century, the chronology remained the most durable way to record history. The highly stable form that we come to see in authors like Vasari is thus indebted to historical chronicles and the practical exigencies of keeping track of data in the manner of a diary or ledger. Each recorded event, whether it be political or financial, is listed year by year. However, in spite of all the influences we can cite that link Vasari and other early modern artists’ biographers to the latest trends in historiography, and no matter how often we cite their desire to cite correct and verified information, the chaining to the medieval system of chronicling is a powerful fact that cannot be ignored. In fact, its ordering principle by common sense chronological criteria is a check on the  



 



 



 



 



1  See Giovanni Boccaccio, Delle donne famose, Bologna, Gaetano Romagnoli, 1881 ; Francesco Petrarca, Le vite degli uomini illustri, Bologna, Gaetano Romagnoli, 1874-79 ; and Vespasiano, Lives of Illustrious Men of the xvth century, translated by William George, Emily Waters, New York, Harper and Row, 1963. On the influence of these works on Vasari, see Rubin, op. cit. As will be significant for the following discussion, Vespasiano does not include death dates, so it is anachronistic to see in his Lives that Cosimo de’ Medici died before Federico da Montefeltro, although he is listed afterward. 2  Popular examples of diaries are Luca Landucci, A Florentine Diary from 1450 to 1516, New York, Arno, 1969 ; Bartolomeo Cerretani, Ricordi Storici Fiorentini, 1500-1523, ed. Giuliana Berti, Florence, Olschki, 1993, and the anonymous Cronaca Fiorentina, 1537-1555, ed. Enrico Coppi, Florence, Olschki, 2000. 3  There are several surviving artists’ ricordanze surviving from the Renaissance, most notably Neri di Bicci’s Le ricordanze and Lorenzo Lotto’s Libro di spese ; c.f., Neri di Bicci, Le ricordanze (10 marzo 1453-24 aprile 1475), ed. Bruno Santi, Pisa, 1976, and Lorenzo Lotto, Libro di spese diverse, ed. Pietro Zampetti, Venice, Istituto per la collaborazione culturale, 1963. 4  On chronicle, see Louis Green, Chronicle into History : An Essay on the Interpretation of History in Florentine Fourteenth-Century Chronicles, Cambridge, 1972 ; Eric Cochrane, Historians and Historiography in the Italian Renaissance, Chicago, 1981, pp. 9-15 ; and Philips, Machiavelli, Guicciardini, and the Tradition of Vernacular Historiography in Florence.  



 



 



 



 



 



 



Ian Verstegen  modernity of the lives that these authors can provide. The chronicling and bookkeeping impulse ties the artist and his worldview firmly in the practical matters of the pre-modern world, untainted by thoughts of teleological progress. As I shall show, this is the system that animates most if not all early modern artists’ biographies. If it has been recognized at all in these biographies, few have appreciated its consequences. The easiest places to discover this ordering criterion is in the work of Giorgio Vasari, because a sketch of death dates has survived. 1 This sketch has all the characteristics of a typical late Medieval ricordanza, except that it is not written year by year but reconstructed after the fact based on the dates of death of the artist in question. Of course, most Renaissance artists like Vasari had to maintain their own affairs in a business ledger. But where could Vasari have learned this convention ? Patricia Rubin has drawn attention to Annibale Caro’s recommendation to the young Silvio Antoniano to separate his medals by consuls and emperors, Greek and Latin, in chronological order. 2 Vasari’s novelty, however, derives from arranging a heterogenous group of artists who did not succeed one another neatly like emperors. The genre of mural decoration of uomini famosi had already dealt with the problem of mixed individuals, of kings, emperors, poets and military commanders, although the individuals were not displayed linearly on a wall. 3 Here, a renewed discussion of Paolo Giovio is enlightening. His influence is of course always cited, especially at the mythical inception of Vasari’s project at the Palazzo Farnese where he specifically cites Giovio’s works. 4 The mandate Vasari mentioned was to record history ‘according to the order of the ages (secondo l’ordine de’ tempi),’ an ambiguous goal. Philip Sohm has suggested this recalls Vasari’s desire to capture style in his history, in the sense that he was able to separate the artists by the three età rather than the simpler, literal meaning. 5 More importantly, already in Giovio’s Elogia veris clarorum virorum imaginibus apposite quae in Musaeo comi spectaritur (1546) mixed individuals are put together by death date. 6 In fact, Giovio’s portrait gallery already solved the problem years ear 



 



 



 



 



 



 



1  The list, with a compositional drawing on the verso, is in a private collection. It is discussed in Julian Kliemann, Giorgio Vasari : Kunstgeschichtliche Perspektiven, in Kunst und Kunsttheorie 1400-1900, ed. P. Ganz, Wiesbaden, Harrassowitz, 1991, p. 74, and Rubin, op. cit. 2  Rubin, op. cit, p. 178 ; citing Annibale Caro, Lettere, vol. ii, p. 110, no. 374. 3  For a good review of this genre of mural painting and portrait books, see Cecil Clough, Italian Renaissance Portraiture and Printed Portrait-Books, in The Italian Book, 1465-1800, ed. D. Reidy, London, The British Library, 1993. 4  Giorgio Vasari, Le vite de piv eccellenti architetti, pittori, et scvltori italiani, da Cimabve insino a’ tempi nostri, descritte in lingua toscana, da Giorgio Vasari…con vna sua vtile & necessaria introduzzione a le arti loro, Florence, Lorenzo Torrentino, 1550 ; Le vite de’ più eccellenti pittori, scultori ed architettori nelle redazioni del 1550 e 1568, eds. Rosanna Bettarini, Paola Barocchi, Florence, Sansoni, 1966, vol. vi, p. 389. 5  Sohm, op. cit. 6  For example, Giovio orders the following poets and philosophers in approximate order (with death dates in parentheses) : Guglielmus Bucheus (1540), Hieronimus Aleander (1542*), Lampridius (1540), Gaspar Contorenus Cardinalis (1542), Henricus Cornelius Agrippa (1535*), Baptista Pius (1540), Franciscus Arsillus (1540), Molsa (1544), Albertius Pighius (1542*), Benedictus Iiovius Novocomensis (1545) ; Paolo Giovio, Elogia veris clarorum virorum imaginibus apposite quae in Musaeo comi spectaritur, Venice, 1546 ; in Elogia Virorum Illustrium, vol. viii, Opera, ed. R. Meregazzi, Rome, Poligrafico dello Stato, 1972, pp. 31-154. This also pertains to Giovio’s elogies of military men (Elogia virorum bellica virtute illustrium  



 



 



 



 



 



Death Dates, Birth Dates and the Beginnings of Modern Art History  lier with its cartellinibearing inscriptions and death dates, and in fact this convention was carried on in other portrait collections like that of the Accademia di San Luca in Rome, where each portrait bears the death date of the painter. 1 Giovio’s editor observes that the lives ‘follow for the most part a chronological order’ and the primary historian of Giovio’s portrait collection, Linda Klinger, notes the use of death dates, and suggests it was used merely because death dates were easier to find. 2 Giovio’s novelty, then, is passed over. The same goes for Vasari, and his precocious sketch. In her rich discussion of Vasari’s dependence on earlier biography writers, Rubin notes the discrepancies between the table and the final form of Vasari’s Lives, which are real, and concludes that it must be ‘a preliminary preparatory sequence of the chronological type that Vasari decided against when he organized The Lives by style rather than by strict order of time – when he chose art history over chronicle.’ 3 However, a closer look at the table will show that this is mistaken. Dates were changed from the table to the first edition of the Lives (1550) because Vasari had done more research, for example, on the death date of his teacher Andrea del Sarto, which he changed from 1533 to 1530. The important thing is not to note discrepancies, but to see what Vasari does once he has adjusted dates. It turns out he puts them back into chronological order of death date. All of Vasari’s major successors follow this pattern, and this has not been pointed out either. Writing of Carel van Mander, Hessel Miedema notes that ‘[the biographies] are quite simply set out chronologically by the date of death…From the art historians’ viewpoint the choice of ordering things this way is not all that happy a one, given the considerable variation in how long the painter’s in question lived’ and thus does not see the consequences of the dating. 4 Similarly, Walter Melion notes how Van Mander’s serialization amplifies the historical authority of the work. 5 Nothing is said about the deep-seated consequences of such a view. This vernacular chronicler’s approach, however, has much to teach us about the early modern historical mentality.  



 



 



 



 



ii. Artists’ Biographies There is a well-known paradox created by Michelangelo in Vasari’s Vite. In the 1550 edition of his work Vasari concluded with Michelangelo, the only living artist, veris imaginibus supposita quae apud Musaeum spectantur, 1551), but since the precedent had already been set, I will not deal with them. 1  Giovio, in a letter to Cosimo de’ Medici ( January 1549), noted the portraits had been ‘in spazio di più di trent’anni.’ 2  Meregazzi, op. cit., p. 10 : ‘seguono per lo più un ordine cronologico’ ; Linda Klinger, The Portrait Collection of Paolo Giovio, Ph. D. thesis, Princeton University, 1991, p. 228 : ‘Giovio perhaps organized the biographies in this way because death dates were more easily verified from epitaphs or tomb monuments’. 3  Rubin, op. cit., p. 178. 4  Hessel Miedema, Commentary on Carel van Mander’s Het Leven der Doorluchtige Nederlandsche en Hoogduitsche Schilders (1604), Doornspijk, Davaco Publishers, 1994-1998, vol. iv, Life of Aertgen van Leyden, p. 1. 5  Walter Melion, Shaping the Netherlandish Canon : Karel van Mander’s Schilder-Boeck, Chicago, University of Chicago Press, 1991, p. 17 : ‘[Van Mander] equates accurate serialization with historical truth.’  



 



 



 



 



Ian Verstegen  thereby creating a difficulty for his second edition (1568) when the great artist was already dead. Panofsky saw a contradiction between Vasari’s praise and the paradox created by his death, and interpreted it in general as the Mannerist’s unease. 1 Vasari’s solution was to place Michelangelo last of dead artists, but then Vasari added a section of living artists. In fact, Vasari’s solution is so subtle, and so little time had passed from Michelangelo’s death (1564) to the publication (1568) that his maneuver was not obvious. The truth of the matter is more radical. Vasari fudged Michelangelo’s information, but in general was quite willing to leave former great artists – like Raphael – by the wayside. In fact, this occurs in all of the six most complete sets of biographies available between c. 1550 and c. 1700 : Vasari’s Le Vite de’ più eccellenti pittori, scultori e architetti (1568), Carel van Mander’s Het Leven der Doorluchtige Nederlandsche en Hoogduitsche Schilders (1604), Giovanni Baglione’s Le vite de’ pittori scultori et architetti dal pontificato di Gregorio XIII. del 1572 in fino a’ tempi di Papa Urbano Ottavo nel 1642 (1642), Carlo Ridolfi ’s Le maraviglie dell’arte, overo, Le vite de gl’illustri pittori veneti, e dello stato (1648), Giovanni Battista Passeri, Vite de’ pittori, scultori ed Architetti che hanno lavorato in Roma, morti dal 1641 fino al 1673, (c. 1673), and Gian Pietro Bellori’s Le vite de’ Pittori, Scultori et Architetti Moderni (1672). 2 In order to prove the ubiquity of the system of organizing by death date, I want to review these authors, before passing on to Baldinucci and Pascoli. As noted, we know that on composing the Vite, Vasari tried to collect the date of death for each artist included. Obviously, this is only significant for the lives of the end of the second età and whole third età, where Vasari could have reasonably had access to accurate or approximate dates. As we saw, Vasari drew out a timeline and put his artists in order by date of death. To show how Vasari’s system works, the reader can refer to the Appendix in which the order of lives in the third book are listed. If we begin with Francesco Salviati (1511-1563), Vasari’s friend and contemporary, we see him followed in the lives by Daniele da Volterra (1509-1566). 3 Daniele is Salviati’s elder but worked two years longer than did he. Taddeo Zucchero, who was twenty years Vasari’s (and Salviati’s) junior, is next, because he died the same year as did Daniele. Incredibly, Salviati (d. Nov. 11) succeeds Montosorli (d. Aug. 30) and Zuccaro (d. Sept. 1) succeeds Daniele (d. Apr. 4) in perfect chronological order. Next, after Michelangelo’s life, we come to the artists still living (Primaticcio, Titian, Sansovino, Leone Leoni and Giulio Clovio). Michelangelo’s (d. 1564) is out of place purposely, ‘posto nell’ultimo luogo... per molti rispetti.’ 4 Proof of Vasari’s system can be seen in his errors, as when Beccafumi who we now know died in 1551, but whose listed death date (18 May 1549) is listed between Perino del Vaga (14 November 1547) and Giovan Antonio Lappoli (d. 1552). It is important to follow Vasari’s clusters of artists, which he forms for convenience and the flexibility to join artists together. When they are listed separately, as  



 



 



 



 



1  Erwin Panofsky, The First Page of Vasari’s Libro, in Idem, Meaning in the Visual Arts, New York, Doubleday, 1955. 2  Works will be fully cited in the following. 3  The following ideas were first presented in my thesis, ‘Federico Barocci, the Art of Painting and the Rhetoric of Persuasion’, Ph. D. thesis, Temple University, 2002. 4  Vasari, op. cit., vol. vi, p. 143.



Death Dates, Birth Dates and the Beginnings of Modern Art History  was done by Kliemann, then chronological relationships are obscured. An example is the placement of Bastiano da San Gallo (d. 31 May 1551) between Sodoma, whose death is listed as 1554 (but we know to have died in 1549), and Benvenuto Garofalo (d. 6 September 1559). It appears out of order, except that Vasari joins the life of Bacchiacca (d. 1557) to that of Bastiano. When the last artist of the life-clustering is considered, the chronology continues perfectly. Vasari does not place someone who was early-accomplished earlier in his chronology. A slight concession to this may be Giovanni da Udine’s (1487-1561) inclusion slightly out of order, to move him just a bit out of the company of younger artists. For example, it has been noted that Correggio was marginalized and this is accomplished by denying him a death date and thereby allowing Vasari to place him quite early in the third età (third, in fact). Further, the last artists of the second età died after the first of the third : Perugino (d. 1523), Carpaccio (no date), L’Indaco (no date) and Luca Signorelli (d. 1523) close the second part while the third is begun with Leonardo da Vinci, whose lack of death date allows Vasari to give him pride of place (like Michelangelo as the last dead artist before the living are listed). Then follows Giorgione (d. 1511), Correggio (no date), Piero di Cosimo (no date) and Bramante (d. 1513), dead some time before Perugino and Signorelli. This is the extant of Vasari’s sleight of hand but on the whole he conforms to the chronicler’s scheme. The artist Carel van Mander wrote his Het Leven der Doorluchtige Nederlandsche en Hoogduitsche Schilders (1604) in direct emulation of Vasari, to document the contribution of Northern artists. 1 Significantly, he too organized his lives in order of date of death. The reader can once again refer to the Appendix for the chronology of Van Mander’s lives. Taking a representative sample of the later lives we have the succession of Jan Scorel (1495-1562), Aert Claeszoon (1498-1564), Frans Floris (d. 1570), Pieter Aertsen (1519-1573), Marten Heemskerck (1498-1574), Rijkaart Aertsz. (d. 1577), Hubert Goltzius (d. 1583), Antonis van Montfort (1532-1583), Lucas d’Heere (1534-1584), Joos van Liere (1583), Michael Coxcie (1497-1592), Dirck Barentsz. (15341592), Hans Bol (1534-1593), Frans Mostart (d. 1598), Gillis Coignet (d. 1600), Joris Hoefnaghel (1545-1600), Aart Mytens (d. 1602), Joos van Winghen (1544-1603) and Marten de Vos (1604). After the Life of Marten De Vos, we arrive at a section of ‘living’ (levende) artists, although as Van Mander was going to press Hans Vredeman died, so his death date was listed. 2 For this succession, I have skipped artists whose dates are not given. Those artists of unknown date of death are crammed together between others who are known. One can see immediately that they follow in perfect order and referring to the Appendix there are only a couple exceptions : Jan Cornelisz. Vermeyen (d. 1559) and Hendrick van Steenwijk (d. 1603). It is possible that Van Mander tried to do creative ordering with his withheld dates which closer inspection might show. 3 But in all re 



 



 



 



 



1  Van Mander, op. cit. 2  Van Mander’s divisions may be compared to those of Giulio Mancini, writing c. 1620. He separates his lives into ‘pittori gia morti quando scriveva l’autore’ and ‘pittori viventi quando scriveva l’autore :’ Giulio Mancini, Considerazioni sulla pittura, c. 1621 ; ed. A. Marucchi, 2 vols. Rome, Accademia Nazionale dei Lincei, 1956. 3  Miedema writes intelligently about the significance of Van Mander’s asynchronous pairings.  



 



Ian Verstegen  gards it is clear that, like Vasari, Van Mander is closely concerned with date of death and thus follows suit with the chroniclers. Giovanni Baglione too was an artist and an examination of his Le vite de’ pittori scultori et architetti also shows Vasari’s pragmatic approach. 1 As is well known, Baglione conceived of his lives as a direct continuation of Vasari’s, and at least for the 1649 edition the wary printer found it useful to advertise this fact on the title page. 2 The organization of Baglione’s series of lives is different from Vasari’s, divided into pontificates which are listed as ‘days’ (giornate). 3 But Baglione too shows essentially the same attitude to organization. Vasari published his second edition of the lives in 1568, during the pontificate of Gregory XIII, and this is where Baglione begins. Baglione’s ‘Prima giornata’ is devoted to Gregory XIII, his ‘Seconda Giornata’ to Sixtus V (ruled 1585-1590), his ‘Giornata Terza’ to Clement VIII (ruled 1592-1605), his ‘Giornata Quarta’ to Paul V Borghese (ruled 1605-1621) and finally his ‘Giornata Quinta’ to Urban VIII Barberini (ruled 1623-), the Pope in office at the time of his writing (Baglione sneaks in artists who worked under short-lived Popes under the longer reigning neighbors). Baglione is much less scrupulous about death dates than Vasari but the organization of lives into pontificates does the trick for him. Thus within any single pope’s pontificate the death dates often do not follow in order, but every artist included there died during that pontificate. Thus during the ‘Prima Giornata’ of Gregory XIII, Baglione writes that Marcello Venusti ‘died under the pontificate of Gregory XIII (morì sotto il Pontificato di Gregorio xiii).’ 4 Remarkably, and much like Van Mander, when Baglione does include a death date they always follow in chronological order, even when they jump several artists. In one case he even does like Vasari when he places two artists who died in 1622, Ambrogio Buonuicino (d. July 1622) and Giovanni Battista Viola (d. Agosto 1622) in succeeding order by month of death. Still, the pattern does not make perfect sense as when he crams eight artists between Honorio Lunghi (d. 1619) and Carlo Lombardo (d. 1620). Confusing too is the presence of artists who did not die under the Pope’s with whom they are listed, like ‘Antonio da Urbino’ (Antonio Viviani) who merely left Rome during the Pontificate of Paul V, never to return (thus for all practical purposes, ‘dead’). Baglione, like Vasari, includes his Life last. As Vasari in the first edition, Baglione collected material on living artists like Ferraù Fenzoni but did not publish it. 5 Perhaps if he lived longer, he might have.  



 



 



 



 



1  Giovanni Baglione, Le vite de’ pittori scultori et architetti dal pontificato di Gregorio XIII. fino a’ tutto quello d’Urbano Ottavo, Le quali seguitano le Vite, che fece Giorgio Vasari, Rome, 1642, 3 vols. ; eds. Jacob Hess, Herwarth Röttgen, Vatican City, Biblioteca apostolica vaticana, 1995. On Baglione as author, see Maryvelma Smith O’Neil, Giovanni Baglione : Artistic Reputation in Baroque Rome, New York, Cambridge University Press, 2002, pp. 177-196. 2  On the desire to follow up Vasari in Florence, and the feeling that Baglione’s text represented merely a Roman follow-up, see the description of the project of Lionardo Dati in Edward Goldberg, After Vasari : History, Art, and Patronage in Late Medici Florence, Princeton (nj), Princeton University Press, 1988, pp. 10-13. 3  On this convention, see Smith O’Neil, op. cit., p. 186. 4  Baglione, op. cit., p. 22. 5  This life was put aside by Baglione and only published recently ; F. Todini (ed.), Pittura del seicento in Umbria : Ferraù Fenzoni, Andrea Polinori, Bartolomeo Barbiani, Todi, Ediart, 1990, app. i.  



 



 



 



 



Death Dates, Birth Dates and the Beginnings of Modern Art History  Baglione was a fairly talented artist, working closely in the late mannerist style of his friend the Cavaliere d’Arpino. But he shows himself to be remarkably opaque to the tides of taste that we now take for granted. The pantheon of great turn of the century artists and Baglione’s true contemporaries – Annibale Carracci and Michelangelo da Caravaggio – are found properly under the pontificate of Paul V Borghese, during whose reign they each worked last. But they are lumped there along with such old timers as Federico Zuccaro and Giovanni de’ Vecchi. Here Baglione’s use of the popes is entirely appropriate, for it is from the popes and other ecclesiastics that most artists get their work, and this was the real determiner. Baglione’s work no doubt spurred that of Carlo Ridolfi, Le maraviglie dell’arte, overo, Le vite de gl’illustri pittori veneti, e dello stato (1648). 1 The Venetians had been waiting for a response to Vasari and by the date of the appearance of Baglione’s Lives, Ridolfi had only managed a life of Tintoretto. It is no surprise that in attempting to rebut Vasari’s Florentine’s bias, Ridolfi came to use the same system that Vasari (and Van Mander and Baglione) had. At the close of the Le maraviglie dell’arte, Ridolfi puts in order the lives of Pietro Domini (d. 1631), Matteo Ingoli (d. 1631), Tomaso Sandrino (d. 1631), Francesco Zugni (1636), Giovanni Battista Bissone (1636), Domenico Tintoretto (d. 1637), Santo Peranda (d. 1638), Filippo Zanimberti (no date), Tibertio Tinelli (d. 1638), Claudio Ridolfi (d. 1644) and himself. Slightly confusing is that Ridolfi ’s lives are set apart, even when they are clustered by common students or children of a famous painter. But when this is taken into account, the pattern emerges clearly. Thus Zanimberti, a student of Peranda, naturally follows him, but Ridolfi leaves out his death date and merely records his age at death (51 years). Ridolfi also mentions out of order death dates, as in the case of Giovanni Battista Maganza (1509-1589). However, he is merely mentioned to set up his son, Alessandro Maganza (d. 1630), who after Marcantonio Bassetti (d. 1630) begins the list mentioned above. Similarly, Alessandro is followed by his brother, Giovanni Battista (d. 1617) who is out of order but closes the Maganza set of lives. As we know, it was Giovanni Battista Passeri who wished to succeed Baglione’s Vite, picking up after the Pontificate of Urban VIII, but whose lives were not published until some one hundred years later. 2 The manuscript versions edited by Jacob Hess differ slightly but it is abundantly clear from the structure of the book, to superficial lists that appear in manuscript form or the 1772 Zempel edition, that Passeri is interested in the date of death to order his lives. 3 The names and dates of death of the artists from Passeri’s Lives are included in the Appendix. To take a sampling we can look to the succession of Francesco Albani (d. 1660), Agostino Mitelli (d. 1660), Michelangelo Cerquozzi (d. 1660), Andrea  



 



 



1  Carlo Ridolfi, Le maraviglie dell’arte, overo, Le vite de gl’illustri pittori veneti, e dello stato, Venice, 1648 ; reprint Forni, Sala Bolognese, 1999 ; A. Carroll, On the Credibility of Carlo Ridolfi ’s Lives of the Venetian Painters, « Australian Art Journal », ii, 1980, pp. 51-62. 2  Giovanni Battista Passeri, Vite de’ pittori, scultori ed Architetti che hanno lavorato in Roma, morti dal 1641 fino al 1673, Rome, 1772 ; reprint, Forni, Sala Bolognese, 1976 ; ed. Jacob Hess, Worms am Rhein, Werner’sche Verlagsgesellschaft, 1995. 3  For the sake of simplicity, I simply follow the Zempel addition but see Hess’ annotations for further clarifications.  



 



 



 



 



 



Ian Verstegen 10 Sacchi (d. 1661), Giovan Francesco Romanelli (d. 1662), Gioseppe Peroni (d. 1663), Nicolo Poussin (d. 1665), and then beginning the papacy of Clement IX, Francesco Baratta (d. 1666), and Giovanni Angelo Canini (d. 1666). Passeri is like Baglione in organizing lives by Pope. But reaching less far back into the past, his dates are more precise and he has less need to guess where to place certain artists, which he only does on a couple occasions. Specifically, on the title page of the 1773 edition we read of artists who ‘died from 1641 to 1673 (morti dal 1641 fino al 1673).’ One manuscript orders the artists by Popes as had Baglione, and says ‘following in order the year in which they died [con l’ordine seguito degl’anni, nelli quali morirono].’ Finally, the artists themselves are introduced by the year they died, as ‘Domenichino, morto 1641.’ Further proof that Passeri organizes his lives by date of death is indicated in the errors that he commits like Vasari. For example, Girolamo Rainaldi (d. 1655) is followed by Jan Miel, who we know to have died in 1664 but is listed by Passeri instead as 1656. Miel is followed by Martino Lunghi who died in 1660 but the date given by Passeri is 1656. By modern dates, the succession of Rainaldi (1655), Miel (d. 1664) and Lunghi (d. 1660) backtracks but in Passeri’s reckoning makes sense : Rainaldi (d. 1655), Miel (d. 1656) and Lunghi (d. 1656). 1 The fact that Bellori’s Vite appeared when Passeri’s were written points to an acknowledged need for a successor to Baglione, and he seems to have begun his project with this aim. 2 However, he soon decided to pay attention only to those artists he liked, or else felt compulsion to treat, perhaps with some bias toward French artists in hopes of French patronage. 3 The artists’ lives are those of Annibale Carracci (d. 1609), Agostino Carracci (d. 1602), Domenico Fontana (d. 1607), Federico Barocci (d. 1612), Michelangelo da Caravaggio (d. 1610), Peter Paul Rubens (d. 1640), Anthony van Dyck (d. 1641), Francois du Quesnoy, Domenichino (d. 1641), Giovanni Lanfranco (d. 1647), Alessandro Algardi (d. 1654), and Nicolas Poussin (d. 1665). He wrote but did not publish biographies of Guido Reni, Andrea Sacchi and Carlo Maratta, obviously in the second two cases because the artists were still living. 4 Judging by the space devoted to each artist, it is clear that Bellori was most interested in Annibale Carracci, Domenichino and Poussin, and in fact Bellori’s attention to them has much to do with their status as the pantheon of classicism. Fontana and Barocci stand out in our eyes because of their early birth dates. Previtali ascribed the presence of Barocci and Fontana to the remnants of an earlier inclusive Vasarian  



 



 



 



 



1  This pattern is repeated immediately afterward with the lives of Guido Ubaldo Abatini, d. 1656, Louis Cousin, d. 1657 (1667) and Giuliano Finelli, 1657. 2  Gian Pietro Bellori, Le vite de’ Pittori, Scultori et Architetti Moderni, 1672, ed. Evelina Borea, Turin, Einaudi, 1976. Art History in the Age of Bellori : Scholarship and Cultural Politics in Seventeenth-Century Rome, eds. Janis Bell, Thomas Willette, Cambridge, Cambridge University Press, 2002. For a discussion of Bellori’s understanding of style, see Willibald Sauerländer, From Stilus to Style : Reflections on the Fate of a Notion, « Art History », vi, 1983, pp. 253-270, 258. 3  Bellori to Carlo Roberto Dati in 1668, in Bellori, ivi : ‘ho scelti alcuni pochi secondo il mio debile giudicio.’ See Giovanna Perini’s contribution to Bell, Willette, op. cit. 4  These were only discovered in 1942 in an eighteenth century manuscript in Rouen, and then another source of 1700 was discovered at the Institut Néerlandais in Paris ; c.f., Gian Pietro Bellori, Vite di Guido Reni, Andrea Sacchi, e Carlo Maratti (M. S. 2506 della Biblioteca municipale di Rouen), Rome, 1942. They are included together in the Borea edition, op. cit.  



 



 



 



 



 



Death Dates, Birth Dates and the Beginnings of Modern Art History 11 aim, calling the grouping ‘tutto sommato incongrua.’ Janis Bell made this difficult to sustain with her groundbreaking analysis of the composition of the Lives in terms of groups of three, whereby Fontana, Barocci and Caravaggio become ‘Italian predecessors of modern art.’ 1 Although it is true that the ensuing artists break into pleasing categories of three (Rubens, Van Dyke, Duquesnoy : ‘Flemings of great importance’ ; Domenichino, Lanfranco, Algardi : ‘Emilians of great importance,’ etc.), this pattern must be qualified with the fact that Bellori’s lives still follows a pattern with which we are now familiar. Most of the lives follow the order of death date : Agostino Carracci, Domenico Fontana, Rubens, Van Dyck, DuQuesnoy, Domenichino, Lanfranco, Algardi and Poussin. Annibale’s life is out of order but as the founder of Bellori’s stylistic chain holds a special place (like Leonardo da Vinci in Vasari’s lives). Barocci and Caravaggio are out of order too. As Giulio Carlo Argan first argued, Barocci serves as a didactic foil to Caravaggio to show the proper use of diligence, hence Barocci’s placement before Caravaggio, even though Caravaggio predeceased him. 2 Not unlike his contemporary Passeri whose very subtitle named artists who ‘died between 1641 until 1673,’ Bellori measured fame by death date. Thus in spite of the particular nature of Bellori’s enterprise he cannot help constructing his lives according to the standard pre-modern scheme. The scheme sketched so far carried on into the eighteenth century. Antonio Palomino’s Vidas de los pintores y estatuarios españoles of 1724 continued to use it. 3 The lives of Joachim von Sandrart on 1675 (L’academia tedesca della architetura, scultura et pictura : Oder Teutsche Academie der Edlen Bau-, Bild-, und Mahelrey-Künste) and Count Carlo Cesare Malvasia of 1687 (Felsina Pittrice : Vite de’ Pittori Bolognesi) are the legitimate turning points in artist’s biographies, in different ways. 4 Malvasia’s nationalistic commitment to the Bolognese school left him free to order his lives as he wished. Thus a wide gap separates the lives of Guido Reni and Domenichino who died only a year apart. Sandrart, on the other hand, made no effort to add to Van Mander, even though he claimed to cover both Hoch and Nieder-Teutsch artists. His lives are loosely strung together with the novel and arbitrarily appended lives, some times up to 30 (noch sieben Leben…). What is common to both is a commitment to detail. Malvasia printed whole letters that he came across in his research. However, both he and Sandrart shied away from birth and death dates, probably knowing that  



 



 



 



 



 



 



 



 



 



1  Janis Bell, Introduction, in Bell, Willette, op. cit., pp. 1-52, 49. 2  Giulio Carlo Argan, Il realismo nella poetica del Caravaggio, in Idem. Studi e note dal Bramante al Canova, Rome, Bulzoni, 1970. On this theme, see further Giovanni Previtali’s introduction to the Borea edition, op. cit. Argan sees the Barocci-Caravaggio pairing to be diligenza-prestezza and Previtali, theorypraxis. 3  Antonio Palomino de Castro y Velasco, Vidas de los pintores y estatuarios españoles, part iii, El museo pictórico y escala óptica ; Madrid, 1724 ; Madrid, M. Aguilar, 1947 ; Eng. transl. Lives of the Eminent Spanish Painters and Sculptors, translated by Nina Mallory, Cambridge, Cambridge University Press, 1987. 4  Joachim von Sandrart, L’academia tedesca della architetura, scultura et pictura : Oder Teutsche Academie der Edlen Bau-, Bild-, und Mahelrey-Künste, 1675 ; Joachim von Sandrarts Academie der Bau-, Bild- und Mahlerey-Künste von 1675 : Leben der berümten Maler, Bildhauer und Baumeister, ed. A. R. Peltzer, Farnborough, Gregg, 1971 ; Carlo Cesare Malvasia, Felsina Pittrice : Vite de’ Pittori Bolognesi, Bologna, 1687 ; Bologna, A. Forni, 1974.  



 



 



 



 



 



 



 



 



Ian Verstegen 12 these would set off chronicling expectations in contemporary readers’ minds. Thus by submerging dates, an apparently anti-scientific gesture, the authors get closer to a stylistic account of history. Furthermore, the desire to be exhaustive, as shown in Sandrart’s tacked-on biographies, aids the stylistic flow by highlighting only the big names while submerging expectations once again of chronicle. Filippo Baldinucci’s Notizie de’ Professori del disegno da Cimabue in qua, per le quali si dimostra come e per chi le bell’arti di Pittura, Scultura e Architettura... (1681-) marks the definitive break in artists’ biography. 1 Writing so soon after Bellori, he could not carry on the chain of Vasari-Baglione-Passeri/Bellori. Instead, he sought to recapitulate the whole history of art. Instead of papacies, he organized his Notizie according to centuries and decades. The first century is the dugento, thus, the seventeenth century is his 5th century. By forcing himself to place an artist according to decade, he has a choice to make in the case of artists of unknown death dates. Instead of guessing, as had Baglione, he opts instead for the date of the artist’s ‘flourishing’ (fioriva). Thus the artist Cigoli (Ludovico Cardi), who died in 1613, is included in the 9th decade of the 4th century (1600s), with a flowering listed as ‘dal 1580 al 1590.’ ‘Flowering’ is an abstract notion of ‘achieving fame’ or ‘period of greatest activity’ that was used already by Vasari when he didn’t know dates. 2 Perhaps Baldinucci’s need to recapitulate all of Vasari and Baglione forced him to approximate more and he carried it into the later lives ; but it had important consequences. To return to Cigoli, Baglione would have included him in the seventeenth century, with Paul V. The 9th decade includes not only Cigoli, but also Ludovico, Agostino and Annibale Carracci as well as the elderly Barocci. They were in company in Baglione too, so not much has changed. But the consequences of Baldinucci’s changed criteria can be seen with what he does with painters of unknown dates. Henceforth, they fall into their generation rather than simple death date. This is a first step in departure from early modern biographers toward an independent idea of achievement. In a sense, Baldinucci is taking the step taken long before by Machiavelli in his Storie Fiorentine when as chancellor he refused to simply update the chronicle of Florentine history but instead restated his predecessors’ work according to a new principle. 3 Burdened by so many centuries of art, it was almost inevitable for Baldinucci, or someone soon after him, to succumb to the weight of tradition and lose the genetic tie to past achievement. Henceforward, everything would be historical points of achievement or ‘flowering.’ The attention to flowering, however, brought on its natural consequence, the emergence of the birth date as the natural newer point of organization. Thus Arnold Houbraken used birth dates exclusively and dispensed with the death date as an ordering principle entirely in his De groote schouburgh der  



 



 



 



1  Filippo Baldinucci, Notizie de’ Professori del disegno da Cimabue in qua, per le quali si dimostra come e per chi le bell’arti di Pittura, Scultura e Architettura..., i, 1681 ; ii, 1686 ; iv, 1688 ; v, 1702 ; iii and vi, 1728 ; ed. Paola Barocchi, Florence, 1975 ; Goldberg, op. cit. 2  See for example the Life of Jacopo Palma and Lorenzo Lotto, where Vasari mentions Rondinello : ‘at the same time Rondinello, an excellent painter, flourished in Romagna (Fiorì in questo tempo, ancora in Romagna, il Rondinello pittore eccelente) ; vol. 3, p. 18 ; and Italian, p. 789. However, Vasari is much more likely to say ‘his works were about (circa) such a year.’ 3  Niccoló Machiavelli, Istorie fiorentine, Florence, Sansoni, 1962.  
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13 Nederlantsche konstschilders en schilderessen of 1718-21. 1 Similarly, Lione Pascoli went on to use the birth date system a few years later in his Vite de’ Pittori, Scultori ed architetti moderni scritte e dedicate alla Maestà di Vittorio Amedeo Re di Sardegna of 17306. 2 A system in use for almost two hundred years was overturned and the normal method of organizing lives was completely abandoned and in fact reversed. Style is implicit in artists’ biographies from Vasari onward, but the death date acts effectively as a brake on its observation or, at least, its textual demonstration. The fioriva of Baldinucci is a gross stylistic determiner because it requires that a career be pinpointed within a decade. Similarly, Houbraken’s birth dates seem eminently antiquarian but also will tend to group artists by a generational style, since artists of a similar age will tend to be trained in a similar style. Historical distance should also not be underestimated. Vasari’s vantage point in the mid-sixteenth century allowed him to block off the trecento and quattrocento as distinct stylistic entities. This was radicalized by Baldinucci with his fifth century ending as he wrote. As I have shown, documentary requirements precisely anchored history into a form of chronicling, whereas distance allowed stylistic observation. Thus it should come as no surprise that it is in the work of ancient art that Winckelmann made his fundamental contribution to ‘show the origin, progress, change, and downfall of art, together with the different styles of nations, periods and artists, and to prove the whole as far as it is possible, from the ancient monuments now in existence.’ 3 In the Geschichte der Kunst des Altertums of 1764 Winckelmann wrote about ancient artists for whom there was at least some documentary evidence ; and as we have seen, writers of artists’ lives adopted ancient models of biography. But his use of primary visual documents – above all sculptures and gems – radicalized the Wunderkammer tradition to match, not works with known artists, but works along a stylistic arc. Unlike Vasari and his followers, Winckelmann was dealing with a closed system, and the stylistic succession stood out in its clarity. Historical distance also allowed Winckelmann to take the evident stylistic disparity, analogize to contemporary art, and take seriously the notion of contemporary decline that had been only rhetorically entertained previously. Winckelmann had an active disdain for Bernini and Borromini in a way that was only possible for someone who finally believed in the link between the unity of styles (art, literature, etc.) as a reflection of politics.  



 



 



 



1  Arnold Houbraken, De groote schouburgh der Nederlantsche konstschilders en schilderessen. Waar van ‘er vele met hunne beeltenissen ten tooneel vorschvnen en hun levensgedrag en konstwerken beschreven worden : zynde een vervolg op het Schilderboek van K. v. Mander, Amsterdam, 1718-21 ; Amsterdam, B. M. Israël, 1976. On Houbraken, see H. Horn, The Golden Age Revisited : Arnold Houbraken’s Great Theatre of Netherlandish Painters and Paintresses, Doornspijk, Davaco Publishers, 2000. 2  Lione Pascoli, Vite de’ Pittori, Scultori ed architetti moderni scritte e dedicate alla Maestà di Vittorio Amedeo Re di Sardegna, 2 vols., Rome, 1730-6 ; Amsterdam, B. M. Israël, 1965 ; eds. Valentino Martinelli, Alessandro Marabottini, Perugia, Electa Editori Umbri, 1992. On Pascoli, see E. Battisti, Lione Pascoli scrittore d’arte, « Rendiconti della Accademia Nazionale dei Lincei », viii, 1953, pp. 122-51. 3  Winckelmann, Geschichte der Kunst des Altertums, 1764 ; Darmstadt, Wissenschaftliche Buchgesellschaft, 1972 : ‘den Ursprung, das Wachstum, die Veränderung und den Fall derselben, nebst dem verschiedenen Stile der Völker, Zeiten Künstler lehren, und dieses aus den übriggebliebenen Werken des Altertums, so viel möglich ist, beweisen.’  



 



 



 



 



 



 



 



 



Ian Verstegen To be sure, Winckelmann was more influenced by his predecessors and contemporaries than he cared to admit. 1 Yet, in most cases, he was crucially influenced by the latest sciences of Buffon and Caylus, rather than old models of artists’ lives. 2 Furthermore, there is something quite innocent in Winckelmann’s project. He used Nachahmer without the Romantic connotations of the ‘epigone’ and did not understand the consequences for modern art that his theories implied. 3 Nevertheless, style has finally subordinated chronicle definitively, and date naming serves its function rather than the other way around. It is evident that Vasari’s and the other writers’ concern is not just pragmatic but reveals some fundamentally pre-modern attitudes about fame and accomplishment. The point is made clearest with Raphael, whose post-Romantic reputation has warped our understanding of what the Renaissance understood as his achievement. 4 Raphael was for Vasari a great artist, but his death had robbed him of further fame. Association with a great popes like Julius II and Leo X assured him accomplishments that could never be denied, but each artist on up to Vasari himself (occupying the last life) competed with Raphael and believed to have equaled if not surpassed him. The same could be said for Van Mander, Baglione and Passeri. Here their identity as painters is important. Vasari’s attitude to someone like the young Taddeo Zuccaro, or the numerous giovani that he had seen trained under his eyes, was pragmatic. He could not afford to dismiss them ; they were masters no matter what their age and they won prestigious commissions in competition with Vasari. Taddeo’s experience with the Farnese alone qualified him for serious treatment so that after around twenty years of age, the playing field was leveled for all competing artists. 5 Bellori’s discussion of Annibale is analogous to Vasari’s of Raphael. Baglione knew that Annibale’s achievement, although cut short, was special in some way. However, for the purposes of his history Annibale finished his work (actually somewhat charitably, as with Barocci) under Paul V. A post-romantic notion of fame cannot adjust a pragmatic schema. 14



 



 



 



 



 



 



Conclusion In engaging the question of the emergence of a modern art historical sensibility, it is useful to distinguish superficial from deep-structural historical techniques. Superficial techniques, like the use of archival documents, inscriptions and visual evi1  See for example K. Pomian, Mariette et Winckelmann, « Revue germanique internationale », xiii, 2000, pp. 11-38. 2  On Buffon and Caylus, see Wolf Lepenies, Autoren und Wissenschaftler im 18. Jahrhundert : Linne, Buffon, Winckelmann, Georg Foster, Erasmus Darwin, Munich, Carl Hanser, 1988, and Carlo Ginzburg, Style as Inclusion, Style as Exclusion, in Picturing Science, Producing Art, eds. Peter L. Galison, Caroline A. Jones, London, Routledge, 1998. 3  Alex Potts, Political Attitudes and the Rise of Historicism, « Art History », i, 1978, pp. 191-213. 4  It took neo-Classicism to apply a cyclical view to cultural growth to see Raphael and his period as the ‘High’ Renaissance and consequently his successors as epigones. This movement is sketched in Denis Mahon, Studies in Seicento Art and Theory, London, Warburg Institute, 1947. 5  The result of Creighton Gilbert’s classic article (When Did a Man in the Renaissance Grow Old ? « Studies in the Renaissance », xiv, 1967, pp. 7-32) was that artists could be independent masters already at twenty, causing a revision of our tendency to backdate artists’ birthdates to a respectable age.  



 



 



 



 



 



 



 



Death Dates, Birth Dates and the Beginnings of Modern Art History 15 dence, are features of contemporary scholarship. Only deep-structural techniques determine an essentially modern or (in its absence) a pre-modern mentality. The use of a pre-modern device like the chronicle is one such technique with far reaching consequences. Separating the two, as this essay has attempted, helps the situation. It leads us to conclude that, in spite of a much more complicated picture of early modern biographical writing about art, we can still uphold the traditional story according to which Winckelmann gave up on the biographical model altogether and thereby founded modern art history based on style. The abandonment of birth and death dates shows how literally this is true. He indeed did give up the biographical model because he refused to string lives together according to any chronological sequencing model.
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Appendix Order of Lives (with date of death ; if incorrect the correct date is given in parenthesis ; dates out of order indicated with an asterisk).  



Vasari (1568), Book 3 Leonardo da Vinci, no date (1519) Giorgione, no date, 1511 Correggio, circa 1512 (1534) Piero di Cosimo, no date (1524) Bramante, 1514 Fra Bartolomeo, 1517 Mariotto Albertinelli, circa 1512 Raffaellino del Garbo, 1524 Torrigiano, circa 1515, 1522 Giuliano and Antonio di San Gallo, 1517 and 1534 Raphael, 1520 Gulglielmo da Marcilla, 1537 Cronaca, 1509 Domenico Puligo, 1527 Andrea da Fiesole, 1522 Vincenzio da San Gimignano and Timoteo Viti, 1524 Andrea Sansovino, 1529 Benedetto da Rovezzano, after 1550 Baccio and Raffaello da Monte Lupo, circa 1533 Lorenzo di Credi, 1530 Lorenzetto and Boccaccino, 1541 and no date Baldassare Peruzzi, 1536 Il Fattore and Pellegrino da Modena, circa 1528 and no date Andrea del Sarto, 1530 Properzi de’ Rossi, no date Alfonso Lombardi, Girolamo Santacroce, Dosso and Battista Dossi, 1536, 1537, no date, no date Pordenone, 1540 Giovanni Antonio Sogliani, no date Girolamo da Treviso, 1543 Polidoro da Caravaggio and Maturino, 1543 Rosso Fiorentino, 1541 Bartolomeo da Bagnacavallo and others, circa 1506-1542 Franciabigio, 1525* Morto da Feltro and Andrea di Cosimo Feltrini, date Marco Calabrese, 1502-1542



 



Francesco Mazzuoli, 1542 Jacopo Palma and Lorenzo Lotto, no dates Fra Giocondo and Liberale di Verona, 1536 Francesco Granacci, 1543 Baccio D’Agnolo, 1543 Valerio Vicentino, Giovanni da Castel Bolognese and Matteo dal Nasaro Veronese, no date, Pentecost 1555, 1546, no date Marcantonio Bolognese, no date Antonio da Sangallo, 1546 Giulio Romano, 1546 Sebastiano del Piombo, 1547 Perino del Vaga, 15 November 1547 Domenico Beccafumi, 18 May 1549 Giovann’antonio Lappoli, 1552 Niccolò Soggi, no date Il Tribolo, 7 September 1550 Perino da Vinci, no date Baccio Bandinelli, 1559 Giuliano Bugiardini, 1556 Cristoforo Gherardi, 1556 Jacopo da Pontormo, no date Simone Mosca, 1554. Girolamo Genga, 11 July 1551, and Bartolomeo Genga, 20 January 1558 Michele Sanmicheli, 1559 Sodoma, 1554 (1549) Bastiano da San Gallo, 31 May 1551 ; Bacchiacca, 1557. Benvenuto Garofalo, 6 September 1559. Ridolfo Ghirlandaio, 1560. Giovanni da Udine, 1564. Battista Franco, 1561. Giovan Francesco Rustichi, no date (1554). Fra Giovann’ Agnolo Montosorli, 30 August 1563. Francesco Salviati, 11 November 1563. Daniele da Volterra, 4 April 1566. Taddeo Zuccaro, 1 September 1566. Michelangelo Buonarroti, 1564. Living Artists…  



Van Mander (1604), Second Book Lucas van Leyden, 1533



Death Dates, Birth Dates and the Beginnings of Modern Art History Jan den Hollander Quintijn Messijs Jeronimus Bos Cornelis Cornelisz. Kunst, 1544 Lucas Cornelisz. de Kock Jan van Calcker, 1546 Pieter Koeck Joachim Patenier Herri de Bles Lucas Gassel Lambert Lombardus Hans Holbeen, 1554 Jan Cornelisz. Vermeyen, 1559 Joan de Mabuse Augustijn Joorisz, 1552 Joos van Cleef Aldegraef Jan Swart Frans Minnebroer Jan Mostart, 1555/6 Adriaen de Weerdt Hendrick and Martin van Cleef Antonis Mor Jacques de Backer Mathijs and Jeroon Kock, 1570 Willem Key, 5 June 1568 Pieter Brueghel Joan Schoorel, 6 June 1562 Aertgen van Leyden, 1564 Joachim Buecklaar Frans Floris, 1570 Pieter Aertsen, 2 June 1573 Marten Hemskerck, 1574 Rijckaert Aertsz, May 1577 Hubertus Goltz, 1583 Pieter Vlerick, 1581, and Carel van Yper, 1563/4 Antonis van Montfoort, 1583. Lucas de Heere, 29 August 1584. Jacques Grimmaer Cornelis Molenaer Pieter Balten Joos van Liere, c. 1583. Pieter, c. 1583, and Frans Pourbus, 1580. Marcus Geerarts Chrstoffel Swarts, 1594 Michael Coxcie, 1592. Dirck Barentsen, 1592. Lucas and Martin van Valckenborgh
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Hans Bol, 20 November 1593 Frans and Gillis Mostart, 1601 Marinus de Seeu Hendrick van Steenwijck, 1603 Bernaert de Rijcke Gielis Coignet, 1600 Jooris Hoefnaghel, 1600 Aert Mijtens, 1602. Joos van Winghen, 1603. Marten de Vos, 1604. Living Artists… Baglione (1642), Giornata Quarta (Paolo V) P. Gio. Battista Fiammeri Ottaviano Mascherino Cope Fiammingo Adamo Tedesco Francesco Zucchi Antonio da Urbino Girolamo Massei Agostino Caracci Annibale Caracci Antonio da Faenza, 1609 Francesco Vanni, 1610 Gio. Battista Milanese Pasquale Cati da Iesi Camillo Mariani, 1611 Niccolò Cordieri, 1612 Cesare Nebbia Durante Alberti, 1613 Cavalier Ventura Salimbeni Silla da Vigiù Federico Zucchero Niccolò da Pesaro Pietro Fachetti, 1613 Gio. de’ Vecchi, 1614 Cesare Torelli Giovanni Fontana, 1614 Cherubino Alberti, 1615 Federico Barocci Flaminio Pontio Michelangelo da Caravaggio Andrea d’Ancona Horatio Borgianni Lavinia Fontana Lodovico Lione Padovano Carlo Venetiano Bernardino Cesari
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Gio. Battista da Novara Antonio Caracci Thomasso della Porta, 1618 Lodovico Cigoli Honorio Lunghi, 1619 Terentio da Urbino Bartholomeo Manfredi Giovanni Guerra Padre Cosimo Cappuccino Christofano e Francesco Stati da Bracciano Anastagio Fontebuoni Vespasiano Strada Martio di Cola Antonio Carlo Lombardo, 1620 Cesare e Vincenzo Conti Tarquinio da Viterbo Paolo Ressetti da Cento, 1621 Ambrogio Buonuicino, July 1622 Antonio Scalvati Giovanni Battista Viola, August 1622. Rosato Rosati Giovanni Fiammingo Giornata Quinta (Urbano VIII) Giacomo Palma Bernardo Castelli Pier Francesco Moranzone Bartolomeo dei Crescenzi, 22 September 1625 Tomasso Salini, 13 September 1625 Cristofano Roncalli, 14 May 1626 Antiveduto Grammatia, 13 January 1626 Cesare Rossetti Paul Bril, 7 October 1626 Baldassare Croce, 1628 Prospero Orsi Avanzino da Città di Castello, 1 January 1629 Antonio Pomarancio Paolo Guidotti, 1629 Pietro Bernini, 29 August 1629 Cristofano Casolano Carlo Maderno Francesco Nappi Giovanni Serodine Innocenzio Taccone Giovanni di San Giovanni Antonio Tempesta, 5 August 1630 Matteo Zaccolini, 19 August 1630 Biagio Betti, 8 August 1615 Agostino Ciampelli



Ottavio Padovano Paolo S. Quirico Domenico Ferrerio, November 1630 Mario Arconio Pompeo Targone Domenico Passignano Andrea Commodo Filippo Napolitano Giacomo Stella Valentino Francese Guglielmo Bertolot Antonio Casone, January 1634 Ippolito Buzio, 22 October 1634 Francesco Parone, October 1634 Pietro Paolo Gobbo Giovanni Giacopo Semenza Stefano Maderno, 1636 Bartolommeo, January 1637, and Filippo Brecciolo, 16 April 1627 Pompeo Ferrucci Baldassare Galanino, 1638 Marcello Provenzale, 1639 Giuseppe del Bastaro Stefano Speranza Sigismondo Laire, 1639 Giovanni Valesio Giuseppe Franco Tommaso Luini Giovanni Battista Speranza Orazio Gentileschi Giovanni Battista Ruggieri Pietro Paolo Rubens, 1640 Giovanni Battista Crescenzi Giuseppe Cesari, 3 July 1640 Giovanni Antonio Lelli, 3 August 1640 Gasparo Celio, 24 November 1640 Domenico Zampieri, 15 April 1641 Girolamo Nanni Ridolfi (1648) Giovanni Battista Maganza (1509-1589)* Alessandro Maganza (1556-1630) Giovanni Battista (d. 1617) Marcantonio Bassetti (d. 1630) Pietro Domini (1592-1631) Matteo Ingoli (d. 1631) Tomaso Sandrino (d. 1631) Francesco Zugni (1636) Giovanni Battista Bissone (1636)



Death Dates, Birth Dates and the Beginnings of Modern Art History Domenico Tintoretto (d. 1637) Santo Peranda (1566-1638) Filippo Zanimberti (b. 1585) Tibertio Tinelli (1586-1638) Claudio Ridolfi (d. 1644) Carlo Ridolfi (living) Bellori (1672) Annibale Carracci, 1609. Agostino Carracci, 1602. Domenico Fontana, 1607. Federico Barocci, 1612. Michelangelo da Caravaggio, 1610. Peter Paul Rubens, 1640. Anthony van Dyck, 1641. Francois du Quesnoy Domenichino, 1641. Giovanni Lanfranco, 1647. Alessandro Algardi, 1654. Nicolas Poussin, 1665. Passeri (1673) Domenichino, 1641. Pieter van Laer, 1642. Baccio Ciarpi, 1642. Guido Reni, 1643 (1642). Francois Duquesnoy, 1643. Agostino Tassi, 1644. Francesco Mochi, 1646 (1654).



Giovanni Lanfranco, 1647. Giovan Battista Calandra, 1648 (1644). Andrea Camassei, 1648 (1649). Vincenz Armann, 1649. Alessandro Turco Pietro Testa, 1650. Angelo Caroselli, 1653 (1652). Alessandro Algardi, 1654. Girolamo Rainaldi, 1655. Jan Miel, 1656 (1664). Martino Lunghi, 1656 (1660). Guido Ubaldo Abatini, 1656. Louis Cousin, 1657 (1667). Giuliano Finelli, 1657. Caterina Ginnasij Francesco Albani, 1660. Agostino Mitelli, 1660. Michelangelo Cerquozzi, 1660. Andrea Sacchi, 1661. Giovan Francesco Romanelli, 1662. Gioseppe Peroni, 1663. Nicolo Poussin, 1665. Francesco Baratta, 1666. Giovanni Angelo Canini, 1666. Guercino, 1667 (1666). Francesco Boromini, 1667. Pietro Francesco Mola, 1668 (1666). Pietro Berrettini, 1670 (1669). Salvator Rosa, 1673.
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