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FOREWORD

E theme of this book, the reader will find, is Roma sparita, an expressive

lItalian phrase which might best be rendered in English by ‘the Rome that used

to be.” Its author is not lacking in respect toward the archaeologists and their learned

reconstruction of the ancient city, but it is Rome of the Middle Ages, the Renaissance,

and the Romantic Movement that has intrigued her mare, and impelled her to confront

the present aspect af the city's historic sites and monuments with what they looked like
long aga.

And before they were divested, as the archaeologists desired, of their patient
accumulation, over centuries, of picturesque debris (so fertile of herbage and flowers
that two whole monographs have been written on the flora of the Colosseum), or befare
their transformation at the hands of medieval barons and renaissance princes, How-
ever much e may admire the skill with which the scholars can re-make ancient
Rome, and peaple it, as Lanciani does tn his fascinating books, with authentic
Romans, the net result of such resurrection is to meet ourselves again, so up-to-date do
these Romans seem who planned and inkabited the imperial city. They lived in flats,
went to the theatre (with tickels), piped their houses, had central hot-air heating, a
Jire-department, and police. An interesting result of the reconstruction of the ancient
Roman Forum is to bring to light ansther of the many facets of the genius of Julius
Gaesar. He was, among other things, a city-planner, who not only rearranged the
Forum, but seems to have initiated the master-plan of that magnificent avenue of
imperial forums which opened up easy and monumental communication belween the
old southern city and ils new extensions into the Campus Martius and the Esquiline.
He was, in fact, a person with whom one could talk in contemporary terms about
circulation of crowds, sewage disposal, zoning laws, fire hazards, and water-supply.
The reconstructed models of the Rome he dreamed of, realized in the imperial age, are
products of endless research and learming, but all in all they bear a remarkable
likeness to Washington, D.C.

The writer of this foreword confesses to a nostalgia for the other Rome *that wsed
to be', and its “marvels’. He belongs to a generation that knew the city before the
monument lo Victor Emmanuel inserted its huge whiteness into the mellow tone of
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weathered travertine and rose-and-yellow plastered walls which is the normal Roman
colouring, and responsible, he suspects, for the jewelled beauty of its summer twilights.
Nor, when he was young and a student in Rome, had the Fascist aniiguarians as yet
denuded the ancient buildings of their secular aceretions and left them naked skeletons
of brick and concrete. Admirable and efficient in the last degree as museum pieces, they
have somehow lost their age. Who, gazing at the present dismal shell of the Mauso-
leum of Augustus, can dream of the golden epoch of the Empire and its founder?

In truth, the word Rome has overtones which time alone has added, reimbursing
what i took away. The overtones are all time's contribution: spots recalling old
tragedies, such as that doorway across the Corso from the Café Aragno where an
Orsini once ran a Colonna through in a quarrel; the flavour of papal Rome in the
verses of Gioacchinoe Belli, evoked by the statue standing al the entrance to his
beloved, noisy, proletarian Trastevere: the desp tranquillity one can find in the
churches and gavdens of the Aventine; the old oak passed as you come doun the
Janiculum, where Tasso sat.

The undertone, persistent and ubiquitous, is of course the hoary antiquity of the
city, the oldest great city that still retains its grandeur. But its antiquity is enriched by
what men have thought and written about it, and the beauty they have found in it to
paint and draw. The reader is led by this book through the city’s acoumulated past,
through Rome la grande of the medieval troubadours, the ruined capital of the
world thal stirred the imagination of the Renaissance, the Mecca of romantic poets,
painters, and seulptors, inspiration of Byron and Shelley, Hawthorne and Longfellow.
It is of time-encumbered Rome that Miss Scherer writes, when

*Over all
Was spread the mantle of compassionate age,
Veiling disintegration with a pall
Of clinging ivy, moss, and saxifrage.”

C. R. Morey



ACKNOWLEDGMENTS

Tas book is a work of collaboration; T shall never know exactly how many have
helped, directly or indirectly, in its preparation, but to one and all T owe the
deepest gratitude. Whatever errors may remain are due to none of my co-workers
and critics, but solely 1o my own human frailty,

Two men have been most Jargely responsible for whatever pleasure the book
may alford: Francis Henry Taylor, Director of the Metropolitan Museum, who
gave it his encouragement from the beginning and made possible the photography
and the months of selecting and checking fresh material in Rome; and Charles
Rufus Morey of Princeton, whose emphasis on the continuity between the ancient
and the medieval world has long been an inspiration to many. As Cultural
Attaché at the American Embassy during my stay in Rome, he made possible and
pleasant most of the special photagraphy of Roman monuments; as editor, during
the revision of the text, he made freely available his rich store of knowledge
gathered through a long and intimate acquaintance with the city.

My thanks are due, as well, to the members of the Metropolitan Museum's staff
who have tirelessly called my attention to all matters concerned with Rome. They
are extended especially to Walter Hauser and Stuart M. Shaw for their generons
sharing of knowledge gained from architectural training and from residence in
Rome; to Lillian Green for unfailing help in many kinds of need: to Marcia Harty
for guidance through the mazes of indexing; to Albert Ten Eyck Gardner for in-
valuable suggestions concerning American artists who worked in Rome; to
Marjorie J. Milne for transtations from Poggio Bracciolini; 1o A. Hyatt Mayor and
Alice Newlin for their help in locating old prints: to Alice Franklin and Mary
Kinsella for similar guidance among old photographs; to the staff of the Museum's
library, without which the work could not have been carried on 3 to Edward Milla
and Thomas McAdams for skilful photographing of material in the Museum’s
collections; and to Marshall B, Davidsan for his editorial advice and his guiding
hand throughout. Finally, I am deeply grateful to the Trustees of the Museum for
making possible the publication of the book.

Among others in the United States, my deepest thanks are due to Edgar P.
Richardsom, Director, and John S. Newberty, Jr., Curator of Graphic Arts of the
Detroit Institute of Arts, for help in assembling material from that museum’s col-
lections, especially its unique group of drawings by Thomas Cole; to Henry Sayles
Francis, Curator of Prints and Drawings of the Cleveland Museum of Art ; and o
Ono Wittman, Jr., Assistant Director of the Toledo Museum of An, for many
helpful suggestions; to Edna Donnell for her guidance through the rich store of
drawings in Cooper Union; to W. G, Constable, Curator of Paintings in the
Muscum of Fine Arts, Boston, for suggestions concerning material there: to Helen



Vi MARVELS OF ANCIENT ROME

Willard for advice concerning that in the Fogg Art Musenm at Harvard; to the
late Henry Wadsworth Longfellow Danaz for making freely available the note-
books and journals of his grandfather and grandmother; to Mrs. Maric de Mare
for information concerning the paintings of her grandfather, George Peter
Alexander Healy, in Rome; to Van Wyvck Brooks and George S. Hellman for
aiding in the search for probably non-existent Roman drawings by Washington
Irving; to Hildegarde Hawthorne Oskinson and Louise Hall Tharp for similar aid
in secking Roman drawings by Sophia Peabody Hawthorne; to Dr. Charlotte
Weidler; 1o Helmut von Erifa of Rutgers University for helping in the search for
possible sketches of Roman monuments by Benjamin West; to Mis. Ralph
Catterall of the Valentine Museum, Richmond, for procuring a photograph of
Moses Ezekicel's studio in the Baths of Diocletian; w Mary Alves of Life Magazine
for kind assistance; to Edward Coykendall and Mrs. Louis P. Church for the
photographs of Vanderlyn's Areh of Titus and Cole's Protestant Burying- in
their respective collections; to Ernest Nash for permitting me to choose frecly
from his wide and well-documented collection of photographs of Rome; to Aldo
M. Magzio, [talian Consul-General in New York, and the members of his staff, for
much checking of current information; w Lino Lipinsky de Orlov for many sug-
gestions; to the stail of the Frick Art Relerence Library, the New York Society
Library, the Print Room of the New York Public Library, and Avery Architec-
tural Library at Columbia University for their patience in answering interminable
questions and making available their rich collections; to Theodore Heinrich, of
Monuments, Fine Arts and Archives, for assuring me of the safety of Marten van
Heemskerck's sketchbook and for many valuable suggestions; and, finally to Anne
O'Hare McCormick of The New Tork Times for the spark of enthusiasm which
helped to revive a flagging spirit.

To muny whom I knew in Rome my debt is very great, My thanks belong in
special degree o Dr. Albert William Van Buren, Professar Emeritus of Archaeo-
logy at the Amenican Academy it Rome, for his tireless reading and criticism of the
classical sections of the text and for his generous introductions to his friends among
the scholars and archacologists of Rome; to Marion Elizabeth Blake, Fellow of the
American Academy, for her advice concerning construction and for the sharing
ol her own feeling for the living past of Rome; to Laurance P. Roberts, Director,
and to the staff of the American Academy for their kindness in making me feel ot
home and for their help through the mazes of appointments and correspondence in
a foreign tongue; and to Frank E. Brown of Yale University and the Academy's
School of Classical Studies for helpful suggestions. My gratitude is especially due
to the Academy's Libranan, Colonel Peter de Dachn, and his assistant, Inez
Longobardi, who not enly guided me in the use of the Academy's own library, but
also helped me with Tegard to other institutions in the city, such as the Gabinetto
delle Stampe and the Biblioteca Nazionale Centrale: to the staff of the United
States Information Service in Rome; and 1o Dr. Isabelln Panzini, who, as Mr,
Morey's invaluable assistant av the American Embassy, helped to make smooth



ACEKENOWLEDGMENTS [ §.4

my path. T am most grateful, also, to Prince Colonna for permission to photograph
the ancient ruins in the Colonna Gardens on the Quirinal.

Among those in charge of antiquities, muscums, and other national services of
Rome, my deepest thanks are due to Professor Antonio Maria Colini, Director of
the Musei Communale di Roma and of the excavations of the Capitol and other
monuments, as well as to his colleague, Professor Carlo Pietrangeli; to Professor
Pictro Romanelli, Superintendent of Antiquities in the Forum and Palatine: to
Professor Salvatore Aurigemma, Director of the Muses Nazionale Romana, for
permission to photograph there and for checking information concerning the his-
tory of the Baths of Diocletian; to Professor Carlo d"Aloisio da Vasta, Director of
the Modern Section of the Museo di Roma, for permission to photograph material
in its collection; most especially to Profesor Vito Coppola, Director of the
Gabinetto Fotografico Nazionale, without whose co-operation the necessary
photographs might never have been secured at all; to Professor Maurizio Borda,
who acted as interpreter; and to the Gabinetto’s photographer, Angelo Carletti,
who recorded the eternal magic of sunlight and cloud as well as the shape and
texture of Roman monuments, Besides these, I am also indebted to John Ward
Perkins, Director of the British School in Rome, for the use of that school's
library; to Vera Cacciatore, Librarian of the Keats-Shelley Memorial, for much
help especially in locating the grave of that Charles Mills whose name still haunts
the site of the old Villa Palatina; to Virginia Vaeca for providing a photograph of
the painting of Moses Ezekiel on hisstudio balcony in the Bathsof Diocletian, and to
Anita Vedder for the treasured gift of her father’s drawing of the Baths of Caracalla.

There are others, met, as it were, in passage and forming a link between the
United States and Rome, to whom 1 am deeply grateful: Dorothy Robathan of
Wellesley College, who helped me both in this country and in Rome; Eva Maria
Sanford of Sweet Briar College, who gave me permission to use her translation
from the work of Alcuin; Theodor Mommsen of Princeton, who gave me
many valuable suggestions and criticisms on points of history and helped me to
secure several of my most valued photographs; Mason Hammond of Harvard and
Henry T. Rowell of Johns Hopkins, who aided me greatly in the course of their
work as directors of the summer sessions of the American Academy in Rome;
Laura B. Voelkel, who secured photographs for me at the first summer session
after the war; Zebulon Vance Hooker and Albert Ezekiel Rauh for information
concerning Moses Ezekiel; and John Bayley of Cambridge, whose collection of
photographs is a treasure house of beauty.

Finally, my thanks are also due in a large measure o the unknown men and
women of Rome—the custodians of public monuments and museums, the gar-
deners, the drivers of carrozze, taxis, and buses, who rescued me many times when
lost; and the restaurant keepers and dispensers of coffee and ices, who refreshed
both body and spirit and, by their kindness, made it impossible to remain an alien
in Rome.

Neaw York, 1953






INTRODUCTION: MIRRORS OF ROME
Plates 1—56

. ER very ruin shows how great Rome was.” For a thousand vears men
have rung the changes on this theme, with words, with pencil, with
brush or burin, or with the camera. Through the dark centuries while the
old order crumbled and the Roman peace was but a memory, these
mighty ruins have remained the outward and wisible signs of that
underlying spiritual continuity of religion, of language, and of law, by
which Rome bridged the gap between the ancient and the modern world
and built a new civilization based upon the old. The changing yet con-
tinuous panorama of history is everywhere apparent in the varied fortunes
of these monuments and what men have seen in them. In themselves they
form a commentary upon time.

We know the monuments of ancient Rome from their surviving ruins,
from descriptions, and from pictorial recording over many centuries.
Those that remain are their own best records, though even here descrip-
tions and portraits left by artists who knew them in different aspects may
explain or amplify. By far the most numerous of such memorabilia are
coins (Figure 1), on which the buildings are conventionalized, to be sure,
but dated. Sometimes, too, there are reliefs (Plates 1, 2, 61, 106), showing
in their backgrounds buildings either real or fanciful, but suggesting, in
any case, how the men of ancient Rome visualized the city in its prime,
These reliefs, despite arbitrary proportions and perspective, have some-
thing of the opulent quality which marked the civilization of Rome’s
world empire. Less beautiful, but unique as a record of ancient days, is the
famous Marble Plan, or Forma Urbis (Plates 3-4), whose fragments still
show, in rough ground plan, the structures in various sections of the city
early in the third century a.p., but make no attempt to represent their
actual appearance, Its closest parallels in written records are the Notitia
and the Curiosum, fourth-century catalogues of the city's buildings based
on an earlier original now lost.

Coins and broken fragments and ruined brick and stone may suggest a
cheerless picture of Rome over the ages. But they have always as back-
ground a natural beauty of sunshine and soft air and wide-arched sky as
unchanging as the interpretations of her monuments are mutable; as
much a ‘marvel’ of Rome today as in the years of her ancient glory, The

(¥)
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city’s ‘golden air’ mists the pages of Henry James; to Gilbert Chesterton
there was no city ‘in which the sky secemed so significant as in
Rome’, And more than fifteen centuries ago the Gallo-Roman Rutilius
Namatianus, saying farewell to “that dear scene’, had felt that *a fairer
tract of sky and a serene expanse marks the clear summits of the Seven
Hills. There 'tis lasting sunshine: the very daylight which Rome makes for
herself seems purer than all else.”

Rutilius Namatianus, last of the classical Latin poets, said his farewell
to Rome in A.D. 416, only six years after her first capture in cight cen-
turies by a foreign foe, This sack by the Goths under Alaric in 410 was
followed by the Vandals’ raid under Genseric in 455. The traditional
‘Fall of Rome' in 476 simply marked the deposition of the last Western
emperor by the Teuton conduttiere Odoacer. There was no sudden, formal
break with the Eastern emperor at Constantinople, or New Rome,
Theodoric, king of the Ostrogoths, who revered the ancient city and her
civilization, tried to establish an Italian state which should carry on the
Roman tradition. After his death in 526, however, the Eastern emperor
Justinian slowly reconquered ltaly at great cost. Rome was captured and
recaptured five times in eighteen years and her far-reaching aqueducts
were cut by besieging forces. Soon after the middle of the sixth century
the city, ravaged and exhausted, finally came under the control of the
Eastern emperor, to be administered for almost two centuries and a half
by the Exarch of Ravenna as part of the eastern or Byzantine empire.

During these troubled centuries the popes or bishops of Rome, into
whose care more and more responsibilities fell as civic agencies lapsed,
gradually gained in authority. It was, indeed, largely the genius of Pope
Gregory the Great [590-b04) which made it possible for Rome to recover
from the disastrous Gothic wars, The popes and the city they represented
grew restive presently under Byzantine rule, which tended to subordi-
nate both the Church and the ancient capital of the West. Leo IT1 turned
to the Frankish king, Charlemagne, as the strongest orthodox counter-
force and crowned him Roman Emperor on Christmas Day of the year
Bo0. From this recognition of the Germanic kings of France instead of the
Byzantine emperors as the protectors of Rome, grew the medieval Holy
Roman Empire, and as a far-off result of strife between the emperors and
the popes, the later claims of French and Hapsburg rulers to interfere in
Ttalian affairs,

The Eternal City had long since become the goal of Christian pilgrims,
who carried to their homes tales of her ancient as well as her Christian
‘marvels’. Such a pilgrims’ saying, dating from Charlemagne’s early years
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perhaps, is that linking the Colosseum, or the colossal statue which

had once stood near it, with the fall of Rome and of the world. The em-

peror’s emphasis on the learning of the ancient world revived nostalgic

interest in the city’s past. Charlemagne’s great scholar, Aleuin, has left one

of the earliest in the long series of medieval laments for her vanished glory:
‘Rome, once head of the world, the world’s pride, the city of gold,
Stands now a pitiful ruin, the wreck of its glory of ald.’

Though the literature of Rome persisted despite waning empire and
crumbling walls, there is a gap, reflecting the decline of classic art, in the
pictorial record of her monuments after the fourth century, A picture of
Rome which belonged to Charlemagne and was described by his bio-
grapher, Einhard, may have been done during his time or may have been
a survival from late Roman days. Einhard simply says that among the
emperor's treasures was a silver table, ‘round in shape, inscribed with a
picture of Rome’, which was bequeathed to the Bishopric of Ravenna.
Since this table has long since been lost it is impossible to tell its date, but
its influence may have been [elt in the popularity of round panoramic
views in the Middle Ages.

A circular plan is believed to have accompanied the oldest surviving
pilgrims’ guide to Rome, the Einsiedeln Itinerary, compiled by an eighth-
century Swiss monk, which lists the pagan and Christian ‘marvels’ to be
seen along different routes. By the time this document was discovered in
the seventeenth century in the Swiss monastery of Einsiedeln, the plan had
disappeared and it is left to scholars to ponder whether it may have
suggested or been suggested by the shape of Charlemagne’s picture.

With Charlemagne, Rome was once more firmly bound to the West,
but this connection only added to her trials. The centuries immediately
following the emperor’s coronation were among the darkest of her history.
Islam was at her gates. In the ninth century the Saracens came so close
that they plundered the great churches of Saint Peter and Saint Paul.
Worse yet, popes and emperors, mutually jealous, locked forces in a
struggle which tore the city into factions. This struggle accelerated the
transformation of ancient Rome, cosmopolitan mistress of the world, into
a provincial medieval city. Probably the most destructive sack in her his-
tory was due to this contest between popes and emperors; in rol4 one of
two rival popes called in the Normans from Sicily to expel the emperor,
and let loose an orgy of fire and plunder unequalled by those of Goths and
Vandals. But more than to wars and sacks and earthquakes and fires, the
destruction of Rome’s monuments was due to plundering by her own
citizens, too crushed by misfortune to do more than take their building
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materials from the easiest and most available sources — the crumbling
edifices about them.

The disastrous eleventh century finally wore to a close; the twelfth
brought a renaissance of interest in the Roman past on the part of the
Romans themselves. To the early part of the century belongs Hildebert of
Tours® famous lament, echoing that of Alcuin and setting a pattern for
those to come:

‘Rome, thy grand runs, still beyond compare,

Thy former greatness mournfully declare,

Though time thy stately palaces around

Hath strewed, and cast thy temples to the ground,”

A little later in the same century appeared the great medieval guide to
Rome, the Mirabilia Romae, or Marvels of Rome, The first version of this
guide was probably written about 1150. Like the Einsiedeln Ifinerary the
Mirabilia mingled pagan and Christian ‘marvels’; unlike the ftinerary, it
never lapsed into complete obscurity, In many expanded and differing
versions, together with books related to it or based upon it, this guide
coloured the thinking of the Middle Ages concerning Rome and in-
fluenced even the early Renaissance. In its twelfth-century form it
contained a short classified list of monuments, a group of legends, pagan
and Christian, and an account of sights to see in walking from Saint Peter’s
into the city and back.

The Mirabilia was a timely book, written at a crucial period in Roman
history and perhaps for a specific purpose—to celebrate or to inspire a
revival of Roman freedom by pointing out the glones of the past. The
Romans had finally recovered from the terrible Norman sack and had
gained a short breathing space in the long contest between Empire and
Papacy. In 1144 they established a Roman Senate among the ruins of the
Capirtol and proclaimed their city an independent republic, following the
ancient pattern which Italian cities to the north had already revived. The
phrase ‘in the time of the Consuls and Senators’ runs through the
Mirabilia like the ‘once upon a time® of fairy tale.

The book's spirit is summed up in its Conclusion: *These and many
more temples and palaces of emperors, consuls, senators, and prefects
were in the time of the heathen within this Roman city, even as we have
read in old chronicles, and have seen with our eyes, and have heard tell of
ancient men. And moreover, how great was their beauty in gold, and
silver, and brass, and ivory, and precious stones, we have endeavoured us

in writing, as well as we could, to bring back to the remembrance of
mankind.’
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This republican movement, probably best remembered for its association
with Arnold of Brescia, lover of antiquity as well as of liberty, ended in
Failure. But the name of the Senate remained, though it usually consisted
of one or two appointed Senators, and the dream of liberty was not
forgotten.

Closely related to the Mirabilia in time and inspiration are the Graphia
aureae urbis Romae, or Account of the Golden City of Rome, and a descrip-
tion by the Englishman, Master Gregory, which is devoted even more
completely to antiquities than either of the others. Master Gregory was
the chief source for the work of another Englishman, Ranaull Higden,
whose Polychronicon, or world history, dates from the fourteenth century.

Picture plans of Rome which seem related to the Mirabilia appear in
various manuscript chronicles. These maps present the city in the spirit of
the Mirabilia and other medieval guides as a collection of isolated ‘marvels’.
The enveloping atmosphere, the sense of interrelated objects which ancient
Roman artists conveyed, has vanished completely, and buildings appear
in crudely drawn elevation, scattered upside down or lying upon their
sides as space and the artist’s fancy directed. Probably the earliest of such
plans is that in a world history compiled by Paulinus the Minorite early in
the fourteenth century {Plate 5). This plan, now in the Library of Saint
Mark’s, Venice, has no direct connection with the text of the book, except
that passages from the Mirabilia appear opposite it and the marginal
notes on the plan seem to be condensed from the AMirabilia’s lists of monu-
ments, Another version of the plan, perhaps a slightly later copy, isin the
Vatican Library. The golden seal of Ludwig of Bavaria (Plate 6], done at
the time of his coronation as Holy Roman Emperor in 1328, compresses
the city’s marvels into a circle, reminiscent, perhaps, of Charlemagne’s
round picture,

More sophisticated and skilful in rendering but equally in the spirit of
the Mirabilia and Graphia, upon both of which it draws for iconography, is
the view of Rome in Fazio degli Uberti’s Dittamondo (Plate 7), a deserip-
tion of the world written between 1350 and 1367. Here Rome is ‘the
widowed city’, abandoned by the popes, who had forsaken her to live in
Avignon; toyed with by the emperors, who avoided the responsibility of
rule: and roused to futile revolt, about the middle of the century, by Cola
di Rienzi. It is the city of Dante, who had appealed to an indifferent
¢mperor:

‘Come and behold thy Rome, who calls on thee,
Desolate widow, day and night with moans,

P ]

“My Caesar, why dost thou desert my side?
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Petrarch used the same imagery in addressing the emperor Charles IV in
1350 ‘Picture to yourself the Genius of the city of Rome, presenting her-
sell before you. Imagine a matron, with the dignity of age, but with her
grey locks dishevelled, her garments rent, and her face overspread with
the pallor of misery: and yet with an unbroken spirit, and unforgetful of
the majesty of former days, she addresses you as follows: “Lest thou
shouldst angrily scorn me, Caesar, know that once I was powerful and
performed great deeds. 1 ordained laws and established the divisions of
the year, I taught the art of war. . . . But then, I know not why, unlessit is
not fitting that the works of mortals should prove themselves immortal,
my magnificent structure fell a prey to sloth and indulgence.”™’ .

Fazio degli Uberti, imitating Dante's journey with Vergil in the Dine
Comedy, represented himsell as accompanied by Solinus, a Roman geo-
grapher of about the third century a.p., who pointed out the sights of the
journey. In Rome the widowed city herself became their guide, addressing
them in words that recall the Mirabilia :

‘Comie hither and thou shalt see
How fine my castles were, my towers,
My mighty palaces and my tnumphal arches.’
Fazio [ollows the pattern which Dante and Petrarch had set in his
description of ‘widowed Rome’:
I saw her face wet with the tears of woe.
I saw her raiment torn and undone,
And her widow’s garh, threadbare and tattered.
Yet in spite of these her appearance,
Hoenest and dignified, showed her noble race.”

Meanwhile, the art of painting on a larger scale was reviving here and
there throughout Italy, By the late thirteenth century a few scattered
monuments of Rome, such as Hadrian’s Tomb and the Vatican obelisk,
chosen because of their relationship to Saint Peter’s to typify the city, had
been painted in the cross-vaulting of the Upper Church of Saint Francis at
Assisi, perhaps by Cimabue's hand. Time-worn and half-ruined as this
painting is, there is in it something of that roundness and solidity and
simplicity of mass which had once belonged to the art of ancient Rome,

But the painting of isolated ‘marvels’ was carried over for a time in
such a large-scale work as Taddeo di Bartolo’s circular view of Rome
(Plate ), painted in 14131414 on the ceiling of the chapel of the Palazzo
Pubblico in Siena. Taddeo may have followed some older source, perhaps
one done in the tradition of Charlemagne's round silver table or the
Emperor Ludwig’s golden seal. Its resemblance to the round view of the



F1G, 1. MONUMENT: sHOWN ON ROMAN UOINS

London, Britesl Muaseumn

Top left: THE TEMPLE OF JUPITER CAPITOLINUS. Scstortius ol Vespasiun

(A, Bo—m).
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city in the Duc de Berry's Book of Hours (Figure 2), painted about the
same time, 18 so close as to suggest a common original.

In Taddeo’s painting, despite the city’s compression to fit the circular
space and the oblique tilting of the section about Saint Peter's to make it
seem larger and more important in the eyes of pilgrims, the relationship
of locations has become remarkably accurate. Allowing for the difference
in orientation, with the south at the tap, it is surprisingly easy to find
many of Taddeos buildings on modern maps turned upside down.

By the middle of the ffteenth century, painting had recaptured much
of the full, firm modelling of ancient days and had advanced far bevond
them in scientific perspective and proportion. General views of Rome and
her famed monuments now began to emerge as unified landscape com-
positions, the isolated marvels being subordinated to the whole.

Such a landscape composition is Benozzo Gozzoli’s Saint Augustine
Leaving Rome for Milan (Plate g). The ‘marvels’ are here, in a somewhat
scrambled grouping, but the city appears from a distance as a unified
view. So it must have looked indeed to those approaching old Saint Peter’s
from the north along the pilgrim roads, or leaving it with a last backward
glance on their return. It is typical of the reasoned renaissance approach
that the subject should be so chosen and arranged that the saint is
plausibly shown journeying north from Rome to Milan, so that the famous
first view seen by most pilgrims and tourists until the coming of railroads
is the inevitable background. The beauty of natural setting has returned
to painting, and Benozzo paints con amore the trees that rise along the
slopes, or here and there above a garden wall, and a glimpse of the
western hills.

Rome by the mid-fiftecenth century was the head of a cultural as well as
a spiritual world, for the popes had become lavish patrons of the arts.
From the days of Cimabue and Giotio in the late thirteenth century
leading artists had been called to Rome for papal commissions, but the
fifteenth century saw them summoned for longer and longer periods. Fra
Angelico, brought from his cloister in Florence to work in the Vatican, had
died in Rome ten years before Benozzo Gozzoli painted his view of the
city. From the fifteenth century well through the nineteenth, Rome re-
mained the goal of artists and her ruins left a deep impress on their style
and subject-matter. But though Rome was a home for artists, the artists
themselves were seldom Romans. As the Empire had once drawn her
statesmen and creative workers from the imperial provinces, so Rome of
the Renaissance drew her artists and scholars from other cities to serve the
papal court,
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The fifteenth century saw also the beginning of the new archaeology
which was slowly to replace the legends of the Mirabilia as a source of
information both in literature and in art. Poggio Bracciolini's De Varietate
Fortunae (Vicissitudes of Fortune) written before 1431, opened a new
epoch in the interpretation of Roman monuments, Instead of the delight-
ful but credulous wonder of the medieval guide, Poggio’s book combined
first-hand observation with study of neglected or hitherto unknown
classical writings. Flavio Biondo carried still further the scientific study of
Roman topography. His Roma Instaurata (Rome Restored), completed in
1446, was the first attempt to describe Roman antiquities with suggestions
for their restoration. Flavio used not only the usual classical literary
sources but also the late antique regional catalogues, the Nofitia and
Curipsum, in his evocation of ancient Rome. His Roma Triumphany secks to
recreate the social and religious life as well as the antiquities of the classic
city and his Historiarum ab inclinato Romano Imperio Decades ITT (History of
the Decline of the Roman Empire) was a forerunner of Gibbon®s Decline
and Fall.

It was the work of these early renaissance scholars that laid the founda-
tions for a new concept of history, including a transitional or ‘middle age’
between the fall of the Roman Empire and later times. The division of
history into ancient, medieval, and modern periods, however, was not
fully established until the seventeenth century. The ancient Roman
reckoning of time as before and after the founding of Rome in 753 .. had
lasted until the sixth century a.p. and even later in some countries, Men of
the Middle Ages in general considered, not without foundation, that their
civilization was a continuation of imperial Rome—Rome la grande—
carried on by the coronation of Charlemagne in Rome and the succeeding
Holy Roman Empire.

Petrarch, however, on the borderline between the Middle Ages and the
Renaissance, in a letter to his friend Giovanni Colonna in 1341 noted the
growing recognition of a definite break between pagan and Christian
times: “Those things which happened before the name of Christ was
celebrated and venerated in Rome, we reckoned as ancient; all that has
occurred since that epoch to the present time, as modern.’

The sixteenth century dawned brilliantly for Rome as the centre of the
High Renaissance. During its first quarter both Raphael and Michel-
angelo were busy there, the one at work on the frescoes of the Vatican
apartments and the other on the ceiling of the Sistine Chapel. Raphael was
zlso placed in charge, by Leo X, of the removal of material from ancient
monuments, in order to minimize the destruction of ‘antique marbles,
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without regard to the inscriptions which are engraven thereon’. Such a
safeguard was especially necessary since as architect he was also charged
with securing stones for the new building of Saint Peter’s.

After this bright flowering early in the century, Rome became once
more & pawn in the struggle between foreign powers. The French kings
and the Spanish Hapsburgs both claimed one or more of the Italian states
as their rightful inheritance by descent or marriage, Their claims, in some
cases, went back to situations created by the medieval struggles between
Empire and Papacy: now, once more, both sides exerted pressure upon
the popes. Fierce warfare broke out between Francis 1 of France and the
Hapsburg emperor Charles V of Spain, in the course of which the
imperial forces captured the city in 1527 and plundered it more merci-
lessly than in any sack save that of the Normans in 1084.

Again the city recovered, this time with no long period of decline, The
Rome which rallied from this disaster was never again quite so gay, quite
so pagan, as in the days of Julius II and Leo X. The city of the popes
which emerged after the middle of the century was the baroque Rome of
the Counter Reformation, whose buildings, sculpture, and painting alike
were keyed to produce an exciting, dramatic, spectacular effect, meant
for the service of the Christian religion but oddly harmonious with the
more elaborate monuments of the ancient pagan capital.

Monuments spared by the sack were imperilled by the triumph which
Charles V celebrated in Rome in 1536, on the pretext of his victory over
the Turks in Tunisia the year before, For this occasion Paul 111, then
pope, had many changes made in the Forum through which the proces-
sion marched on its way to the Capitol, and a fresh wave of discovery—
and destruction—passed over the city.

Meanwhile, as Rome became more and more the centre of the artistic
as well as of the religious world, artists had begun those delightful, de-
tailed sketches of her monuments which are the clearest and perhaps the
most beautiful record of their appearance from the late fifteenth century
onward. Among the earliest of these was a pupil or follower of Ghirlandaio,
usually called the Anonymus Escurialensis from the name of the collection
in which his sketchbook is preserved (Plate 11).

The drawings in this sketchbook, though done about 1491, betray a
lingering trace of the Middle Ages in their tight outlines and meticulous
detail. Occasionally, too, they suffer from an incomplete mastery of prob-
lems in perspective, already solved by leading painters of the time. But the
artist observed keenly and drew firmly, The result is an outstanding
document, of both topographical and artistic importance, showing
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Roman monuments as they looked on the eve of the New World's
discovery.

The sketchbook of the Netherlander, Marten van Heemskerck (Plate
12}, is outstanding among sixteenth-century drawings of Roman ruins.
Van Heemskerck came to Rome in 1532, twelve years after Raphael’s
death, and remained there until 1535 or 1536, about the time Michel-
angelo began work on his Last Judgment in the Sistine Chapel, The
emotions which drew him like so many others to the Eternal City, and his
activities there, were recorded by his vounger contemporary Carl van
Mander: ‘He went to Rome, for which place he had had a strong desire
for a long time. . . . He made drawings from antiques and from the works
of Michelangelo. He made many sketches of ancient ruins, architectural
details, and interesting remains of ancient works that may be seen in great
abundance in this city." Northern [lidelity to detail and a bold simplicity
and grace acquired from Italy combine to make Van Heemskerck's draw-
ings among the most accurate and the mest attractive records of Roman
monuments in the days of the Renaissance.

Three strangers from the north put into immortal words the spell of
renaissance Rome, as Van Heemskerck expressed it in line. The French
poet, Joachim du Bellay, who hived in the city from 1553 to 1556, wrote
the sonnet sequence, The Antiquities of Rome; Spenser translated it into
haunting Elizabethan verse as the Ruines of Rome:

‘Thou stranger, which for Rome in Romie here seckest,
And nought of Rome in Rome perceiv'st at all,
These same olde walls, olde arches, which thou seest,
Olde palaces, 1s that which Rome men call.

Behold what wreake, what ruine, and what wast,
And how that she, which with her mightie powre
Tam'd all the world, hath tam’d hersclfe at last,

The prey of Time, which all things doth devowre,
Rome, living, was the world’s sole ornament,

And dead, is now the world's sole moniment.'

Later in the same century Montaigne’s essays reveal the renaissance
reverence for Rome and the French cultural and political ties rooted in
Roman Gaul and strengthened by Charlemagne and the French kings.
With a nostalgia reminiscent of Rutilius Namatianus and Cassiodorus, he
wrote in his essay Of Vanity : *1 was familiar with the affairs of Rome long
before T was with those of my own house. . . . T knew the Capitol and its
position before T knew the Louvre, and the Tiber before the Seine.' And
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again, ‘. . . This same Rome that we see deserves our love, having been so
long and by so many ties allied with our own crown: the only common
and universal city.'

It is in the works of the late fifteenth and the sixteenth century, especially
in such drawings as those of the Anonymus Escurialensis and Marten van
Heemskerck, that the artists’ records begin to show the difference in
ground-level between ancient and modern Rome, which excavations have
so abundantly revealed. Aside from buildings which have collapsed or
have been torn down, there are many which remained for centuries partly
or entirely buried beneath the accumulation of soil and debris, while new
structures and new streets rose above and hid them. In this city of alter-
nating dry and rainy seasons, whose lower sections suffered from floods
when the Tiber overflowed, it has been estimated that dust and rain alone
would raise the level more than an inch a year. To this natural rise in
level the Romans added by crushing and filling in the lower stories of
bu_\lc[mgs to provide foundations for later ones. This custom, begun even
in ancient times, continued through the centuries. The Imc[hng of the
surface of the Forum for the triumphal procession of Charles V in 1536
probably accounted for much of the change between the drawings done
by the Anonymus Escurialensis and those of various artists in the second
half of the sixteenth century.

The introduction of printed pictures in the fifieenth century added
another type of artistic record and greatly increased the number of views
of Rome and her antiquities. It did not, however, increase their accuracy,
for prints were often copied from earlier drawings and therefore do not
show the actual condition of monuments at the time of printing. Also, the
convenience and economy of reprinting from old blocks put a premium on
their use long after they were out of date.

The oldest known printed view of Rome appeared in 1490 in the
Supplementum Chronicorum Orbis (Supplement to the Histories of the World)
by Giovanni Filippo Foresti of Bergamo (Plate 13). It is a combination of
panoramic landscape with the type of plan painted by Taddeo di Bartolo,
and seems to be related to a late fifteenth-century painting on cloth, now
in the Ducal Palace at Mantua. Both may have followed some older
source, As the printed view is much compressed and crowded, it is
fortunate that the Mantua painting shows the buildings in the same
general form but more correctly located. The arrangement followed in
this painting and early woodcut was continued for more than half a
century, long after some of the monuments shown had been destroyed
or altered.
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By the carly sixteenth century the production of printed plans and
pictures of Rome had become a flourishing business; often attracting
capital from other lands. One of its most successful figures was Antoine
Lafirere of Burgundy, known in Italy as Antonio Lafreri, who came to
Rome about 1540 and eventually got almost a monopoly of the copper
engraving business there. His Speculum Romanae Magnificentiae {Mirror of
Roman Magnificence), published as separate plates, contains the wor]:.' of
many vears and many men, and records the early stages ol classical
antiquarianism. The Speculum’s map of Rome in 1557 (Plate 14) is one of
the first to be a true picture map rather than a collection of ‘marvels’.

The prolific foreign etcher, Etienne Du Pérac, came to Rome from
France about 1559 and made numerous drawings and etchings, which
were published in 1575 under the title Vestigi dell' Antichitd di Roma
(Remains of Roman Antiquities), Du Pérac interpreted the ruins with
considerable freedom in some of his drawings; furthermore, as radical
changes had sometimes taken place in a structure between the date of his
drawing and the date of publication, the etchings do not always show the
condition of the monuments in 1575. A noteworthy example of this is his
ctching of the central hall of the Baths of Diocletian (Plate 158), done
from a drawing made before Michelangelo had converted it into the
church of Santa Maria degli Angeli, but dated 1575, after the hall had
become a church.

Outstanding among the many Italians who recorded Roman antiquities
in the sixteenth century are the members of the Sangallo family and
Giovanni Antonio Dosio. Especially valuable is such a drawing as that
looking into the central hall of the Baths of Caracalla (Plate 140) which
shows this monument not long before its remaining marble decorations
were torn away. Engravings from many of Dosio’s drawings were pub-
lished in 1560 in the dedificiorum illustrium reliquiae (Remains of Famous
Buildings).

Guidebooks and archaeological handbooks multiplied with the spread
of printing. The Mirabilia was printed and reprinted many times and new
works sprang up to meet the new situation. Among such new guides pre-
pared in the light of renaissance antiquarianism, one of the best was the
Antiquities of Rome by Raphael's friend, Andrea Fulvio, which marked the
first real advance over the work of Flavio Biondo in the Gfteenth century.
Careful and critical, too, in the light of information then available, was
much of the work of Bartolommeo Marliani, which appeared later in the
sixteenth century. Marliani is alse remembered as an early fighter in one
of the long and bitter archacological disputes which have enlivened
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Roman antiquarianism from the Renaissance to the present. The tradi-
tional site of the Roman Forum, running roughly east and west below the
north face of the Palatine hill, had been accepted until the middle of the
sixteenth century, for it contained many well-preserved and documented
monuments. But with all the enthusiasm of an amateur archaeologist,
Pirro Ligorio, a Neapalitan architect, then propounded the theory that it
ran north and south between the Palatine and Capitoline hills, Marliani
vigorously defended the old east-west site, but Ligorio won many fol-
lowers int his own time and later, and succeeded in complicating a hitherto
simple situation for several centuries,

Less dependable than Marliani’s works were such popular illustrated
guides as those of Prospero Parisio and Girolamo and Giovanni Franzini,
published in the sixteenth and seventeenth centuries. These guides discuss
the monuments learnedly, to be sure, using the terminology of ancient
Rome, but the disciplined enthusiasm of the early Renaissance all too
often disintegrates into classical fairy tales, no less fanciful than the marvels
of the Mirabilia. Like it, they are valuable as reflections of a time when a
detailed if specious explanation was frequently more welcome than an
inconclusive if honest striving for accuracy. An outstanding book for the
well-instructed traveller dates from the end of the century. Bernard de
Montfaucon, French scholar and monk, wrote his Diarium Italicum as the
result of a tour in Italy in 1698-16gg. Published in Paris in Latin in 1702,
it was translated into English twice in the next quarter-century. Mont-
faugon not only observed and reported perceptively what he himself saw,
but delved into works at that time comparatively little known. His book
includes many passages from the sixteenth-century Italian, Flaminio
Vacea, and a long excerpt from a version of the Mirabilia, This, through
John Henley's English translation of Montfaugon’s book in 1725, seems to
have had a strong influence on the style of Nichols’ Marvels of Rome n
188g.

Rome in the seventeenth century began to take on the baroque
appearance which it kept until comparatively recent years. New streets
were opened, the water-supply was increased, and for the first time since
ancient days the hills again became residential sections. Although
classic ruins suffered somewhat during these changes, it was chicfly the
buildings of medieval Rome that vanished before the baroque style, with
its monumental planning and its emphasis on contrast and surprise,

Baroque Rome continued to draw many of her most noted artists from
outside Italy. Rubens left comparatively few works representing Roman
monuments, but he visited the city twice between 1bo1 and 1hob, A
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Landscafie with Ruins of the Palatine in the Louvre is a very free treatment of
this famous scene; another rather similar painting is known now only
through an engraving. In Rome during these first years of the century the
great Fleming knew the German, Adam Elsheimer, who played a con-
siderable part in the development of classical landscape paintings with
Roman ruins; he knew too Paul Brill from Antwerp, who had been
influenced strongly by Elsheimer and carried on his tradition. Paul’s older
brother, Matthaeus (Plate 187), had died in Rome in 1583. Two out-
standing painters who lived and worked in the city slightly later in the
century were French: Nicolas Poussin (Plates 15-16) and Claude Lorrain
(Plates 15-18, 103). In his training days Claude had worked with Paul
Brill’s follower, Agostino Tassi. Poussin’s firmly modelled, sculpturesque
forms show the influence of the classical enthusiasm surrounding him
as well as the dramatic formality of the baroque. Another element
appears in the work of Claude Lorrain: the atmospheric beauty of the
Roman scene. He could paint the Roman Forum accurately enough
when he chose, but he was more interested in the sunset light that flooded
it. Naturally enough the drawings of both men were much closer to nature
than their finished paintings, in which the monuments were apt to be
generalized and regrouped to form ideal classical landscapes.

The seventeenth century saw also official recognition by France of
Rome's cultural influence in the creation of the French Academy.
Founded in 1666 by Louis XIV as part of his general plan for the en-
couragement of the arts, this academy not only enabled talented artists

to study in Rome at state expense, but also set the pattern for later
academies founded by other nations.

The desire for pictures of ruins, real or imaginary, and for scenes drawn
from Roman history increased steadily in the eighteenth century, keeping
pace with a romantic interest in the ancient world, Excavations at
Herculaneum, begun in 1738, and at Pompeii, in 1748, roused both
scholarly and popular enthusiasm throughout the western world and
were followed by the beginning of scientific archaeology in Rome. The
early excavations at Herculaneum and the life, art, and monuments of
Rome and other ltalian cities were observed by the Frenchman, Charles
de Brosses, on a tour in 1730. His delightful Letters on Italy, based on the
visit, were not published, however, until 1799, years after his death.
Critical interest in classical art and history found literary expression in
the work of Winckelmann, pioncer among art historians; in Lessing's
epoch-making Lankedn ; and in Gibbon's History of the Decline and Fall of the

Roman Empire, conceived in 1764 among the ruins of the Roman Capitol.
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The Roman past was used, also, as propaganda by the revolutionary
intellectuals of France fo strengthen their case for a republican govern-
ment, although, ironically enough, maost of the works that inspired them
came from a period of despotic empire.

Although the characteristic contribution of the eighteenth century to
the painting of the Roman scene was the landscape with ruins fantasti-
cally arranged, Antonio Canaletto, who visited Rome in 1719 for a stay of
several years, was comparatively accurate. Best known for his views of his
native Venice and those of London painted during a sojourn in England,
he did, however, produce a number of delicately rendered paintings and
engravings of Rome and her monuments (Plate 1o04).

Qutstanding among the painters of the more imaginary landscapes
with ruins were Giovanni Paole Pannini of Piacenza (Plates 1g-20, 115,
195) and Hubert Robert of Paris (Plates 21—22). Pannini, who may have
studied with the stage designer Ferdinando Galli Bibiena in Piacenza,
came to Rome about 1717 and was later invited to teach perspective in
the French Academy there. His work combined a formal antiquarian
approach with the theatrical magnificence so characteristic of baroque
art. Hubert (known also in France as Robert of the Ruins) came to Rome
in 1754 and studied at the French Academy, where he was strongly
influenced by Pannini, To the accuracy of detail and strong classical feel-
ing absorbed from his teacher he added something of the atmospheric
quality of Claude Lorrain’s work, a characteristic French delicacy and
lightness, and an interest in the contrast of ancient ruins with contem-
porary life that prefigured the dawn of romanticism. In the work of both
men actual monuments were usually accurately drawn but regrouped and
interspersed with fanciful or composite structures, not with the intent to
deceive, but for the satisfaction of romantic taste or the artist’s fancy. The
combination of Italian landscape and ruins with scenes from everyday life
was still more noticeable in the paintings of Joseph Vernet, whose genre
pictures were popular souvenirs for the wealthy traveller.

The eighteenth century saw also a continually growing demand for
engravings and etchings of Roman scenes and monuments, less expensive
and more easily housed than paintings. Giovanni Battista Falda’s work
in the seventeenth century (Plate 73) was followed by that of Giuseppe
Vasi (Plates gg, 116). In 1786 Goethe noted, on his first visit to Rome,
the influence of such pictures in producing a sense of familiarity with
places far away: *All the dreams of my youth I now beheld realized before
me: the subjects of the first engravings I ever remember sceing (several
views of Rome were hung up in an ante-room of my father’s house) stand
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bodily before my sight.” These Roman views, he noted later in his auto-
biographical Truth and Poetry, were ‘by predecessors of Piranesi', and
doubtless included some by Vasi,

Giovamni Battista Piranesi (Plates 23-24, 138, 164, 194), who worked in
Rome from about 1740 to his death in 1778, was undoubtedly the most
widely known among eighteenth-century etchers of Roman monuments.
Smollett, the English novelist, writing of the various engravings to be
found in Rome, noted: “The most celebrated are the plates of Piranesi,
who is not only an ingenious architect and engineer but also a learned
antiquarian, though he is apt to run riot in his conjectures.” At the cen-
tury’s end the painter Pierre de Valenciennes, with French perfection of
phrase, characterized the work of this fantastic barogue genius: ‘Piranesi
did not tell the history but the romance of Rome. . . , He pictured Rome a
wonderful city such as the imagination of one excited mind might con-
ceive without any rational knowledge of archaeology.’ Nevertheless,
despite riotous fancy and frequent disregard of proportion and probability
Piranesi's etchings are often serupulously exact in detail.

Toward the end of the eighteenth century the artists who dominated
the Roman scene were sculptors rather than painters. Antonio Canova,
the Venetian who settled in Rome in 1779, though essentially classical in
his rendering of form, was not untouched by the growing romantic move-
ment. This nising tide of emotional interpretation, however, passed by
Bertel Thorwaldsen, the Dane who worked in the city from 1797 to his
death in 1838 and whose fame drew artists from all Europe and from the
New World as well (see Plate 36).

But perbaps the most outstanding personality to visit Rome in these
years—aor, indeed, in the course of the whole century—was neither a
painter nor a sculptor but a poet. Goethe, archetype of all northerners who
have responded to the lure of Italy, had longed to visit this homeland of
classic culture for years before he was able to realize his dream. He came
to Rome for some months in 1786 and returned in 1787 after a stay in
Naples and Sicily. The direct record of his experience lies in his sketches
(Plate 26), his correspondence, his Italian Journey, his Roman Elegies, and his
Truth and Poetry. His nostalgic memories of the sunny land have haunted
men’s minds ever since, in Mignon's song from Wilhelm Meister, written
a few years after his return to Germany:

‘Know'st thou the land where flowering lemons gTOW,
And through dark leaves the golden oranges glow

The far-reaching indirect result of Ttaly’s classic culture on his later work
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seems 10 be prophetically suggested by Tischbein’s partrait of the poet in
the Roman Campagna in 1787 (Plate 25).

Eighteenth-century Rome drew her visitors not from European lands
alone. Americans, too, began to take their place among those who, in
Cassiodorus’ words, found Rome ‘unfriendly to none, since she is foreign
to none’, Before the New World colonies had separated from the mother
country, their citizens had shared the English enthusiasm for Roman
culture and Roman monuments. The sons of well-to-do families, especially
from southern plantations, had travelled to Italy as part of the Grand
Tour essential for an English gentleman’s education.

American artists, too, soon followed the example of their fellows over-
seas. Benjamin West spent three years in Italy, chiefly in and about
Rome, before he settled in London in 1763. Several anecdotes told by his
carly biographer, John Galt, suggest that the city welcomed him a
warmly as has ever been her wont. There is his widely quoted remark
about the Apollo Belvedere, *How like he is to a young Mohawk warrior',
There is also the story of an old imgrovisatore, singer of extemporaneous
songs, who, upon hearing that West was an American, ‘immediately un-
slung his guitar, and began to draw his fingers rapidly over the strings’,
finally beginning his song with ‘the darkness which for so many ages
veiled America from the eyes of Science’; invoking ‘the fancy of his
auditors to contemplate the wild magnificence of mountain, lake, and
wood, in the new world': and ending: ‘Rejoice then, O venerable Rome,
in thy divine destiny, for though darkness overshadows thy seats, and
though thy mitred head must descend into the dust, as deep as the earth
that now covers thy ancient helmet and imperial diadem, thy spirit,
immortal and undecayed. already spreads towards a new world.’

John Singleton Copley spent some months in Rome in 1774-1775, and
painted there his fellow-countrymen, Mr. and Mrs. Ralph 1zard of South
Carolina (Plate 27), indicating their presence in the city by the old device
of placing a well-known Roman monument (the Colosseum) in the back-
ground. Both West and Copley were essentially painters in the British
tradition who chanced to be born west of the Atlantic, Study in Rome
was, to them, as to their English fellows, largely a means toward satisfying
British taste and achieving success in England,

But in Washington Allston [talian influence for its own sake became
apparent. Able, because of independent means, to paint what he wished,
and highly susceptible to his surroundings, he was strongly influenced both
by Italy’s beauty and by the colour and atmosphere of Roman and Venetian
painters and of the French who followed them. The three-and-a-half
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years he spent in Italy from 1804 to 1808, chiefly in and about Rome,
added to his natural romantic love of the *wild and marvellous’ a serene,
idvllic note, a flowing line and classic grace not unlike the quality of
Claude Lorrain. Like Claude, too, Allston painted, not so much specific
monuments as atmospheric landscapes flooded with dreamy light and
adorned with faneciful ruins,

Allston influenced American romantic painting rather by his compel-
ling personality than by his actual work, which was comparatively small
in volume, His pliable genius did not permit a consistent development of
his art; but his personality was outstanding and pervasive. Friendly,
urbane, always ready to aid and advise voung artists, he helped to forge
the links of understanding between the ancient culture of Rome and the
growing traditions of the New World. Among his friends he numbered
Coleridge, Wordsworth, Southey, Canova, Thorwaldsen, Vanderlyn
| Plate 28), Sully, Irving, Bryant, Longfellow, and Lowell; with some of
them he shared long hours of artists’ talk in the calés of Rome, Years
later, perhaps in 1836, a young American painter, James Freeman,
listened to Vanderlyn's description of the gatherings at the Caffé Greco in
the Via Condotti near the Spanish Steps, popular then as now for morn-
ing and evening coflee (see Plate 35). ‘One day Vanderlyn met me at the
Greco’, wrote Freeman in Gatherings from an Artist’s Por{folio, many years
later, *and said, “Thirty years ago I was on this very spot”, and, pointing
to different seats, observed, ““there sat Allston opposite me; that was
Turner’s corner; here, on my left, sat Fenimore Cooper; and there, 1 was
told, Sir Joshua Reynolds and West sat.” *

Irving wrote of the pleasure of seeing the city with Allston: ‘We had
delightful rambles together about Rome and its environs, one of which
came near to changing my whole course of life. We had been visiting a
stately villa, with its gallery of paintingy, its marble halls, its terraced
gardens set out with statues and fountains, and were returning to Rome
about sunset. The blandness of the air, the serenity of the sky, the trans-
parent charm which hangs about an Italian landscape, had derived addi-
tional effect upon being enjoyed in the company of Allston, and pointed
out by him with the enthusiasm of an artist. . . . Suddenly the thought
presented itself: “Why might I not remain here and turn painter?” . . . 1
promised mysell a world of enjoyment in his society, and in the society of
several artists with whom he had made me acquainted, and pictured forth
a scheme of life, all tinted with the rainbow hues of youthful promise.’

Irving's notebooks for England and Wales and parts of the Continent
are often illustrated by entertaining sketches, but, oddly enough, none of
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Rome are known, Perhaps he found the pleasure of absorbing it through
Allston’s eyes too engrossing to allow time for sketching.

Generation after generation of Americans reacted to Rome in Irving's
fashion. Beauty of nature, beauty of men’s work, the magic of the past, the
companionship of kindred minds and tastes—all these Rome had to offer
the traveller, the artist, and the writer, who followed the footsteps of
Allston and came to Rome seeking with unconscious nostalgia the home-
land in Europe of a common culture.

The spread of the romantic movement, that many-sided force expressed
in philosophic thought, in politics, and in all the arts, was diverted some-
what by the French Revolution and its counter-force, the Napoleonic
Wars. These upheavals kept Europe in turmoil from the late eighteenth
century through the early years of the nineteenth. The romantic move-
ment had begun in England soon after the middle of the century and had
found quick acceptance in France in Rousseau's doctrine of ‘back to
nature’ and the revolutionists’ belief in the dignity of the individual.
Eighteenth-century painting showed its influence in nostalgic mood, n
picturesque contrasts of old with new, of ancient ruins with contemporary
life. The violence of the Revolution, however, and the anti-English feeling
that attended the Napoleonic struggles, almost stified for a time the Conti-
nent’s development of reflective, idyllic individualism; over Napoleon's
France and the lands she influenced passed a wave of more formal, gran-
diose classicism, suited to the conqueror’s imperial ideal.

The international give and take, the easy travel and exchange of ideas,
which had been so characteristic of the eighteenth century, were seriously
impaired during these war-torn years. At no time, however, did Rome
cease to be a centre for visitors from all nations, and books dealing with
its monuments continued to be in demand.

The Scotch traveller, Joseph Forsyth, detained for years on the Conti-
nent by order of Napoleon, wrote during this period of restraint one of the
popular travel books of the early nineteenth century, Remarks on Antiquities,
Arts, and Letters During an Excursion in ftaly in the Years 1802 and 1803. About
the same time the Englishman, John Chetwode Eustace, compiled his
Fournal of a Classical Tour through Italy, which was to wring bitter complaints
from Byron’s circle. How ready Rome herself was to display her monu-
ments may be gathered from the title of Angelo Dalmazonni’s English
volume of 1808: The Antiquarian ; or The Guide for Foreigners to Go the Rounds
of the Antiquities of Rome. The closing sentences of the author’s preface
make this readiness even clearer: ‘1 think, that whoever is furnished with
this book, even without an antiquarian will be well satisfied with the guide,
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and instructive account of it. However if' any Gentleman wishes to
have my personal attendance, 1 shall be glad to do myself the honour of
serving him.” Among German travel books from the same vears were the
dramatist August von Kotzebue's Erinnerungen von ciner Reise . . . nach Rom
und Neapel, published in Germany in 1805 and in London in 1807, as
Travels through Italy; Ludwig Herman Friedlinder’s Ansichten von ltalien
wahrend einer Reise in der Jahven 1815 und 1816, translated into English in
1820 as Views in Jtaly daring a Journey in 1815 and 1816; and Elisa von der
Recke’s Tagebuch einer Reise durch Deutschland und Ttalien, 1804-1806, the
diary of a journey through Germany and Italy.

Two outstanding French writers on Rome in the early nineteenth cen-
tury were creative authors. Mme de Stiel was inspired by a Roman
visit of 1Bog-1805 to write her popular romance, Corinre, filled with
descriptions of Roman scenes and monuments interpreted with all the
“sensibility” fashionable in her day. This was translated into English in
1807, within a year of its Paris publication, and had several fre<h transla-
tions during the century. It also appeared, at a rather later date, in
German. Her compatriot, Stendhal (Henri-Marie Beyle), also began his
romantic interpretations of Rome in Napoleon®s time, his Journal ' Italie
appeaning in 1811 and Rome, Naples et Florence a few years after the
emperor’s fall. Notes made during these carly vears were also the basis for
his Promenades dans Rome, not published, however, until 1820,

Not until after Napoleon’s final defeat in 1815 did the Englishmen who
immortalized the romantic dream of Rome come to her sun-warmed hills,
The poets of these years following the emperor’s exile have become identi-
fied with Rome throughout the English-speaking world and, through
translation, in all lands where men’s minds have been attuned to the
romantic view of the city and its ruins,

The Rome of Byron, Shelley, and Keats, though nominally ruled by the
popes, was directly or indirectly dominated by Austria from Napoleon's
fall in 1815 until the middle of the century. For a brief time in 1798-1790
her citizens, fired by the example of the French Revolution, had pro-
claimed a Roman Republic. This was soon aholished by Napoleon, who
first restored the papal power and then, in 180n, incorporated Rome and
all the papal states with France, The old Holy Roman Empire, which had
expired quietly in 1806 under pressure from Napoleon, was not restored
when the French emperor was exiled, but the Hapsburgs, as successors to
his power in Rome, exerted an authority which was considerably resented
by the Romans and criticized bitterly by the foreign visitors who thronged
the city when travel became easy once again.
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George Gordon, Lord Byron, was in Rome less than four weeks in the
spring of 1817. Yet his descriptions in the third act of Manfred, written
there, and in the fourth canto of Childe Harold, composed within a few
months after his departure, have coloured the traveller's thoughts of
Rome for more than a century, taking their place among the immortal
commonplaces of English literature, Tt is difficult to think of a time when
Rome had not been called “Niobe of Nations’—though the aptness of that
phrase is now gone—or “city of the soul’.

Percy Bysshe Shelley was in Rome a little longer than Byron, visiting it
first in the fall of 1818 and returning early in the following year. Although
renaissance Rome was the setting for his tragedy of The Cenci, his poems
contain few mentions of the ancient city except for the famous descrip-
tions of the Pyramid of Cestius in Adonais. Yet his name is indissolubly
linked with Rome; through his lament for Keats and its exquisite prose
preface; through his description of the writing of Prometheus Unbound ‘upon
the mountainous ruins of the Baths of Caracalla’ (Plate 30); through his
letters; and through his own burial in the Protestant Cemetery by the
ancient pyramid (Plate 198). “The first aspect of Ttaly enchanted Shelley’,
wrote his wife in later years; ‘it seemed a garden of delight placed beneath
a clearer and brighter heaven than any he had lived under before. He
wrote long descriptive letters during the first vear of his residence in Italy
[1818-1819], which, as compositions, are the most beautiful in the world.
-« « The charm of the Roman climate helped to clothe his thoughts in
greater beauty than they had ever worn before ; and as he wandered among
the ruins, made one with nature in their decay, or gazed on the Praxite-
lean shapes that throng the Vatican, the Capitol, and the palaces of Rome,
his soul imbibed forms of loveliness which became a portion of itself’

John Keats was too near his end to write of Rome when he reached the
city late in 1820, yet in death his name was bound with it more closely
than the names of many who have filled volumes with its lore, This link
was partly the work of Joseph Severn, the friend who comforted his Jast
days, but chiefly that of Shelley, with his passionate defence of the dead
poet and description of his burial place. When, a vear later, Shelley too
was laid to rest in that same Protestant Cemetery in the shadow of the
pyramid, the bond between the two and the city was complete, Their
memory is fittingly united now in the Keats-Shelley Memorial, the house
by the Spanish Steps where Keats died in 1821,

From these years illumined by the English romantic poets comes an
interesting comparison between the city as evoked by a poet and as
described by an intelligent tourist with a keen power of observation and
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sense of humour. Charlotte Eaton's Rome in the Nineteenth Century, a series of
letters written during a stay covering much of the years 1817 and 1818,
describes the antiguities and life of Rome at almost the same time as
Byron's short visit, The two saw the scene with a similar romantic appre-
clation; even in their phraseology there is sometimes & striking resem-
blance; but the Englishwoman noted many a detail and nuance which the
poct cither did not observe or chose to ignore. Ms, Eaton, though almost
forgotten now, was well appreciated in her day. In the 1840s George
Stillman Hillard, writing one of the most nearly comparable of American
travel books, noted of Mrs. Eaton’s volume: ‘Before the days of Murray,
there was not a better guide-book in English to the sights of Rome; and it
will still be found an agreeable and instructive companion both there and
at home.”

In these early golden days of peace, painters as well as poets and
sculptors thronged from other lands to Rome; her sunshine and pic-
turesque charm and her wealth of paintings as well as ancient monuments
gave her still a peculiar appeal. But the forerunners of the new movement
n painting no longer cared essentially for ruins; they were experimenting
instead with still more universal themes, on which the romanticists had
already touched—the significance of ordinary life, the effects of atmo-
sphere and light which were to lead before many years to the French
Impressionists and to shift the centre of painting from Rome to Paris. The
English were the leaders here; the French brought the movement to its
full flowering,

Turner, the Englishman, was already deep in studies of light and
atmosphere when he first visited Rome in 18 19. Most of his delicate draw-
ings of the city done at this time (Plate 1 12] are accurate topographical
sketches of Rome and her monuments as Byron, Shelley, and Keats saw
them. A few paintings done at the same time (Plates 31, 134) suggest the
city’s colour and light as well. Both drawings and paintings of this period
have the added interest of being among the last works to show certain
ancient monuments just before the considerable alterations which took
place in the 1820’s. That Turner was by no means exclusively interested
in topography even in his views of Rome is evident from a picture done
after his second visit 1o the city in 1828-1829, In the Palace and Bridpe of
Caligula, a few actual remnants on the Palatine and in the Forum serve
merely to state the theme of an imaginative composition, a brilliant and
timeless harmony of colour,

Some of the monuments painted by Turner, such as the Colosseum and
Arch of Titus, had already been changed considerably before Corot
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reached Rome in 1825. The French artist’s representations of the massive
structures he saw about him [Plates 32, 135, 202) have a solid simplicity
and clarity not to be found in his later and softer grey-green idvlls of the
northern countryside. The city’s intense light was a revelation to him; as
he painted it, this light was not the serene, soft radiance of Claude
Lorrain. Tt was strong, almost viclent, a form in itsell rather than an
enveloping atmosphere.

Both Tumner and Corot occasionally treated the Roman scene in the
more consciously picturesque manner, selecting or arranging their com-
positions to appeal to the imagination and the memory, This was especially
true of Turner’s delightful vignettes for the de-luxe edition of Rogers” Italy
published in 1830. Samue! Prout's popular water-colours and drawings
[ Frontispiece, Plate 43/, while topographically accurate and detailed, were
avowedly picturesque, meant to attract the eye and the pocketbook of the
homeward-bound or nostalgic traveller. Prout, who has been aptly called
a ‘master of dilapidation’, dwelt lovingly on each time-worn stone and
broken column, while adding as a note of piquant contrast some attrac-
tive scene from Roman life of his time,

German artists, who came to Rome increasingly in the late eighteenth
and first half of the nineteenth century, found several avenues ol approach
to the city’s life and monuments. To some, Rome meant classical land-
scape in the tradition of Poussin and Claude; to others, the search for an
inner harmony between classic beauty of form and medieval Christian
tradition; to still others, of course, it meant chicfly the picturesque blend-
ing of the ancient and the contemporary, of ruins and the fresh life led
within their shadow.

Asmus _Jakob Carstens, who came to Rome in 1792 and devoted him-
self to figure painting and literary themes, was a leader in the classic style.
In 1795 he was joined by the Tyrolese Joseph Anton Koch, who served as
a link between the classic and the romantic movements. After Carstens’
carly death Koch worked chiefly on heroic landscapes in the tradition of
Claude, with generalized though sometimes recognizable Roman ruins
and picturesque groups of men, women, and animals, sometimes con-
temporary, sometimes derived from medieval story, His etchings (Plate
44) are at once closer to actuality than his paintings and more romantic in
treatment, with a touch of that fantasy so highly developed among many
German artists of the medieval revival, Perhaps even more important
than the considerable body of his work was his influence upon other
artists, Karl Philipp Fohr (Plate g5) and Franz Hérmy, whose Rome in the
Renatssance strangely prefigures the English Pre-Raphaelite movement,
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were among his pupils. Karl Rottmann and Ludwig Richter, though
widely divergent in their aims, considered him a master. And among his
friends he counted such diverse men as Thorwaldsen and the German
Nazarenes,

Friedrich Overbeck was the leader of this German group in Rome, who
received their name partly because of their intense religious interests and
partly because of the long hair affected by some of their members. Over-
beck, in revolt against the classical formalism taught in Germany, came
to Rome in 1810 and, with a few friends, formed a group dedicated to the
revival of the Christian influence in art. This brotherhood of Saint Luke,
which had already been drawn together in Vienna, lived a communal life
in Rome in the abandoned monastery of Sant’ Isidoro on the Pincian hill,
Franz Pforr was one of the original founders; Peter Cornelius, Philipp
Veit, the brothers Wilhelm and Rudolph von Schadow, and Julius
Schnorr von Carolsfeld were among the many associated with it. Fried-
rich Olivier (Plate 146) also studied under Overbeck. Though the
Nazarenes emphasized religious subjects and themes from Christian epic
and history, many of their members naturally painted the life and monu-
ments of Rome. Franz Catel, for instance, though intimately associated
with the group, became more and more a painter of popular Roman
genre pictures, from the sale of which he acquired considerable wealth,
Aside from their preoccupation with religious work, another fact tended
to lessen the interest of the Nazarenes in the remains of Rome itself. This
was the number of delightful hill towns nearby which recalled to these
lovers of the Middle Ages the legend-haunted crags and castles of Ger-
many. Olevano and Tivoli, crowning their small, steep hills, appear again
and again in the sketches and paintings of this group.

The life of the brotherhood may sound aloof and ascetic, but contem-
porary accounts as well as Folr's drawing (Plate 35) are evidence of
social gatherings in the cafés of Rome, especially the Greco. ‘After a good
breakfast in the Café Greco, the rendezvous of all the German artists in
the city’, Ludwig Friedlinder set out in 1815 to see the sights of Rome,
James Freeman described it more fully some vears later. “The place was
resorted to," he wrote, ‘not because of its superior appointments and fame,
for it was decidedly one of the smallest, darkest, and untidiest of restaur-
ants; its central position and superior coffee were its chiel attractions,
added to which a greater freedom of speech was permitted without a strict
surveillance of the police, whose spies found their way into all reunions of
society. . . . The walls and windows were toned down . . . into asphaltum
dinginess, the smoke penetrating into every nook and corner, and keeping
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the atmosphere so thickly charged with it that it was difficult either to see
or breathe. Added to this were the commingling of a dozen languages and
dialects, and a variety of costumes, physiognomy, and gesticulation pecu-
liar to Russians, Poles, Hungarians, Danes, Swedes, Spaniards, French,
Dutch, English, and other mixed races and eccentric characters.’

As the Germans gathered about Overbeck, so did the Danes about
Thorwaldsen, their most famous figure, though they formed no such
organized group as that of Overbeck’s circle. Detlev Blunck has left an
entertaining glimpse of the Danish group in the tavern of La Gensola in
1837 (Plate 96). One of those at the table there was Ernst Mever, creator
of such delightful Roman genre scenes as the Public Letter Writer (Plate 37) ;
another was Wilhelm Marstrand, whose October Festival (Plate 98) records
one of the picturesque celebrations which fascinated visitors from distant
lands, Other Danes who painted with gusto Roman monuments and
Roman life were Christoffer Eckersberg, Constantin Hansen, and Jorgen
Senne, To this Scandinavian group the young Danish author, Hans
Christian Andersen, then unknown, attached himself in 1834, The im-
mediate result of this visit to Rome was his first successful book, The
Improvisatore. Though sentiment and narrative contributed much to its
popularity at the time, its enduring quality lies in descriptions filled with
the evanescent charm of a passing day. With the freshness of observation
and diction that later characterized his fairy tales, Andersen noted not
only such outstanding sights as the Colosseum, “like a vast mass of rock’
and the Palatine, crowned with black cypresses and pines, ‘demon-like
and huge’, but also the teeming life that surged about them, His young
hero's first song dealt with a bacon shop where ‘amid beautiful garlands
of laurel hung the white buffalo-cheeses, like great ostrich eges’; where
sausages ‘reared up like columns, sustained a Parmesan cheese, shining
like yellow amber’; and where, ‘in an evening . . . the red glass-lamps
burned before the images of the Madonna in the wall among sausages
and ham’,

To such a cosmopolitan yet picturesque society, to a life totally dif-
ferent from anything they had known across the Atlantic, Americans
came in ever-increasing numbers. A period of peace, the improvement of
transportation, and a wider distribution of wealth led more and more
citizens of the New World to travel for pleasure as well as study. Though
the professional guidebook as we know it today was a development of
Europe, American writers were at work early 1o supply the increasing
demand for travel books. Theodore Dwight, Connecticut educator and
author, published in 1824 his Journal of a Tour in Italy in the Year 1821.
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Aside from valuable comments on the condition of Roman menuments at
that time, Dwight's book contributes sympathetic descriptions and
anecdotes from the city’s life.

Henry Wadsworth Longfellow’s slender prose volume, Outre-Mer,
appeared in 1835, but the exquisite description, Rome in Midsammer
(Plate 119), dates from 1828 when the poet visited the city during his first
European journey preparatory to teaching modern languages. Unlike
Irving, he never considered the career of an artist; like many another
traveller he enlivened his notebooks with occasional sketches by the way
(Plate 39). So too did Frances Elizabeth Appleton (Plate 40}, whom he
met in Europe and later married.

James Freeman, on the other hand, who settled in Rome to paint, is
remembered today for his slim volumes, Gatherings from an Artist's Fﬂfﬁﬁﬂ.
Some of these pleasant reminiscences of fact not unmixed with fancy, date
from the year of his arrival in 1836, though the two parts of the book were
published respectively in 1877 and 1884,

Perhaps the most widely quoted travel book of its time, and still
delightful reading, was Six Months in ftaly, by George Stillman Hillard,
New England lawyer and man of letters, and a friend of Longfellow.
Based on a trip in 1847-1848, the book won instant success upon its pub-
lication in 1853. The reason is immediately apparent: in its ability 1o
create an atmosphere and interpret a sensitive stranger’s reaction to ‘the
grandeur and mystery of the Eternal City', Hillard's book takes its place
among haunting pictures of Roma sparita, vanished Rome, with Story’s
Roba di Rema and the work of Henry James,

Beyond question, however, Hawthorne's Marble Fuun was, in English-
speaking lands, the most widely read of nineteenth-century books dealing
with Rome. Shortly after its publication in England in 1860 under the
title Transformation, a friend wrote him: ‘I suppose no one will visit Rome
without a copy of it in his hand.’ This was precisely the case. Combining
the long and delightful descriptions of his lfalian Nutebooks with the interest
of a romantic love story, shadowed by the clouds of mystery and violence
in a foreign land, the book became at once almost as necessary equipment
for seeing the city as Murray’s guide. Tourists not only visited the spots
which Hawthorne described; they saw them through the eyes of his
characters; with Hilda and Miriam and Kenyon they stood in the
Colosseum by moonlight, gazed at the statue of Marcus Aurelius on the
Capitol, shuddered at the fateful precipice of the Tarpeian Rock whence
the unhappy Faun hurled the mysterious villain, and watched the clouds
pass to and fro above the great opening of the Pantheon’s dome.
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Artists came to Ttaly from across the Atlantic as they had come for
centuries from the rest of Europe. Many were painters, but they no longer
came to learn a manner or technique of painting; the centres for such
training were already shifting. They came rather to the wellsprings of
western art, to that Latin land through which there had flowed into the
West its ancient inheritance from Greece and from which had spread the
quickening spirit of the Renaissance. They were quick to feel the wonder
of its past; they were even quicker, perhaps, to respond to its present
beauty.

Sculptors reaped the most immediate practical benefits, for here were
patrons attracted by the fame of Thorwaldsen and of the English sculptor,
John Gibson, ready to buy statues they would never have considered at
home. Here, too, was a plentiful supply of good and inexpensive marble-
cutters, such as existed in no other land. Material conditions could
scarcely have been more favourable, but the results were disappointing.
The gap between the artist's intent and the craftsman’s execution all too
often led to lifelessness in the finished product. This danger seems to have
affected untrained American talent even more than that of Europeans
schooled in the classical tradition. Indeed, this declining tradition itself
was not the best in which to develop a vigorous group of sculptors coming
from a very different kind of life. Yet, if the works of Thomas Crawford,
Harriet Hosmer, William Henry Rinehart, William Wetmore Story, and
Moses Ezekiel seem remote today, these sculptors played an important
part in the relationship between Rome and nineteenth-century America.
Harriet Hosmer has become a legend as the centre of a group of women
active in the artistic life of Rome. The Rinchart scholarships for American
sculptors studying in Paris and Rome still keep green the memory of a
gentle artist’s love for the Old World and the New as well as for his art.
The studios of Crawford, Story, Ezekiel (Plates 159, 160) and others were
centres of pleasant social life, Crawford's son, Marion, carried on the
tradition of this life in his romantic novels of Rome and his Adve Roma
Immortalis. In his lifetime Story's interests were divided between the law,
for which he was trained at Harvard, the art of sculpture, which he prac-
tised with considerable success in Rome, and his writing, which expressed
a romantic side not apparent in his solidly classical sculpture. It was
almost inevitable that Hawthorne’s American hero in Rome should be a
sculptor, that his studio should be modelled after Story’s, that the statue
described there should be Story’s Cleopatra, and that the heroines, Miriam
and Hilda, should be drawn from Harriet Hosmer's group. Story's own
vohime, Roba di Roma, remains a haunting word picture of Roma sparita,
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the ‘vanished Rome’ of the days just before the papal city became the
capital of united Italy. “The golden air, as I look over its pages, makes a
mist,’ Henry James wrote of it in later years.

Painters and writers, able to practise their arts with less expenditure off
money than sculptors and with less dependence on other hands, were less
hampered by circumstances and tradition and freer to take inspiration
from a slant of light or the shadow of a cloud. Landscape painters, of
course, were strongly attracted by the deep, mellow colours, the tem-
pered intensity of light, and the endless combinations of the works of
nature and of man which formed irresistible compositions on every side.
Even portrait and figure painters were drawn to landscape in this land, or
at least to sketching picturesque scenes, Samuel F. B, Morse, still primarily
interested in painting rather than in the telegraph, turned aside in 1830
from the portraits that furnished his living to paint his Chapel of the
Virgin at Subiace. As a pupil of Allston, of course, it is not surprising that
he should have delighted in this serene landscape. Daniel Huntington,
Morse’s pupil, painter of portraits and religious subjects, was also strongly
attracted by the Roman landscape in the forties; and in the fifties and
sixties such portrait painters as William Page and George Peter Alexander
Healy were touched by the spell of Roman light and Roman menuments.
Elihu Vedder, too, though best known for his fanciful excursions into the
fields of mythology and literature, painted a few delightful Roman views
when he first visited Italy in the fifiies (Plate 154), and more when he
settled there a decade later,

In the Italian countryside, American painters saw at first hand the
beauty they had admired in the landscapes of Claude Lorrain. The artists
of the romantic Hudson River School, America’s first recognized group of
landscape painters, were with few exceptions men from the northern,
north-middle, or midwestern states, to whom the Roman light and the
teeming life and colour of Mediterranean lands were a revelation. Thomas
Cole, pioneer of the group, who was already well trained in his art when he
first saw Italy in 1831, delighted in the combination of this gracious beauty
with the handiwork of men. Describing the hill country north of Rome he
lovingly pointed out the effects of changing lights on its *distant villages
and towers’, implying its contrast with the wilder mountains that he
loved in his homeland or in the quiet England in which he had been born.
His descriptions exemplify his typically romantic axiom that an artist
should *walk with nature as a poet’. If he wrote much of Rome itself, little
is now known except for one exquisite description of the Colosseum and a
shorter passage on the Pantheon. “The things that most affect me, in
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Rome', he wrote in a letter of 1832, ‘are the antiquities. None but those
who have seen the remains can form an idea of what Ancient Rome was.'
His sketclibooks, however, are filled with drawings of the city’s monu-
ments (Plate 41) and of the wide Campagna which spread between the
city and the hills; some of these he translated into such paintings as the
Roman Agueduct (Plate 43).

The Campagna, especially that section south of Rome through which
the Claudian Aqueduct passes along the Appian Way and thence up into
the hills, was a favourite haunt of artists and authors alike, Among many
fine descriptions, two are outstanding; one in Story’s Roba di Roma, begun
in 1862, and one included in Henry James' Transatlantic Skefches of 1875.

‘Over these long unfenced slopes’, wrote Story, the complete romantic,
‘one may gallop on horseback for miles without let or hindrance, through
meadows of green smoothness on fire with scarlet poppies—over hills
crowned with ruins that insist on being painted, so exquisite are they in
form and colour, with their background of purple mountains—down
valleys of pastoral quiet, where great fufa caves open into subterranean
galleries leading beyond human ken; or one may linger in lovely secluded
groves of ilexes and pines, or track the course of swift streams overhung by
dipping willows, and swerving here and there through broken arches of
antique bridges smothered in green . . . or sit beneath the sun-looped
shadows of ivy-covered aqueducts, listening to the song of hundreds of
larks far up in the air, and gazing through the lofty arches into wondrous
deeps of violet-hued distances.”

Henry James' description has a more solid structure beneath its romantic
atmosphere; his period of elaborate style for its own sake had not yet
begun. “The landscape here has two great features’, he wrote of the
Campagna, ‘close before you on one side is the long, gentle swell of the
Alban Mountains, deeply, fantastically blue in most weathers, and
marbled with the vague white masses of their scattered towns and villas.
It is hard to fancy a softer curve than that with which the mountain
sweeps down from Albano to the plain; itis a perfect example of the classic
beauty of line in the Italian landscape—that beauty which, when it fills
the background of a picture, makes us look in the foreground for a broken
column couched upon flowers, and a shepherd piping to dancing nymphs.’
In painting, these descriptions are paralleled by Cole’s Roman Aqueduct
(Plate 43) and Inness” Jtalian Landscape, Roman Campagna ( Plate 44).

Sooner or later most of the men associated with the Hudson River
group came to Rome. Asher Durand, best known for his carefully detailed
paintings of sunny New World fields and hills, was in Rome in the forties,
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as was also Jasper Cropsey, painter of the Hudson country. Sanford
Gifford was there for the first time in the mid-fifties and again m later
years. Healy painted Gifford with Longfellow and the poet's daughter
Edith at the Arch of Titus in 1869 (Plate 123). Gifford’s own view of
Tivoli, its hills, cascades, and ancient ruins enveloped in a rosy autumn
haze, is dated 18749, George Loring Brown, in his time perhaps the most
celebrated American landscape painter in Europe, spent some years in
Rome in the fifties and sixties, while Albert Bierstadt, later to become a
pioneer painter of the Rockies, passed the winter of 1857-1858 in the city,
where he painted landscapes and genre scenes such as the Portico of Octavia
(Plate 47). In 1868-186a Frederic E. Church, last of the great Hudson
River men and the only pupil whom Cole himself had taught, spent some
time in and about Rome on his return journey from Syria and Palestine.
Panoramic views of then comparatively remote places, such as the Aegean
Sea and the Andes, are more representative of his work, but his small
sketches of Roman scenes and ruins (Plate 42) have a boldness and free-
dom of handling lacking in his large canvases.

George Inness, beginning in the tradition of the Hudson River School,
went on to a broader, less detailed style. The lfalian Landscape of 1858
(Plate 44) marks a period of transition. Inness’ first visit to [taly, when he
spent considerable time in and near Rome, was made in 1847-1848, but
he returned often. The greater part of his Roman work belongs to his last
residence there, from 1850 10 1874.

While painters, sculptors, and writers drew their inspiration from the
city, historians were busy as well, carrying on the great tradition of
Gibbon and consolidating Rome’s position as a centre of scholarship.
Niebuhr's Roman History was published between 1811 and 1832; Momm-
sen's, from 1854 to 1856, Between 1855 and 1872 Ferdinand Gregorovius
wrote his monumental and delightful History of the City of Rome wn the
Miuddle Ages, conceiving the idea, as he noted in his Roman Journals, during
a ‘view of the city as seen from the bridge leading to the island of the
Tiber’. During these same years the French Jean Jacques Ampére was
weaving a web of mingled history and poetic interpretation in his Histoire
romatne @ Rome unfinished at his death in 1864, and its posthumous second
part, L' Empure romain @ Rome. He had already disclosed the pattern of his
thought in La Gréce, Rome ¢l Dante in 1848: “To compare is to comprehend.
You choose an object—no matter what—observe how it has been regarded
by different men at different times, and a whole portion of human history
passes before you." In a more restrictedly historical vein the Englishman,
Thomas Hodgkin, described the early medieval period in his ftaly and Her
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Invaders, published from 1885 to 1899. Narrower in scope than Gregorovius'
History, Hodgkin’s work deals at great length with ‘the changes by which
classical Ttaly . . . became that Italy of the Middle Ages’.

During this period of intensive scholarship and rapidly growing travel,
modern guidebooks came into being, to spread still more widely a general
knowledge of the Eternal City. These guides, complete with lists of hotels,
restaurants, and places of amusement as well as sights to be seen, began
with the increase of travel after the Napoleonic Wars. John Murray, third
of the British firm of Murray which had published the works of Scott and
Byron, set out for the Continent in 1829, ‘unprovided,’ as he later wrote,
‘with any guide excepting a few manuscript notes about towns and inns’.
This situation he set about to remedy. The first edition of his Handbook for
Ceniral Italy appeared in 1843; by the time Hillard made his tour in 1847,
he commented that ‘“there is not an innkeeper who does not turn pale at
the name of Murray”. The German Baedeker followed the Murray tra-
dition; early in the First World War the Scot, Findlay Muirhead, who
had worked on the Baedeker staff, began the English Blue Guide series.
Augustus Hare's Walks in Rome was a development of Murray’s guides.
Having written some of the Murray handbooks, Hare put into his popular
‘Walks” series the wealth of quotations and associations for which there
had been no place in the more compact volumes. Heterogeneous as some
of this material may seem, it is of endless value, not only as a key to what
has been said of Roman monuments over almost two thousand years but
also as to what the more reflective and widely read tourist of the nine-
teenth century wanted to know concerning them. The need for the book
was evidently real; first published in 1870, it had gone through twelve
editions on both sides of the Atlantic by the early eighties and reached its
twenty-first in 1g23.

By the time Hare first wrote, Rome was changing so rapidly that it was
necessary (o revise the volumes frequently, It was this changing Rome,
more changeless, though, than he could have known, that Story described
in passages of the Roba di Roma that might have been written to accom-
pany the paintings of Emst Meyer, Bierstadt, or Roesler-Franz. The
opening chapter records his return in 1856 for his third visit to the city:
‘We plunge into long, damp, narrow, dirty streets. . . . Yet—shall I confess
it? they had a charm for me. Twilight was deepening into dark as we
passed through them. Confused cries and loud Italian voices sounded
about me. Children were screaming,—men howling their wares for sale.
Bells were ringing everywhere. Priests, soldiers, confadini, and beggars
thronged along. The Trasteverini were going home, with their jackets



32 MARVELS OF ANCIENT ROME

hanging over one shoulder, Women, in their rough woollen gowns; stood
in the doorways, bare-headed, or looked out from windows and balconies,
their black hair shining under the lanterns, Lights were twinkling in the
little cavernous shops, and under the Madonna shrines far within. . . .

‘It was dirty, but it was Rome; and to any one who has long lived in
Rome even its very dirt has a charm which the neatness of no other place
ever had. . . . Fancy for a moment the difference for the warse, if all the
grim, browned, rotted walls of Rome, with their peeling mortar, their
thousand daubs of varying grays and yellows, their jutting brickwork and
patched stonework, from whose intervals the cement has crumbled off,
their waving weeds and grasses and flowers, now sparsely fringing their
top, now thickly protruding from their sides, or clinging and making a
home in the clefis and crevices of decay, were to be smoothed to a com-
plete level, and whitewashed over into one uniform and monotonous tint.
What a gain in cleanliness! what a loss in beauty!"

In this second half of the nineteenth century, while artists, architects,
historians, and travellers were busy each in his own way, Rome passed
through the political upheavals which produced the modern capital. Left
under Austrian domination alter Napoleon's downfall, her citizens
rebelled when the European revolutions of 1848 swept the Continent,
Under the leadership of Garibaldi and Mazzini they declared their city a
republic in 1840, but neither France nor Austria would permit the move-
ment to succeed. France, though herself a republic at the time, moved to
forestall Austria and restored the nominal papal power in 1850, under
French protection, leaving to Austria the rest of Italy.

The northern state of Piedmont, with its expanded title of Sardinia,
alone kept its revolutionary constitution. Count Cavour, leader of the
movement there, maintained a steady pressure for a united kingdom free
from foreign domination, which was finally achieved in 1861 with Victor
Emmanuel of Savoy, king of Sardinia, as ruler of united Italy.

The kingdom’s capital was first at Flarence, Rome remaining separate
under papal rule. In 1870, however, the French garrison finally withdrew,
and before the end of the year a plebiscite made Rome a part of united
Italy, and its capital. The Piedmont constitution of 1848 was the basis for
that of the new kingdom and continued in force, at least nominally, even
through the Fascist rule of 1920-1444. The present republic was voted in
1945; its new constitution went into effect on January 1, 1g48.

This Roma sparita, dear alike to artists and travellers, was recorded for
later eyes by both painters and early photographers. There was, indeed,
but a fine line of distinction between the academically trained painter of
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the time and the photographer; each was bent on reproducing reality in
the popular romantic mood and the work of each amplified that of the
other. Quistanding among the painters who at this moment devoted
themselves to portraying the vanishing Rome, was Ettore Roesler-Franz,
Roman-born of Teutonic stock. Near the century's end he began the series
of pictures in which the moment’s transitory charm lives on in its moods
of gray cloud and silver rain as well as its golden sun | Plate 45), Though a
comparatively young man in the 1870's, he must have shared the feeling
of the ageing Gregorovius, who had just completed his History of Rome in
the Middle Ages. The historian wrote in his Journal for January, 1873:
‘Building is proceeding at a furious pace, . . . . Almost every hour witnesses
the fall of some portion of ancient Rome. New Rome belongs to the new
generation, while 1 belong to the ancient city, in whose spell-bound
silence my history arose. Were I to come to Rome now for the first time, 1
neither should nor could conceive the idea of such a werk.’

The ‘mirror of Rome’ in the last hundred years has been largely that of
photography (Plates 46, 48-56), though painters have by no means aban-
doned her streets and her Campagna. The new art of photography began
its revolutionary course between the eighteen-thirties and the eighteen-
Lifties; when the first great wave of excavation began on a national scale
soon after 1870 there was at hand, therefore, a considerable body of
photographie record, invaluable today as a portrait of the vanishing city.

Though Rome's face has changed almost continuously throughout the
ages, as does that of any city where men have lived for so long a stretch of
time, it has been altered more since 1870 than in the course of many cen-
turies before. Tt is this fact that gives such inestimable value to the photo-
graphs of the ten or fifteen years just before that date and, indeed, to many
taken considerably later. For the alteration of the city falls into two main
periods: one from 1870 to about the turn of the century and one from
about 1922 until the Second Warld War.

Scientific excavation, the uncovering and studying of monuments for
the sike of the knowledge to be derived from them, began in Rome about
the end of the eighteenth century. The rise of a disciplined interest in
antiquity was due largely to the German art historian Winckelmann, at
that time papal Commissioner of Antiquities. For many years, however,
the scale of operation was small. The first of these excavations was, as
might be expected, in the Roman Forum, where a part of the Basilica
Julia was uncovered in 1788 by the Swedish ambassador to Rome. Early
in the nineteenth century, in Napoleon’s time, parts of the west end of the
Forum were excavated under the direction of Carlo Fea, who worked
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intermittently from 1801 to about 1817, Then, aftera lull of ten years, the
work was undertaken again, under Antonio Nibby, in 1827, Though the
project was still limited in scope, by 1834 the picturesque appearance of
the Forum had suffered enough to trouble Louis I, king of Bavara, noted
German patron of the arts, who wrote of it:
‘Everywhere rents in the earth, till the cye beholds nothing but chaos!
Beautiful as it was once—now not a trace of it loft!
Artists have nothing ro say, archacologists rule as they please here,
Blind to all but one side, caring for nought but their own.’

On the Palatine the gardens which the Farnese had laid out in the
sixteenth century above the buried palaces of the emperors had been
rifled for treasure by the dukes of Parma early in the eighteenth century,
and had then been left to moulder in quiet neglect. In 1860 they were
bought by Napoleon 11 of France, in the hope that the excavators had
not been too thorough. Although he was essentially seeking for buried
treasure, Napoleon put the work of excavation under the direction of the
capable Pictro Rosa, who carried it out with care.

When the new government of Ttaly took charge of all excavations, buy-
ing the Farnese Gardens from Napoleon in 1870, Rosa was made head of
excavations both there and in the Forum. From 1878 to 1880 the explora-
tion was carried on by his successor, Giuseppe Fiorelli, and was then aken
over until 1885 by Rodolfo Lanciani, best known in England and America
through his popular as well as scholarly books on Rome. During this
period of great activity the Forum was laid bare from end to end and the
successors of the trees planted along its length for the trinmphal proces-
sion of Charles V in 1536 were removed from the eastern end, as they had
been long before from the western. During a lull in the work, from 1885 to
1868, while the wreckage of excavation lav about neglected, Zola, in his
romantic Rome, called the Forum ‘a city’s cemetery, where old exhumed
stones are whitening’. Work was begun again in 1808 and carried on
patiently and exhaustively by Giacomo Baoni, especially on the Palatine,
but the First World War and its immediate aftermath slowed its progress.

The second great period of excavation began under Mussolini's govern-
ment soon after 1922; accompanied by an amount of demolition which
obliterated whatever interfered with its progress; it returned to the light
the remnants of imperial Rome and displayed them in imposing settings.
Two great thoroughfares were opened through the heart of the eity:
the Via dei Trionfi, now once more called by its old name, Via di San
Gregorio, which runs along the side of the Palatine to the Colosseum ; and
the Via dell’ Impero, now Via dei Fori Imperiali, running from the
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Clolosseum to the seat of the Mussolini government in the Palazzo Venezia,
near the monument of Victor Emmanuel. The forums of Caesar, of
Augustus, of Nerva, and of Trajan, were excavated; the Theatre of
Marcellus was cleared of its time-honoured shops; the Mausolenm of
Augustus of its fittings as a concert hall.

None now can remember Rome as she looked before 1870. Those who
lament her as she was before the 1g20's may find comfort in Hillard's
reflections on the Forum over a century ago:

“Those who can remember the Forum as it was at the beginning of the
present century, before any excavations had been made, are now but few
in number: but the changes caused by these excavations were looked
upon, at the time, with no favour by artists; and this fecling was shared
with them by the common people in Rome. What was gained to know-
ledge, say they, was lost to beauty. Formerly, there was a certain unity and
harmony in the whole scene. The mantle of earth, which for centuries had
been slowly gathering around the ruins, had become a graceful and
appropriate garb. Trees and vines and green turl had concealed the rents
and chasms of time: and a natural relation had been established between
the youth of nature and the decay of art, But the antiquarians had come,
and with their pickaxes and shovels had hacked and mangled the touch-
ing landscape as surgeons dissect a dead body. . . . The beauty of the
Forum had vanished forever. No more would peasants come here to dance
the saltarello; nor artists, to sketch. The antiquarians had felled the tree
that they might learn its age by counting the rings in the trunk. They had
destroyed that they might interrogate.

‘In words like these, the artists and sentimentalists of forty years since
lamented what they called the desecration of the Forum. They were not
all right ; nor yet wholly wrong. Each one will judge of their regrets by his
own taste and temperament. Time has since done much to repair the
disfigurement of which they then complained.’

Time has again done much, and Roman archaeologists have, since
Hillard’s day, taken beauty into consideration, filling in many of the
gaping holes their predecessors left and planting laurel and wistaria and
oleander in place of the trees and vines and shrubs which had been
weeded out. They may yet prove that beauty and truth are not ncom-
patible.

Nor is the artist’s city dead—the city of old streets filled with gay and
many-coloured life and heavy with the sense of their accumulated past. It
lives on west of the Tiber in Trastevere’s steep and narrow ways, where, as
the sun dips behind the houses, men and women surge out to cat and
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drink and make merry at tables set before the doors; in those dark streets,
too, on the river’s eastern side, where time-blackened palaces rise like
cliffs, and around any turn may lie a fallen column, a huge marble foot, a
battered statue, or a half-hidden courtyard where water splashes in some
mossy fountain. Most persistently of all, perhaps, it lives in the flash of
colour and gaiety when festivals and processions of the Church follow the
Madonna through the strects as once they did the triumphal cars of
conguerars, or the statues of the gods during the Roman games. Nothing
can take from this living and eternal city her twofold spell of continuity
and change. ‘Here all moments of history confront us; past and present
cry aloud together.’



THE CAPITOL

Plates 57-73

SFYTHIS hill with its leafy crown,” wrote Vergil of the Capitol two thousand

years ago, . .. 15 a god's home: my Arcadians believe they have
looked on Jove himself, while his right hand shook the darkening aegis and
summoned the storm clouds.” It is a little hill, thas, to have been a great
god’s home and to have ruled the world. Its highest peak is about 168 feet
above the plain at its western foot; its greatest length, about 500 yards;
yet it has given its name to seats of government throughout the western
world.

In Vergil’s day the word Capitol was applied both to the hill and to
Jupiter’s temple gleaming on its southern summit. The men of ancient
Rome explained the name by a legend shaped to fit the city's history.
When their ancestors dug the foundations for the first temple there in the
sixth century n.c. they unearthed a human head (caput), an event which
the augurs interpreted as an omen that Rome would become head of all
[taly. The name Capitolium was further explained as derived from caput
Tollit, *head’ of a mythical hero, *Tollius’. Softened now to the Italian
Campidogliv, the name was used at first to refer only to the southern sum-
mit, earlier called the Tarpeian Mount, where the temple stood. This old
term presently passed out of common use but it remained a literary con-
vention in such classic phrases as “Tarpeian Jove', chiefl deity of the temple.
Capitolium soon was used to designate the entire hill, including the
northern summit, known as the Arx, or fortified citadel. On this peak
there stood also the temple of Jupiter's queen, Juno Moneta. Juno’s
temple housed the offices of Rome's ¢arly mint and from her surname
came the English word money, and its counterparts in other languages,

The lower saddle of land between the summits was known in ancient
times as the Asylum from the tradition that Romulus offered refuge there
to fugitives who joined his band, Today, beneath the Capitol piazza which
occupies part of the Asylum, lie the shattered ruins of a temple of Vejovis,
the anti-Jove of the lower world, buried for centuries, but visible, since
excavations in the 1930s, in subterrancan tunnellings suggesting the dark
realm sacred to the god.

Like other Mediterranean powers, Rome began as a city state. When
she acquired an empire, the city and her Capitol remained the official

(37)
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military and religious centre of the Roman world. Religion being closely
related to the state, the Senate sat by preference in consecrated places,
though not in temples erected in honour of deified emperors. Its firs
meeting of the year was in Jupiter’s temple, the centre of national wor-
ship, sacred to the king of gods and men and lord of storms, On the
Capitol emperors and magistrates held solemn sacrifices in the open
space before the temple’s great portico, beneath the enthroned statues of
Jupiter, Juno, and Minerva in the pediment. From this temple the images
of the gods were carried down into the city, much as the Virgin’s figure,
robed in white and blue, is now carried through the streets of Rome from
church to church or as the saints arc paraded on their holy days, And to
this temple victorious emperors and generals brought home the spoils of
war, riding in riumphal procession through the Forum and up the wind-
ing road to the Capitol in precisely the opposite direction from today’s
approach,

The term ‘golden Capitol’ came both from the temple's wealth of
dedicated treasure and from its gleaming ornament. The roof was
covered with tiles of gilded bronze, the doors with golden plate, and
gilded statues added to the shining splendour.

Long after the Empire had begun to wane and Constantine had moved
the seat of imperial government to Constantinople, the Capitol's fame
lived on. In A, 356, when Constantinople had been the centre of empire
for a quarter of a century, the soldier-historian, Ammianus Marcellinus,
though he knew the eastern cities well, marvelled at ‘the sanctuaries of
Tarpeian Jove, so far surpassing [all else] as things divine excel those of
carth’. At the end of the fourth century the gold plates were stripped from
the temple’s doors by Stilicho, Vandal general of Emperor Honordus; yet
the Capitol remained a symbol of eternity, as it had been four hundred
years before, when Vergil had measured his own fame by the ages through
which men of Roman race ‘shall dwell upon the Capitol's unshaken rock’.

The temple survived Alaric’s sack in 410 only ta suffer severely in 455
when the Vandals, as the Byzantine historian Procopius wrote, ‘plun-
dered also the temple of Jupiter Capitolinus and tare off hall’ the roof.
Now this roof was of bronze of the finest quality, and since gold was laid
over it exceeding thick, it shone as a resplendent and wonderful spectacle’.
Yet in the sixth century Cassiodorus, Theodoric’s great councillor, could
still write: “To stand on the lofty Capitol is 1o see all other works of the
human intellect surpassed.’

When the great temple disappeared, whether catastrophe caused its
destruction or it was torn down by human hands, no record tells. With all
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the other monuments of the Capitol except the massive Tabularium it was
engulfed in silence. Centuries of night closed so deeply about the ‘head of
the warld" that the very locations of its buildings became confused and
lost, Some of the temple’s fragments were found long afterward, when the
Caffarelli family built their palace on its desolate site in the 1540°s. Many
were destroyed ; some were used by sculptors for the beauty of their marble.
Flaminio Vacca, sculptor and amateur archacologist of the late six-
teenth century, spoke of several fragments found on the Capitol being
re-used in this fashion.

Before long the temple’s site was so completely forgotten that many
believed it had stood upon the hill's other summit. Even Gibbon,
eighteenth-century historian of the Roman Empire, accepted the view
that its ruins lay beneath the church of Santa Maria in Aracoeli; not until
the late nineteenth century did excavation disclose its true site. Most of
the remains to be seen today were found during the last quarter of that cen-
tury or shortly after the First World War, when the Caffarelli Palace was
being transformed into the present New Museum, an extension of the
Conservatori,

The greater part of the huge platform which supported the temple, built
late in the sixth century B.c., lies beneath the various buildings of the
southern summit. In several places, however, its stones have been restored
to light—ritornate in luce, as the Italian phrase melodiously expresses it.
One section of this platform may be seen below the level of the floor in a
gallery of the New Museum; anangle isvisible in the nearby Piazzetta della
Rupe Tarpeia and the opposite corner in the Via del Tempio di Giove,
formerly the Via di Monte Tarpeo (Plate 58), A great strerch of masonry
belonging to the podium of the temple forms part of a wall in the gallery
called the Passagio del Muro Romano at the southern end of the Conser-
vatori Museum; a parallel wall of this podium stands open to the light
of day in the New Museum’s garden, once garden of the Caffarelli Palace
(Plate 59). Here dark and fragrant cedars of Lebanon throw luminous
patterns of light and shade against the gray volcanic stone, their heavy
branches swinging slowly when a breeze steals into this green and
sheltered place deep among foundations built almost twenty-five hundred
years ago.

Little else remains of the temple which once rose high above this great
platform to glitter under the brilliant sun of Rome—a fragment of fluted
column in the Caffarelli garden; a few bits of carving built into the
pedestal of the statue of Cola di Rienzi in the triangle between the two
flights of steps which lead, respectively, to Santa Maria in Aracoeli and to
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the Capitol square; and the great pieces of richly carved cornice (Plate 60)
discovered under the foundations of houses and now lying on the
along the Salita delle Tre Pile, the drive which winds up the hill below
the Conservatori. These, like the other marble fragments, are probably
remnants of the temple as re-built by Domitian after a.0. 8o.

The medieval mind could play all the more freely with the Capitol
because destruction had overtaken it so completely; its very disasters
afforded a clear field for fancy. By the middle of the twelfth century the
typical medieval description of the Capitol in its glory appeared in the
Mirabilia urhis Romae, the standard guidebook to the pagan as well as the
Christian ‘marvels of Rome’. The entire hill seemed to the medieval
imagination one magnificent fortress filled with wonders. The Mirabilia's
description echoes the words of ancient writers with an overtone of
eastern fantasy: "The Capitol was the head of the world, where the con-
suls and senators abode to govern the Earth. The face thereof was covered
with high walls and strong, rising above the top of the hill, and covered all
over with glass and gold and marvellous carved work. . . . Within the
fortress was a palace all adorned with marvellous works in gold and silver
and brass and costly stones, to be a mirror to all nations, . , . And it was
therefore called Golden Capitol, because it excelled in wisdom and beauty
before all the realms of the whole world.’

One of the greatest wonders of the Capitol, which was itself ranked
among the Seven Wonders of the World, was a magic device called the
Salvation of Rome. The shifting currents of medieval legend gave this
more than one form, but usually it was regarded as a group of statues,
said by some to be the work of Vergil, whom the Middle Ages had trans-
formed from poet to magician. ‘In the temple of Jupiter and Moneta in
the Capitol,” says the Mirabilia, ‘was an image of every kingdom in the
world, with a bell about his neck, and as soon as the bell sounded, they
knew that the kingdom was rebellious.” The Mirahilia does not say that
Vergil was the maker of the statues; that story came later, Other places,
too, were said to house them; the Pantheon, the Colosseum, or even the
Lateran. But usually their home was the Capitol, ‘head of the world".

The actual Capitol of medieval times was very different from this
glittering, magic wonder. Its southern summit was bare, Where Jupiter’s
temple had once raised its gilded roof, cloth dyers now spread their drying
racks (Plate 63). Nearby was the gallows, which gave the neighbour-
hood an unsavoury reputation, Goats browsed there undisturbed, giving

still another name to the once mighty mount of Jove—Monte Caprine, Hill
of Goats.
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But Romans of the early Middle Ages had at least one stronghold upon
‘the Capitol's unshaken rock’. At the edge of the Asylum, used then as a
market and meeting-place, a baronial family had fortified the only surviv-
ing monument of ancient Rome left standing on the hill—the Tabularium
overlooking the Forum. Built of grey, volcanic stone, the lower floors of
this old Record Office (Plates 64, 65) had defied time and disaster from
the days of the old Republic in the first century before Christ.

In 1143, tired of being pawns in the long struggle between popes and
emperors, the Romans broke into revolt. Their first step was to meet on
the Capitol, there to re-establish their ancient Senate and revive their
ancient Republic. Precisely where they met is not recorded. But when, a
few years later, they built their first simple Senator’s Palace, it rested upon
the Tabularium’s lower floors (Plate 64). Perhaps this was merely because
it was the strongest site upon the hill, but it is tempting to think that the
builders dimly knew the link with the old Republic of twelve centurics
before.

The Senator’s Palace presently took on the name of Capitol, sharing it
with the hill as Jupiter's temple had done long before. The magistrates for
whom it was built became, all too soon, senators in name only, but they
were obliged to hold some meetings there, and the building was a centre
for many other activities. When Petrarch was crowned on the Capitol in
1341 with the laurel symbolic of triumph in the art of poetry, he received
the wreath in the Audience Hall of the Senator’s Palace. Nor could
Romans entirely forget that the Capitol had once been the centre of far
more than a local city government. In 1347 Cola di Rienzi, dreaming that
Rome might ence more be the capital of all Italy, gathered his revolu-
tionary assembly in the old Palace. And near it, seven years later, when
the dream had failed, he met violent death at the hands of the Roman
people who had once acclaimed him.

The centiry of Rienzi was that of ‘widowed Rome’, a city in rebellion
against both popes and emperors, forsaken by both and pleading for the
return, sometimes of one and sometimes of the other.

The fifteenth century saw the return of the popes to Rome and also the
dawn of the Renaissance with its humanistic revival of interest in an-
tiquity. This revival brought new laments for Rome’s vanished glory,
although the renaissance city, whose popes drew to her the ranking artists
of the time, was now no unfit successor to the imperial state. Rome had
not yet seen the full flowering of the Renaissance when, some time before
1431, Poggio Bracciolini, humanist of Florence, recorded what he could
see of Rome's ancient monuments from the Capitol. Sitting somewhere on
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the hill, looking across the Forum and the city's ruins, he meditated on the
contrast of past and present;

‘How greatly does this Capitol differ from that which Vergil describes
as “Now golden, where once throve the tangled wood”. This line is
reversed to “Once golden, now with thorns and brambles spread! . . .

“This Capitol hill, once the head of the Roman Empire, the citadel of
the earth, which so many kings have feared, so many emperors ascended
in triumph, which has been enriched by the spoils of so many nations—
this spectacle of the world, how is it fallen, how changed from its former
state. Vines cover now the benches of the senators, which have become a
waste heap and a dunghill. . . . The public and private buildings, founded
for eternity, lie prostrate now, nude and broken like the limbs of a
gigantic decaying corpse.’

More had fallen or had been destroyed before Marten van Heemskerck
made lis drawing (Plate 63) a century later, but in essentials the artist
saw the Capitol much as Poggio had described it.

The Middle Ages had revived the Senate and created the Senator’s
Palace, the hidden nucleus of the building which stands today. It re-
mained for Michelangelo and those who carried out his plans to give the
building its present form. The great square where markets had been held
in the Middle Ages was levelled off and a road built up to it from the
western side, finally completing the change of approach from ancient days.

Under the popes, affairs of impartance to the papal state—and there-
fore all affairs of an international nature—were conducted from the papal
offices. But many civic matters were left, as they are today, for action on
the Capitol. Plays were presented there on festival days, such as the cele-
bration of the traditional birthday of Rome on April 215t or the reception
of distinguished visitors. The various academies of art and literature
which sprang up toward the end of the Renaissance held special fétes and
meetings there. The custom of crowning poets on the Capitol had been
kept up at intervals since Petrarch’s day. The year 1776 saw the crowning
of a poetess—Corilla, famous in her day for improvised poetry, though
now remembered chiefly as the original of Madame de Stael’s popular
heroine, Corinne.

Before the middle of the eighteenth century, when the French painter
Hubert Robert sketched it (Plate 66), the Capitol piazza had taken on
the form it has today. The glory of Renaissance and baroque had waned,
but papal Rome, in the last full century of its unique existence, was still
the goal of artists, the centre of learned academies, a city which retained
to the last the elegance and long perspective of the eighteenth century.
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Gibbon, when he conceived the idea of his immortal Histary of the
Decline and Fall of the Roman Empire, saw the Capitol as Robert drew it. ‘It
was at Rome, on the 15th of October, 1764," he wrote, ‘as 1 sat musing
amidst the ruins of the Capitol, while the bare-footed fryars were singing
Vespers in the temple of Jupiter, that the idea of writing the decline and
fall of the City first started to my mind." In another Journal he tells the
story somewhat differently, narrowing the setting to ‘the Church of the
Zocealanti or Franciscan fryars . . . on the ruins of the Capitol’ (Santa
Maria in Aracoeli}. It matters little that the historian, as we now know,
mused above the ruins of June’s rather than of Jupiter’s temple. Had he
known this he might have been even more deeply stirred by the
continuity of history through which one queen of heaven succeeded
another and Mary's hymns were sung where Juno had so long been
worshipped.

But beneath the surface elegance and reason, change fermented. The
Revolution which began in France with a wave of popular republicanism
swept southward into Italy where it united with a native longing for
national unity and independence, This was a revolution doomed from its
beginning, French forces were occupying Rome when, in 1798, the
Roman Republic was proclaimed and a Tree of Liberty planted in the
Capitol square in the presence of four hundred French dragoons.
Napoleon's empire soon overwhelmed the republic, but the idea of
freedom did not die.

Again, in 1848, revolution began in France and swept through Europe,
and again it led toa short-lived republic in Rome, On February 5th, 1849,a
Roman Assembly gathered once more on the Capitol to go in solemn pro-
cession to its meeting place in the Chancery Palace. Here, at one in the
morning on February gth it voted to establish a Roman Republic. The
next step was to proclaim it from the Capitol. Margaret Fuller, friend of
Emerson, crusader for liberty, and one of the group of Americans who
remained in Rome throughout this stormy period, wrote her impressions
of that day: ‘At last the procession mounts the Campidoglio. It is all
dressed with banners. The tricolor surmounts the palace of the senator;
the senator himself has fled, The deputies mount the steps, and one of
them reads in a clear, friendly voice . . . The Fundamental Decrees of the
Constitutional Assembly of Rome.” These deprived the Church of tem-
poral power and declared that ‘the form of government of the Roman
State shall be a pure democracy, and will take the glorious name of
Roman Republic.’ In the pauses between the articles “the great bell of the
Capitol gave forth its solemn melodies; the cannon answered ; while the
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crowd shouted: Viza la Republica! Viva Italia!” At night the buildings of
the Campidoglio were lit in celebration of the new government {Plate 68),

But the time was not yet ripe for Italian independence, The rest of
Europe, as usual, would not let Italy alone; France and Austria com-
bined to overthrow the republic in the summer of 1849 despite Garibaldi’s
heroic defence of Rome. Yet the wave of national feeling, though halted,
could not be turned back. The principle of republic versus monarchy was
of less importance at the time than that of national unity and freedom. As
a result the kingdom of Sardinia, the only state in Italy to keep its consti-
tution of 1848, became the champion of a united Italy, In 1861 the Italian
territories, with the exception of Rome which remained under papal rule,
united under Victor Emmanuel I1 of Piedmont and Sardinia; in 1870,
his shrewd statesman, Count Cavour, seized the opportunity provided
by the fall of the French Empire of Napoleon ITI to move upon the
Eternal City. The papal troops made only a token resistance and on
October 2, by popular vote, Rome was united with the rest of Italy
and became once more its capital. The result of this plebiscite was
announced from the Capitol. But when the next vear the government
officially moved from Tlorence to Rome, the national seat was established
in the papal palace on the Quirinal, leaving the Capitol hill the seat of
Roman city government,

Today, the Senator's Palace resting upon the Record Office of two
thousand years ago is the city hall of Rome. The Forum and the Palatine
are venerable shrines, but empty of modern life save for tourists and
workmen busy returning to the light more remnants of the ancient city.
But on the Capitol the gold and purple city flag still flies above the
Palace staircase when the council is in session and city officials constantly
come and go in the clear sunlight of the square.

As the centre of Rome’s civic life the Capitol still spans the centuries,
No period has passed without leaving its traces on this hill; here, more
than in most places even in this Eternal City, “all moments of history con-
front us’, This little hill is itself a living monument to Time. From the
stairway of the Senator’s Palace, on June 16, 1946, the flag of the
Roman Republic of 1849 welcomed the proclamation of the present
Republic of Italy. But these two republics graze only the surface of time
in Rome. Beneath the sixteenth-century fagade of the Senator’s Palace is
hidden the nucleus remaining from the palace built for the Republic of
1143; that in its turn rests upon the great stones of the Tabularium, the
work of a republic which had been dead almost a century before the birth
of Christ. And on April 21, in the square around the ancient statue of
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the Emperor Marcus Aurelius, the Romans still celebrate the birth of
their city in 753 B.c. (Plate 6g).

Centuries have mellowed the stones of the Tabularium as they have
softened Capitolium to Campidoglio. Under the Italian sun even rums seem
less austere and desolate and the past more near at hand than in greyer
northern lands. On this pleasant hill, as hot afternoon turns to welcome
evening, the "Golden Capitol' glows again. The sunlight slanted through
the cooling air gilds once more the horse of Marcus Aurelius and deepens
into orange the honey-coloured walls of the Senator’s Palace. Offices close
and the hill grows quiet. Alone in the centre of the square, miraculously
preserved in bronze through so many and such disastrous centuries, the
emperor returns in eternal silence the salutes of legions that have been
dust for eighteen hundred years.

The Capitol's northern summit, where Juno's temple stood in ancient
times, had been crowned for centuries by Mary's church |Plates 7o0-71).
When the south end of the hill lay in desolation, religion had kept this
summit alive. Santa Maria in Aracoeli was an important church in the
Middle Ages, so important that the city magistrates often met here as, in
ancient days, the Senate had convened in pagan temples. The city held
this church under its special protection and placed here its first municipal
clock, transferred in the eighteenth century to the Capitol tower. Here, at
Christmas time, is set up Rome's most famous Presepe or Nativity Group,
with its richly jewelled Holy Child. And here the Roman children still
come, between Christmas and Epiphany, to recite verses and ‘sermons’ in
praise of the bambino Gesii.

This present church, where Gibbon mused on his History of the Decline
and Full, dates from the Middle Ages—probably the thirteenth and four-
teenth centuries. An older building which it replaced may have been
built late in the sixth century. The flight of steps which leads up to the
church today was a thank-offering to the Madonna for deliverance from the
plague of 1348—the only public work done in Rome during the popes’
exile in Avignon. The stairway which led in pagan times from the Forum,
on the other side of the hill, up to Juno’s temple, is immortalized in Ovid’s
vhrase, “‘Where high Moneta lifts her steps sublime’.

The ancient name of this church, Saint Mary in the Capitol, belongs to
the time when Christianity was recently victorious over paganism, when
the Queen of Heaven had not long before replaced the queen of the gods
on her sacred hill. The present name of the church, Santa Mana in
Aracoeli, or Saint Mary at the Altar of Heaven, which came into use
about the thirteenth century, is explained by one of the most famous
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legends of Christian Rome. As the Mirabilia tells it, the Roman Senatars
were overcome by the virtues of Augustus, ‘seeing him to be of so great
beauty that none could look into his eyes, and of so great prosperity and
peace that he had made all the world to render him tribute’, Therefore
they ‘said unto him: We desire to worship thee, because the godhead is in
thee; for if it were not so, all things would not prosper with thee as they
do. But he, being loth, demanded a delay, and called unto him the Sibyl
of Tibur [the modern Tivoli], to whom he rehearsed all that the Senators
had said. She begged for three days’ space, in the which she kept a straight
fast; and thus made answer to him after the third day: These things, sir
emperor, shall surely come to pass:

Token of doom: the Earth shall drip with sweat;

From Heaven shall come the King for evermore,

And present in the flesh shall judge the world.
And the other verses that follow:

‘And anon . . , the heaven was opened, and a great brightness lighted
upon him; and he saw in heaven a virgin, passing fair, standing upon an
altar, and holding a man-child in her arms, whereof he marvelled
exceedingly; and he heard a voice from heaven . . . saying, This is the
altar of the Son of God. The emperor straightway fell to the ground, and
worshipped the Christ that should come. This vision he showed to the
Senators, and they in likewise marvelled exceedingly. The vision took
place in the chamber of the emperor . . . where now is the church of Saint
Mary in the Capitol.” Tradition says that one of the many ancient columns
in the church came from ‘the chamber of Augustus'—a story derived from
the phrase a cubiculo Augustorum, the title of a servant attached to the
imperial bedchamber, which appears in the inscription on its base.

Here is the familiar medieval emphasis on the divine direction of history
that had erdained the simultaneous birth of Christianity and the Roman
Empire, Such a legend is a popular development of the pronouncement
of the great pope, Leo L, in the fifth century: ‘That the working of un-
speakable grace might be spread abroad throughout the whole world,
Divine Providence prepared the Roman Empire.’

Nowhere in Rome are the successive layers of time more clearly visible
than at the foot of Mary’s church on the Capitol. Here ancient, medieval,
and renaissance Rome have met together; the pagan and the Christian
world confront each other in the shadow of the present.

At the foot of the steps is a ‘marvel’ unseen for centuries, an ancient
apartment house or insula of the first century a.p, (Plates 72-73) brought
to light by the excavations of the Mussolini era. Though rare now, such
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houses far outnumbered detached private homes in imperial Rome; one
of them, the Insula of Felicula or Felicles, was ranked, in the fourth century
alter Christ, as one of the sights of the city.

Unlike the single houses, which faced inward upon courts and turned
blank walls to the outer world, these apartment houses, even when they
had courtyards, faced outward upon the street, Often their ground floors
were divided into small shops facing directly upon it, as in this building.
Here the two lower floors now lic below the level to which the present
street has risen in the course of centuries.

Accustomed as the world has grown to the solidity of Roman construc-
tion, it comes as a shock to realize that then as now commercial housing
was often scamped and poorly done. Big apartment houses often had
foundations too shallow and too narrow and walls too thin to carry the
weight of five or six stories. The emperors tried to control the height of
these buildings, Augustus setting a limit of seventy feet, but in imperial
Rome, as in large cities today, a builder had to choose between going up
into the air or out into the suburbs.

Faulty construction often made such houses a menace. Ancient writers
complain of their frequent collapse and of the many fires which swept
them. Wooden beams supporting the heavy floors of the upper stories
combined with the use of open braziers for heating to make fire a constant
hazard. Juvenal, writing early in the second century A.p., complained of
the construction of Roman apartments in comparison with buildings in
smaller places: *“Who at cool Praeneste, or at Volsinii amid its leafy hills,
was ever afraid of his house tumbling down 2. . . But here we inhabit a city
propped up for the most part by slats; for that is how the landlord patches
up the cracks in the old wall, bidding the inmates sleep at ease under the
ruin that hangs above their heads.” Nothing points out this danger so well
as the fact that the only wheeled traffic which had perpetual permission
to use the narrow streets during the day was the contractor’s cart engaged
in wrecking houses in order to rebuild them in better condition.

Wheeled vehicles, barred from the streets by day to prevent congestion
of traffic, filled the nights with a din to which such houses, opening on the
streets, were especially vulnerable. Juvenal complained also about the
noisy nights, ‘Most sick people here in Rome,’ he wrote, ‘perish for want
of sleep, the illness itself having been produced by food lying undigested
on a fevered stomach. For what sleep is possible in a lodging ? Who but the
wealthy get sleep in Rome? There lies the root of the disorder. The
crossing of wagons in the narrow, winding streets, the slanging of drovers
when brought to a stand . . . make sleep impossible.’
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The satirist, however, was probably not typical of the general crowd of
Romans of his time, who doubtless accepted this confusion as matter-of-
factly as Romans today.

The remains of these nameless, ordinary apartments were quickly for-
gotten amid the ruin of more famous and spectacular buildings. How long
the Capitol insula was inhabitéd or when the first church was built
within its walls no one can tell, but as early as the thirteenth century the
church of San Biagio di Mercatello stood there, Carlo Fontana partially
demolished San Biagio in 1665 to build the barogue church of Santa Rita
da Cascia on its site. Santa Rita, in its turn, was torn down in 1927, and
reconstructed near the Theatre of Marcellus. When it was gone the sun-
light shone once more upon the walls of the ancient apartment house and
the bell-tower of San Biagio embedded in them, and lit up the painted
Man of Sorrows, remnant of the medieval church’s decoration, enshrined
beneath a little pent roof which the excavators built.

The house which sheltered so many Romans eighteen hundred years
ago now looks quiet and remote. The neighbourhood was undoubtedly
noisier in ancient days, when the surrounding streets were narrow and
crowded with buildings edging up the Capitol hill. But nowhere along a
Roman street is life far away. Just around the corner of Victor Emmanuel's
monument is the Piazza Venezia, where buses start and stop and start
again as traffic snarls in a jumble of taxis and motor-cycles and pedes-
trians. Juvenal would feel at home in this tumult, which must at least
equal any made by ‘crossing of wagons’ or ‘slanging of drovers brought to
a stand’. After a sleep of centuries the noise of Rome, like her ruins, has
come to life again. But this is a noise of the day. Wheeled traffic, unlike
that of ancient times, is lighter by night, and even the high-strung satirist
might sleep now in peace.



THE PALATINE
Plates 74-99

Il'-' the Capitol is a centre of activity, the Palatine is a hill for dreams.
When its emperors forsook the imperial buildings there, more than
sixteen hundred years ago, the palaces still stood intact, rich with facings
of many-coloured marbles, bright with paintings and gold. But soon their
history grew as dim as the fading frescoes on their deserted walls. Through
the dark centuries that followed, one fact only remained clear: here, on
this mount which the ancient Romans knew as Palatium, stood the rem-
nants of thaose great structures called after the hill itsell, which gave the
name ‘palace’ to stately buildings throughout the world.

Here, too, centuries before the first palaces were even dreamed, was the
birthplace of Rome. In a thicket at the Palatine’s foot, tradition says, the
kindly wolf suckled Rome’s founders, Romulus and Remus; and about
this hill Romulus built the walls of the city’s first settlement, when the
Romans were a simple shepherd folk with no thought of a fortified
citadel or a shining temple to Jupiter on the Capitol. Archaeology bears
out the tradition that here were the oldest habitations of the Erernal City.

Kings known to history came and went, but though the breezy Palatine
was a desirable place of residence, there is no indication that they lived
there. By the first century before Christ, however, the hill had its famous
inhabitants. Cicero lived there, and Catline, whom Cicero’s orations sent
into exile. And here, in 63 B.c., was born Octavius, Julius Caesar’s great-
nephew, whom the world knew later as Augustus. Because Augustus lived
on the Palatine the hill began to take on its character of ‘the imperial
mount’. Augustus’ own house was modest; he kept it so from policy as well
as taste, But his successors had no such scruples, They built and re-built,
taking over private property with a high hand until the hill became prac-
tically one labyrinthine palace. Often they deliberately crushed and filled
in their predecessors’ buildings to use as foundations for their own. To
give themselves more room they extended the surface of the hill by the
mighty substructures of brick and concrete which are its most prominent
features today, as they have been for centurics.

Rome and the Palatine ceased to be the centre of the imperial court
when Diocletian, late in the third century A.p., divided the empire into
eastern and western parts. Milan first and then Ravenna became the seat

(49)



50 MARVELS OF ANCIENT ROME

of the western government. A still worse blow to the hill's prestige came
when Constantine removed the capital of the briefly reunited empire to
Constantinople in 330. Yet for a long time the palaces were kept in repair,
ready for infrequent imperial visits, Through Claudian’s welcoming poem
to Honorius in 404 echoes the wistful longing of the Romans for their
emperors’ return:

*Of a truth no other city could fitly be the home of the world’s rulers;
on this hill is majesty most herself, and knows the height of her supreme
sway; the palace, raising its head above the forum that lies at its feet, sees
around it so many temples and is surrounded by so many protecting
deities. . . . The eyes are dazed by the blaze of metal and blink out-
wearied by the surrounding gold.'

Six years later, in 410, Alaric sacked the city—a disaster less utterly
overwhelming, however, than it first appeared to the horrified Roman
world. The palaces, or at least parts of them, were still fit for habitation,
and later in the century the Ostrogothic ruler Theodoric repaired them.
Although Ravenna was the official centre from which the eastern em-
perors governed Italy, the Byzantine governor Narses lived on the
Palatine as late as 570 and died there at a ripe old age, according to the
ninth-century chronicler Agnellus of Ravenna. Soon after his death dark-
ness falls over the Palatine except for mentions of churches which had
crept in among its decaying buildings and indications that repairs were
made as late as 680. Time and the hands of men stripped the imperial
halls of their marble facings, overthrew them, and filled their chambers
with debris, leaving only a few bare walls standing above ground and a
labyrinth of buried rooms beneath.

The most impressive view of the hill today is from the south, looking
across the desolate site of the ancient Circus Maximus toward the sub-
structures built by Severus (193-211), though begun by Domitian a
century before (Plate 75). Though these substructures are merely under-
pinning, meant to widen the ground area of the hill, and are far from the
present entrance to the Palatine, they afford the only chance for com-
parison between its appearance today and in past centuries. Almost no
other recognizable early views of ruins on the Palatine are known and
very few could exist. Before the end of the sixteenth century these sub-
structures and the remnants of building above them were not only the most
outstanding features of the hill but among the few ancient structures still
unburied there.

Between today’s photograph and Etienne Du Pérac’s etching done
almost four hundred years ago (Plates 75-76), the main mass of these great
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arches has changed but little, Seen from their foot or from the hilltop of
the Janiculum across the Tiber, they scem as much the wark of nature
as of man. By day the immense piers of brick rise stark and brown beneath
their crown of pines and cypresses, Moonlight pales them to a ghostly
radiance. And on a night when lightning flares across the wide sky they
leap out suddenly against the darkness like gigantic skeletons articulated
by no human hands. Then indeed Jupiter Tonans, the Thunderer, seems
to speak as he did long ago to Numa, king of Rome, when he hurled a
brazen shield from heaven as a pledge of empire amid crashing thunder

Besides its palaces, the Palatine had temples famed in ancient times.
Of these, that dedicated to Cybele, the Great Mother, is best identified.
Excavated in the 1870%, though known considerably earlier, its grey
stone platform and truncated columns have a look of immemorial age as
they stand beneath a thick ilex grove near the southwest corner of the hill,
One of the oldest shrines on the Palatine, it was built before marble came
into use in Rome. The location of the temple of Apollo, so lyrically des-
cribed by Propertius, thongh many a battle of scholars has been fought
about it, is now generally identified with the large podium approached
by a monumental staircase southeast of Cybele’s temple. Where the
temples of Vesta, of Jupiter the Victorious, and other deities once stood is
still in question.

The complex of ruins on the Palatine has discouraged many a visitor,
and the varying array of names applied to the palaces has added to the
bewilderment. Yet these names need not clash with enjoyment; they are
merely convenient ways of identifying the different parts of a maze of
structures,

On the northwest corner of the hill overlooking the Roman Forum
stand the ruins known as the Palace of Tiberius (Plates g4, 96, 98) from
the emperor who began it. The rest of the imperial buildings are often
called, as a whole, the Augustan Palace, though this name is usually
reserved for the residential palace (Plate 85) which Domitian, third of the
Flavian emperors, built on the southeastern part of the hill. Flavian
Palace, a name met frequently, is sometimes used both of this and of
Domitian’s official or state palace in the centre (Plate 87). More generally,
however, it is applied to the official palace only, and is so used here.

By the Middle Ages, differences between the various palaces had been
forgotten. The hill was occupied by churches and their gardens, nestled
among the spreading ruin, Medieval men, in general, spoke of only one
palace on this hill—the Greater Palace, or Palazzo Maggiore. This was ‘the
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Palace of the Monarchy of the Earth, wherein is the capital seat of the
whole world’, wrote the compiler of the Graphia Aureae Urbis Romae, the
Description of the Golden City of Rome, in the twelfih or thirteenth cen-
tury, The Mirabilia calls it simply “The Greater Palace in the Pallantean
Hill’. The authors of both books probably meant the whole complex of
ruins which, by then, were crumbling into one tangled labyrinth.
Medieval views (Plates 5, 62) show a generalized mass labelled palatium
maius or Palazze Maggiore, with rows of conventionalized arches which
probably represented the substructures of Septimius Severus.

These, looking much as they do today, rise in the background of Marten
van Heemskerck’s drawing (Plate 77), though the foreground emphasis is
on one of Rome’s completely vanished ‘marvels’, the Septizonium. This
was a great fagade built by Severus to screen the substructures from
travellers approaching from the south along the Via Appia and to impress,
his chronicler says, those coming to Rome from the emperor’s native
Africa, What other purpose it may have served is unknown, Its very name
is 2 puzzle; if ever it had seven floors, as the term implies, all but three had
disappeared before any artist drew it. It may, perhaps, have been dedi-
cated to the seven planets, Medieval Romans saw in it some connection
with the heavens, for besides calling it “the Seven Floors' they referred to
it as ‘the temple of the Sun and Moon’. So thoroughly did the workmen
of Sixtus V carry out its final destruction in 1588-158¢9 that it is likely to
remain one of archacology’s unselved problems,

When, in the sixteenth century, Roman nobles and princes of the
Church began to build villas and lay out gardens in the centre and on the
northern side of the Palatine, this southeastern angle with the immense
arches surrounding it remained in the hands of churches and convents.
So, comparatively unchanged by casual excavators, it slept in quiet until
the more thorough explorations of the late nineteenth century,

The romantic spirit in which this century began took special delight in
stressing the mystery of ruins just as scientific archaeology was preparing
to dispel it. The early years of excavation, indeed, increased the public
bewilderment, for theories and identifications changed almost overnight,
and each had its passionate defenders. Through mast of the century the
name ‘Palace of the Caesars’ was as vague as ‘Greater Palace’ had been in
the Middle Ages, meaning sometimes the buildings of Severus, sometimes
the Palace of Tiberius, and sometimes all the buildings on the hill.

Romantic fecling for the Palatine found its perfect expression in the
Fourth Canto of Childe Harold, written in 1817 shortly afier Byron's brief
Roman visit in the spring of that year:
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*Cypress and ivy, weed and wallflower grown

Matted and massed together, hillocks heaped

On what were chambers, arch crushed, column strown
In fragments, choked up vauls, and frescoes steeped

In subiterrunean damps, where the owl peeped
Deeming it midnight:—Temples, baths, or halls
Pronounce who cans: for all that Learning reaped

From her research hath been, that these are walls—
Behold the Imperial Mount! "Tis thus the mighty falls.'

A paragraph of prose is devoted to precisely the same conclusion by one
of the most entertaining travel writers of the time. The Englishwoman,
Charlotte Eaton, though unknown to fame, was possessed of an inquiring
mind and an observant eye as well as a romantic fancy. ‘T have made
repeated visits to this hill,” she wrote in Rome in the Nineteenth Century, the
outcome of a long visit in 1817 and 1818, ‘I have spent whole days upon
it: I have been there with the most renowned antiquaries, professional
and unprofessional: 1 have read and thought and inquired about it; and
all I have gained by puzzling my own brains, and those of other people, is
the simple fact I knew at first—that it is covered with the walls of the
Palace of the Caesars.’

The very guidebooks of the nineteenth century shared the romantic
fondness for the vague and picturesque. Murray’s Handbook for 1869 led
visitors to the Palace of the Caesars ‘from the side of the Circus Maximus,
through a house on the Via de' Cerchi’, to the substructures of Severus
with the enticing statement that ‘these magnificent ruins, clothed in vy
and other creeping plants, diversified by laurels and ilex, will supply the
artist with varied combinations for his pencil’. (Plate 79.)

Enchantment lingers still beneath these arches in this quiet corner of
the Palatine. Steep paths, slippery with pine needles, lead down into the
deep shadows (Plate 80), where golden broom clings to the old bricks
and fills the air with its honey scent. And by the same paths the visitor
climbs up again to the ruins of the baths which Severus built above, and to
the great curved wall of Domitian’s exedra overlooking the Stadium,
There is no easy entrance now ‘through a house on the Via de’ Cerchi’
and no quick way to reach the shadow of these arches. But the very walls
which bar entrance from today’s noisy thoroughfares help to guard the
remnants of romantic peace.

On the hill above, the convent of Saint Bonaventura stands beside the
Baths of Severus (Plate 1), its high-perched garden with the famous palm
looking toward their towering ruins as it has for centuries. Saint
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Bonaventura’s garden [Plate 82) is one of the few now remaining from the
many which once filled the hill. In 1836 Frances Elizabeth Appleton,
who was later to be Longfellow’s wife, described these gardens ecstatically
in her Journal: ‘Passed a lovely moming most enchantingly wandering
about the Palace of the Caesars. Flowers and green boughs were nodding
in the wind from every broken wall and tall weeds and luxurious vegeta-
tion made the ground “one emerald”. I had not been here before and was
fascinated with the picturesqueness of the ruins. . . . After I had sketched
and gazed till T was nearly sunstruck we rambled about the rest of the
ruins of this Mount Palatine once all a palace now a most picturcsque
kitchen garden with here and there a jagged mass of brick looming up
like a huge tombstone of the Past.’

Westward, beyond the Baths of Severus, rise the walls enclosing the
sunken Stadium, named from the resemblance of its shape to the race
track of a Roman circus (Plates 84-84). Though some sports may have
been held here it is more likely that Domitian built it as a garden for his
residential palace, The wall nearest the baths is broken by a curved box or
exedra, once surrounded by a two-storied portico. Similar porticoes ran
about the inner walls, making a pleasant shade where members of the
imperial family or court could walk to watch the fountains playing in the
garden or whatever activities might be going on. Only the stumps of brick
columns, their marble facings long since re-used or burnt for lime, remain
now to mark the line of the colonnade. The upper walls of the Stadium
are gone, except at the ends and in the imperial box. On the lower floors
of the exedra are still some faded paintings in blue and red, and in the
semicircular corridor which runs behind it are glimpses of a vaulted
ceiling beautifully coffered.

Some time near the end of the ancient empire or early in the Middle
Ages changes were made in the Stadium’s interior. Someone built a
portico across it at right angles to its sides, and traces of the old columns
still remain in the grass which now fills the enclosure. Someone, perhaps
Theodoric, built an oval enclosure at its southern end. Though the
Stadium’s high walls have always stood erect, its sunken garden gradually
became filled with the ruins of ages, Casual explorations by those who
excavated in the Farnese Gardens beneath the Palace of Tiberius early in
the eighteenth century left here comparatively little trace. The excava-
tions of the late nineteenth century, however, uncovered its ancient level;
since then time has carpeted it with grass where scarlet poppies wave.

If masses of ancient wall still stand on the southeastern comer of the
Palatine, this is less true of the centre of the hill. Here the builders of the
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Renaissance, laying out gardens and building villas, dug into or demo-
lished much of the remaining ruins in search of rare marbles or works of
art, and then filled in and levelled off for their own uses. The eighteenth
century saw a fresh wave of excavation here, followed by some more or
less accurate restorations. And here today, especially in Domitian’s resi-
dential palace, active excavation is still going on in rooms that have lain
buried for centuries.

The site of much of this residential palace lay comparatively unexplored
from the second hall of the sixteenth century until the early nineteenth,
because it was continuously occupied, The Villa Palatina, on part of
whose site the Palatine Museum now stands, was begun soon after the
middle of the sixteenth century and grew in size from time to time, incor-
porating ancient walls into its new structure. It has been called by the
names of many owners from the time the Mattei bought it about 1560.
The Spada and Magnana families owned it after the Mattei, and in the
last quarter of the eighteenth century it belonged to the French abbé
Rancoureuil, who did considerable excavation and much damage. In
1818 it came into the possession of the eccentric Scot, Charles Andrew
Mills, whose name still lingers about the site. He covered it with a sham
Gothic facade (Plate 86) in the high romantic style and decorated it
with the symbols of the United Kingdom, the Tudor rose, the Scottish
thistle, and the Irish shamrock. In 1856 the property came into the
hands of the nuns of the Order of the Visitation and was closed to visitors;
E 1906 it was taken over by the Italian Government and excavation

gun,

Demolition of the villa began in 1927, and as a result blinding light now
plays upon fragmentsof the emperor’s bare brick walls, long hidden by those
of later days. But the old stone pines are being handled tenderly, and in
time the scars of excavation will heal here as they have done already in the
Stadium, so that it will be possible to enjoy both the remains of the
imperial palaces and the beauty of the Palatine.

Domitian’s residential palace was built around two peristyles or colon-
naded open courts, both laid bare now to their ald levels. About the lower
courtyard (Plate 85) rise bare walls, denuded long ago of all decoration.
Fragments of their upper levels, now considerably restored, have always
stood above ground, many of them actually incorporated in the walls of
the Villa Palatina. The lower stories, though explored by the Abbé Ran-
courenil in the late eighteenth century, lay almost entirely buried until
after 1927 (Plate 86). Of the few underground rooms which could earlier
be seen, Rodolfo Lanciani wrote in the 18go’s: “The shimmering light
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which falls through masses of ivy from an opening in the middle of the
ceiling makes these ruins very picturesque.’

These remnants of imperial Rome in the Villa Palatina gardens were
proudly shown to select visitors by Charles Mills and doubtless by many
another owner. Marguerite, Countess of Blessington, noted in her Journal
in 1828 that she had seen “in the beautiful villa of Mr, Mills, on the Mount
Palatine. . . . Some most interesting fragments of antiquity . . . mingled
with trees and flowering plants.” In the same year she met there Madame
Letitia Bonaparte, mother of Napoleon. “There was something highly
scenic in the whole scene,’ she wrote. *Here was the mother of a modemn
Caesar, walking amidst the ruins of the palace of the ancient ones,
lamenting a son whose fame had filled the four quarters of the globe.’

North and west of Domitian’s residence lies the official or Flavian
Palace, also bare and sundrenched in the centre. But the excavations are
older here and along the edges there are grass and trees and vines, A few
tall masses of this palace wall have always stood, spared by builders of long
ago (Plate By). The fragments of marble and the stumps of columns
grouped about them have been unearthed and arranged in the course of
successive excavations.

Underfoot here lie buried rooms of older times, dating from the days of
the Republic to those of Nero. These rooms were filled and levelled off to
serve as foundations for new buildings above, in a process beginning with
Nero’s Domus Transitoria, built to connect the Palatine with the emperor’s
other properties. When this was burned in a.p. 64, Nero replaced it by
later construction on the site, which formed a small part of the vast
Golden House, extending to well over the neighbouring hills, Later
emperors in their turn destroyed the Golden House and built above it,
so that the foundations beneath Domitian’s palace are a labyrinth of
buried chambers, crushed centuries ago. Some of these rooms have been
known since the excavations by the duke of Parma in 1724; some were
found then but later closed up and almost forgotten; and some remained
seemingly unknown until comparatively recent times.

Under the basilica of the Flavian Palace itself (Plate 87) is one of the
most interesting rooms, a hall probably dating from Caligula’s time, and
called, from motifs used in its decoration, the “Hall of Isis’. On its walls
remnants of scenes from mythology and Roman legend may still be
traced in the thick darkness by the fitful light of incandescent lanterns.
Below its vaulted roof, painted with an almost baroque design of wavy
bands of blue and rose with spirals of golden ribbons, is the frieze of sacri-
ficial vessels, lotus, and sacred asps of Egypt which suggested the name of
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1sis, whose mystery cult Caligula revived in Rome. A curving brick wall,
which cuts ruthlessly through the hall, belonged to Nero’s Domus Transi-
toria.

The paintings of this room, discovered in 1724, were drawn by several
artists, and were engraved and printed by George Turnbull, together with
copies of other ancient frescoes, in two books. But despite the interest the
pictures had created at the time, the room was forgotten by all except a
few devotees of Roman antiquities until it was re-excavated in 1912,

South of the basilica are two other underground rooms, belonging to
the Domus Transitoria, which were also discovered in 1724 but remained
visible throughout the nincteenth century under the name of ‘Baths of
Livia’. These are not the same as the half-buried chambers once called the
‘House of Livia’ but now generally known as the House of Augustus.
Charlotte Eaton spoke of seeing here by ‘the glimmering of some wax
tapers . . . the gilded ceiling of these splendid dungeons still shining in the
passing ray, and painted with figures designed with exquisite taste and
correctness’. Today these rooms, like the ‘Hall of Isis’ and the still earlier
Republican chamber, the ‘Hall of the Griffins’, discovered in the 1930's,
are kept covered for protection and shown only by special arrangement.

Considerably farther to the south and west, and closer to the Palace of
Tiberins than to that of Domitian, lies a little half-buried house dis-
covered in 186q. It has borne the names of Livia, widow of Augustus and
mother of Tiberius, and of Germanicus, father of Caligula, but is now
believed to have been the modest dwelling of Augustus himself, preserved
unharmed as a State monument through the building orgies of later
emperors, The frescoes of mythalogical scenes upon its walls are among
the hest-known ancient paintings in Rome, though exposure to the light
has dimmed their colours sadly,

The dividing line between the Palace of Tiberius and the other palaces
on the hill runs roughly parallel with the modern road leading up from the
Forum (Plate 87). No remnants of the upper stories now stand on the site
of the Palace of Tiberius, but a few feet above the level of the present
Farnese Gardens a low ridge marks the line of the half-subterranean
Cryptoporticus built by Nero (Plate 88) as a link between the Palatine and
his Golden House and enlarged by the addition of cross branches. Open-
ings high up in the massive vaults let in a cool, dim light as grateful now
on a summer day as when the imperial household used it as a passageway
between the buildings on the hill. Who else may have used it since, or for
how long, remains a field for fascinating conjecture. Something at least
has long been known of some buried chambers beneath these gardens, for
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Bernard de Montfaucon wrote of them late in the seventeenth century:
‘All the hill is full of subterraneous passages, the Entrance into which
is purposely stopt up.” Whether he meant the Cryptoporticus or some
of the corridors in the Palace of Tiberius, or simply spoke in general
of all the substructures bencath the Farnese Gardens, is a matter for
speculation.

Most of the rooms in this palace, begun by Tiberius and extended by
his successors, especially Domitian, still lie buried bencath the gardens.
Those which can be seen today are shut off from the light not only by the
earth above their vaults but also by the massive substructures built in
front of them toward the Forum (Plates 94, 66, g8). Caligula, successor of
Tiberius, began these substructures, and later emperors extended them so
far that they must have almost completely darkened the rooms behind,
unless they were lit by interior courts. Long ago, at least as early as the
mid-sixteenth century when the Farnese family levelled the ground above
them, the great brick arches were filled with earth to more than half their
height, while above them spread, in all their glory, the gardens which
were fit successors to the palaces on the imperial hill (Plates go—g1).

The Farnese began these gardens about the middle of the sixteenth
century, when Cardinal Alessandro IT, kinsman of Pope Paul 111, bought
the site of the Palace of Tiberius and much of that covered by the Flavian
Palace. Having dug for works of art and demolished considerable rem-
riants of ancient masonry, they employed the best architects and gardeners
of the day to lay out the gardens which were among the sights of renais-
sance and baroque Rome. Extending from the top of the hill well into the
Forum, they contained no palace but were dotted with pavilions and
towers, The retaining wall at their foot ran through the middle of the
ancient House of the Vestals, and its high terraces covered these ruins and
those of many buildings on the hillside. The casino opposite the great
entrance gate which Vignola built was squarely in front of the northern
enitrance to Nero's Cryptoporticus. All that remained visible of the Palace
of Tiberius were the immense arches of the substructores (Plates g6, o8)
which supported the northwest corner of the gardens and perhaps a few
fragments of crumbling wall,

These gardens passed presently to Farnese kin, the dukes of Parma, in
whose hands they remained until they were inherited by the Bourbons of
Naples in 1731, It was during the last years of their ownership, between
1720 and 1730, that the dukes of Parma excavated the centre of the hill in
search of buried works of art and discovered the painted rooms beneath
the Flayian Palace.
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The gardens soon lapsed into sad and long-continued decay. Ludwig
Friedlinder wrote of them in 1815, in his Anuchten von Ttalien Views in
Ttaly): “The villa with the gardens (orti Farnesiani) which was built here
by pope Paul III, is nearly a ruin again, and the gardens, once so Te-
nowned, are almost turned into a wilderness; yet they still offer some fine
views and prospects. Through weeds and shrubs, we cut our way 1o some
emall subterraneous chambers, which are said to have formed a part of
Livia’s baths.” In almost the same terms Charlotte Eaton described them
about two years later: “The casinos of popes mouldering upon the palaces
of Roman emperors—pigs and peasants inhabiting a corner of these
splendid ruins—cabbages and artichokes flourishing above them—frag-
ments of precious marbles and granites, of carved cornices and broken
alabaster, scattered among the mould,—while the eye wanders over a con-
fused array of long corridors, nameless arcadss, unknown vaults, for-
gotten chambers, and broken arches.’

The sense of abandonment and decay is strong, too, in Theodore
Dwight's Journal for 1821, with a suggestion, however, of the growing
interest in excavation. ‘We were allowed, though with a bad grace,’ he
wrote, ‘to traverse the Farnesian Gardens. . . . Our path up the hill was
the main alley through the vineyards. The ground was perfectly bare,
excepting only the leafless vines, and the slight frames and sticks by which
they were supported. The soil had at first the appearance of being thickly
scattered with gravel; but this proved to be owing to vast quantities of
bricks, marble, stones, and pottery, broken into small bits and mingled by
a long course of cultivation. It seemed no very incredible thing, when we
reflected what piles of buildings had in former ages occupied the grounds:
for the earth was filled with an indiscriminate and incalculable mass of
ruins, Here one naturally thinks of subterranean apartments, and undis-
covered treasures hid beneath the ground; for in a place so teeming with
memorials of former times, a stranger thinks he counld not rest until the
dark interior is exposed to view; and quite unsatisfied with what he sees
upon the surface, feels that he would gladly lend his strength to lay open
the foundations of the immortal Mons Palatinus.’

Antiquarians and topographers reported, from time to time, more and
more alluring glimpses of buried rooms in the ‘dark interiors’, and interest
in exploration grew. In 1860 the emperor Napoleon 111 bought the
Farnese Gardens for excavation, putting the architect Piero Rosa in
charge, The new Italian State bought them from him in 1850 and con-
tinued the excavations to the great benefit of knowledge but at the cost,
eventually, of almost complete destruction of the gardens. Neither
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Napaleon, whose chief aim was the discovery of works of art, nor the State,
primarily interested in uncovering the imperial palaces, found such a
wealth of ‘undiscovered treasure’ as they may have hoped. But they did
reveal much of the structural grandeur of the imperial hill.

In the 1860’s Pietro Rosa cleared the earth from the arches over the
Clivus Victorige, or Street of Victory (Plate g6), which ran along the hill-
side above the Forum. More than any other spot on the hill these dark
substructures now stir the imagination with their glimpses of black and
hidden rooms where feet may not at present enter. As early as 186q, when
Helen Hunt Jackson visited the Palatine, she was struck by the contrast
between these dark arches, the barren excavations in the Flavian Palace,
and the planting of the Farnese Gardens, where Napoleon 111 had evi-
dently done some tidying. ‘T had all along anticipated seeing ruins
grander than any other except the Colosseum,” wrote the American
authoress. *As I saw them from the distance they looked imposing, and
looked wild and overgrown. . . . But what do you think you see when the
gate 1s first opened ? ., . . You see a broad walk and a sort of café-like build-
ing, and very much landscape garden, nice little beds, such as you might
see in Brooklyn or Springfield, bushels of roses, and white thorn and box
borders; il you are like me, you stand stock-still and burst out laughing,
and say “Where is the Palace of the Caesars?” and then your archaeolo-
gist leads you along, up and up, into great spaces, some of them floored
with mosaic, some of them bare earth. . . . However,' she continued,
‘when I was fairly underground, walking along an old street, many feet
beneath the landscape garden, and looking into stuccoed room after
room, and up steep stone staircases . . . [ found my usual faith and
reverence reviving.’ By the end of the 1880’ little was left of the Farnese
Gardens except the ilex grove at the northwestern corner, with its mar-
vellous view across the Forum to the Capitol, and the casino, the ‘café-like
building’, with its double staircase and fountain (Plates g1, 93-a4).

In the remnants of the garden peace now broods, save for the disturb-
ing sense of buried history in the still-unopened rooms of the palace below,
where excavators long to penetrate, Here, on the hill above the ancient
vaults, roses and orange trees strike notes of brilliant colour, stone pines
shade the casino’s walls, ivy mantles them, and glossy-leaved oleanders
fill the air with their spicy smell. Under the central baroque arch the old
fountain still drips over emerald moss and lichens to splash into a grotto
below. Through the opened archway of the right-hand staircase (Plate 93),
cool darkness beckons into Nero’s Cryptoporticus. And toward the Capitol
a pathway leads past walls of crumbling brick, under the arches of the
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Palace of Tiberius, along the Clivus Victortae, and down a steep ramp to the
church of Santa Maria Antiqua (Plate g7) at the edge of the Forum.

This church, dedicated to Mary, was one of the first to creep into the
buildings abandoned by the emperors. It was founded about the early
sixth century in part of a huge brick structure just below the Palace of
Tiberius on the northern border of the Forum, The identity of this build-
ing is still a problem. Known for a long time as ‘the library of the temple
of Augustus’, it may have formed a monumental approach to the Palatine,
In the ninth century the church had to be abandoned as unsafe; perhaps
the gigantic ruins poised on the hill above had been dangerously weakened
by the earthquake of 847. In its place the worshippers built another
church for the Virgin, Santa Maria Nova, New Saint Mary's, in the ruins
of the temple of Venus and Rome at the east end of the Forum, leaving to
the abandoned church the name of Santa Maria Antiqua, or Old Saint
Mary’s. Early in the seventeenth century the new church was rebuilt and
re-dedicated to Santa Francesca Romana.

The site of Old Saint Mary’s on the edge of the Forum was reputed in
the Middle Ages to be a haunted spot. The Mirabilia describes it as ‘a
place that is called Hell, because of old time it burst forth there; and
brought great mischiel upon Rome; where a certain noble knight, to the
intent that the city should be delivered after the responses of their gods,
did on his harness and cast himself into the pit, and the earth closed; so
the city was delivered.’

This was a medieval version of the ancient Roman legend of Marcus
Curtius, told about another part of the Forum. As Livy tells the tale: "The
ground gave way, at about the middle of the Forum, and, sinking to an
immeasurable depth, left a prodigious chasm. This gulf could not be filled
with the earth which everyone brought and cast into it, untl admomished
by the gods, they began to inquire what it was that constituted the chief
strength of the Roman People; for this the soothsayers declared that they
must offer up, as a sacrifice to that spot, if they wished the Roman Repub-
lic to endure. Thereupon Marcus Curtius, a youngsoldier of great prowess,
rebuked them, so the story runs, for questioning whether any blessing
were more Roman than arms and valour. A hush ensued, as he tumed to
the temples of the immortal gods which rise above the Forum, and to the
Capitol, and stretching forth his hands, now to heaven, and now to the
yawning chasm and to the gods below, devoted himself to death. After
which, mounted on a horse caparisoned with all possible splendour, he
plunged fully armed into the gulf; and crowds of men and women threw
offerings and fruits in after him." The traditional site of the gulf described
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by Livy was in the western part of the Forum, not far from the foot of the
Capitol hill, where its location is still marked by an irregular pavement,
surrounded by a border, in front of the Basilica Julia.

Some time in the Middle Ages, probably in the thirteenth century,
when danger from falling ruins was evidently over, the church of Santa
Maria libera nos a poenis inferni, Saint Mary Deliverer from the Pains of
Hell, was built near this haunted spot. Early in the seventeenth century
this church, known in Italian as Santa Maria Liberatrice, was given the
baroque front which appears in Vasi’s etching (Plate g9). In 1702, when
digging for marbles in the debris behind the church, excavatars discovered
part of Santa Maria Antiqua, had drawings made of some of its ancient
frescoes, and filled it up again. The old church remained almost entirely
buried untl Santa Maria Liberatrice was, in turn, demolished in
1go0-1g01 in order to uncover the older buildings and the ramp leading
up to the Palace of Tiberius on the hill.

Santa Maria Antiqua was probably built into the imperial pile in the
very century when the Middle Ages were closing in on Rome. Medieval
men were slow to recognize an abrupt break between their own times and
the ancient world and felt themselves still a part of the Roman Empire,
But one of the sixth century’s most far-sighted statesmen, Cassiodorus,
minister 1o Theodeoric, seems to have sensed the moment of fundamental
change, when the Church rather than the State became the guardian of
the intellect as well as of the soul. At the beginning of the Gothic wars in
535 Cassiodorus was planning, with Pope Agapetus I, a Christian uni-
versity in Rome, modelled on the universities of the pagan empire. A
scant five years later, when the forces of the Emperor Justinian were
slowly reducing Rome to a dependency of the Byzantine East, Cassiodorus
withdrew from the Eternal City and founded, in southers [taly, two
monasteries where his monks could copy, before it was too late, the great
works of ancient times,

From the shadow of Santa Maria Antiqua, founded in a pagan building
when the tide was turning toward the Middle Ages, it is but a step to the

site most thickly peopled with memories of the city’s ancient, pagan past—
the Roman Forum.



THE ROMAN FORUM

Plates 1o0-120

‘I NEED no ivory temple for my delight,’ wrote Propertius in Augustus’
day, ‘enough that I can see the Roman Forum.' Here, from im-
memorial times, had been the meeting place of a civilization that was
always positive. This Forum, so quiet in its ruins now, was filled with
activity from the dawn of recorded history. Around its edges butchers,
fruit-sellers, and money-lenders had their stands; in its centre were held
public meetings and religious ceremonies closely bound up with the city's
practical life, If the past haunts the Forum, it is a past filled with less
siEéstcr figures than those which linger in the shadows of the Palatine
above.

Nowhere in Rome has more human drama been crowded into so little
space, Here, according to tradition, the men of Romulus had snatched as
brides the maidens of the Sabine tribes. Here, too, was set the tragic, stir-
ring tale of the centurion Virginius, and his daughter, Virginia, whom he
stabbed with a knife from a nearby butcher’s shop to save her from a
tyrant’s claim. Here legend placed the ancient story of Marcus Cartius’
leap into the unfathomable gulf yawning below the Capitol. Here Antony
showed the Romans the body of the murdered Caesar and read them his
will. Here, too, roused to fury by this sight and by the dead Caesar’s
generosity, the people burned his body in their most honoured spot as a
final tribute to his memory. And along the Forum's Sacred Way, from the
Arch of Titus up the Capitol hill, passed the tnumphal processions of
emperors and generals, returning victorious from the wars,

The Forum's activities probably took place at first entirely in the open
air. Later shops and temples were built and the great basilicas along the
edges, which combined halls for courts and assemblies with space for
shops. Throngs too large for these basilicas were addressed from the rostra,
special platforms built for this purpose, or from the steps of the Forum’s
temples. The Senate met in these temples, as well as in others throughout
Rome, but its special home was in the Forum, in the Senate House,
consecrated to Victory (Plate 107).

Julius Caesar, city planner as well as warrior and statesman, gave the
Forum the general shape it preserves today. One of the most arresting spots
m its whole area is the altar before the temple dedicated there by the

(63)
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Senate to mark the place where his body was burned in 44 B.C,
(Plate 100, No. g).

As power grew more and more concentrated in the hands of the
emperors and their officials, public activities in the Forum became less
important. But the place remained as unique in Roman memory as when
Cicero had called it ‘the Forum in which all justice is preserved’. The
emperors built larger and more elaborate forums for business and amuse-
ment, but this remained ‘the Forum® or ‘the Forum of the Romans’, by
virtue of its age and associations.

As Christianity gradually conquered pagamism, the temples of the
Forum were closed by imperial edicts, though these edicts were disre-
garded from time to time. For a while some of the temples were safe-
guarded as public monuments or kept for various uses. But the Gothic
wars of the sixth century so drained the city’s resources that it would have
been impossible to keep the old buildings in good repair, even had any
cansiderable group wanted to preserve the remnants of paganism. The
temples which survived did so largely because they were transformed into
churches or because they were too massive to be pulled down easily for
building material. The earthquake of 847, which damaged the Colos-
seumn, probably hastened their destruction.

During the centuries of slow decay and active pillage, the ground-level
of the Forum rose with the debris of fallen structures and the washing
down of earth and ruin from the surrounding hills, until traffic was almost
completely blocked, and papal processions had to find other ways than the
old triumphal road. The few remaining columns of the ancient temples
were buried, sometimes half their height; the crumbling ruins were
robbed of stone and brick to be burnt for lime or re-used in humbler
buildings.

Such was the Forum’s state in the first years of the fifteenth century,
when interest in antiguity was reviving with the early Renaissance. Some
time before 1431 Poggio Bracciolini the humanist, wrote wistfully: *The
Roman Forum, the most celebrated place in the city, where the people
assembled and laws were made, and the nearby Comitium, where magis-
trates were chosen, are now deserted through the malignance of Fortune.
The one is given over to swine and cattle; the other is enclosed as a
vegetahle garden.'

In 1536 the Forum was partially cleared to provide a triumphal way
for the Hapsburg Emperor, Charles V, in celebration of his victory over
the Turks in Tunisia the year before. Unfortunately, the preparation of
this triumphal road gave a fresh impetus to the plundering of the ruins,
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against which Raphael had already protested. After this clearing, the
Forum, once more passable for traffic, was drawn again into the active
life of Rome. When the excavators of the sixteenth century had finished
their search for antiques, quict settled once more about the Forum, but it
was no longer a quiet of death. The lowing of cattle and the shouts of
drovers now filled the air, for the Forum was again used as a market.
Indeed, its classic name was almost forgotten and it was known then, and
for long afterward, as the Campo Vaccino, or Cow Pasture, from the animals
herded and sold there. Its very site, questioned by Ligorio in the sixteenth
century, long remained a subject of antiquarian argument. Fortunately
thete were always men of plain common sense who, refusing to be
drawn into fine-spun argument, kept to the old site while accepting the
new name, and said with the seventeenth-century Englishman, John
Raymond: “The Campo Vaccino was heretofore the Forum Romanum.'

The eighteenth century saw a revival of interest in antiquity unequalled
since the early Renaissance, which stimulated the desire for scholarly
excavations. Late in the century such excavations were begun in the
Forum, and for a hundred and fifty years its ruins were laid bare, down
even to graves of the eighth century B.C, or earlier, below its ancient
paving stones, During the last century and a half more has been learned
of the Forum’s buildings than was known during the thousand vears
before; yet even today scholars feel certain of less than many a Roman
boy of ancient times.

Throughout the centuries three groups of columns and one lone shaft
have been landmarks of the Forum. Most of these, at the western end,
close below the Capitol, mark the sites of the temples of Saturn and of
Vespasian. The eight grey and red granite columns of the portico of
Saturn’s temple stand almost at right angles to the Senator’s Palace
(Plate 100, No. 4). This was one of the Forum's oldest temples, although the
columns which stand today are late. An inscription above them states that
the temple was restored by vote of the Senate after a fire, probably that of
A.D, 284, which swept the Forum. The Senate had a special interest in this
temple, where the steep Clizus Capitolinus wound up the Capitol, for it had
its treasury here. The writer of the Mirabilia had these facts clearly in
mind when he referred to the ‘public Treasury, that was the temple of
Saturn’, beside the “Triumphal Arch, whence was the ascent into the
Capitol’. Later generations which had lost the tradition called it by many
names, such as the ‘Temple of Concord’ and the “Temple of Fortune.’

Close by the Temple of Saturn stand the three corner columns of the
Temple of Vespasian (Plate 100, No. 5). Called for centuries “Temple of
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Jupiter Tonans’, this temple’s columns, with their sharp futings, their
rich Corinthian capitals, and their elaborately carved frieze above, were
the delight of artists. Titus and Domitian built the temple late in the first
century A.p. and dedicated it to Vespasian, their father, Titus died and
was deified before it was completed; he may have shared the dedication.

The anonymous monk of the eighth century who copied the inscrip-
tions prescrved at Einsiedeln left the clue which finally solved the temple’s
identity, Much more of the temple was evidently standing then, for the
inscription stated clearly that the building had been dedicated to V' espi-
stan and restored by the emperors Severus and Caracalla. Today all that
remains is part of the last word, ‘restored”—(R)ESTITVER.

Between Vespasian's temple and the Arch of Severus rises the Column
of Phocas (Plate 100, No. 6) which has stood erect ever since it was set up
in A.p. 6oB, the last monument erected in the Forum in what might still
be considered ancient times. Its identity was completely lost until the
excavations of the carly nineteenth century uncovered its base with a
dedication to ‘. . . our lord, Phocas, the eternal emperor’. It was a sign of
the fallen fortunes of Rome that the citizens set up no new column to
honour this upstart Byzantine Emperor of the East, but one carved long
before and put to a new use, By one of the world’s pleasant ironies this
column is best known throughout the English-speaking world through
two lines of poctry far from accurate, Tts base had been uncovered and the
mscription read in 1819; Charlotte Eaton referred to its identity in 1817
as common knowledge among visitors. But Byron, who was in Rome the
same year as Mrs. Eaton, was not noted for close attention to specific facts;
even when he knew them, he often preferred the suggestion of mystery,
The sober facts are cold beside his apostrophe:

“Tully was not s0 eloquent as thou,
Thou nameless column with the huried base!

The third group of columns (Plate 100, No. 1) is midway between the
Capitol and the Arch of Titus. These three parallel fluted shafts of the
Temple of Castor which appear in the foreground of Marten van Heems-
kerck's drawing (Plate 102), in that of Claude Lorrain (Plate 103), and in
Canaletto’s painting (Plate 104), are perhaps the most outstanding of the
three groups. They rise in comparative isolation near the end of the old
Republican Forum, and the richness of their Corinthian capitals and
carved entablature has made them, like the three of Vespasian’s temple, a
favourite subject for artists, These columns do not belong to the first
temple there, or even to the one Cicero called ‘that famous and glorious
memorial of the past . . . which stands where the nation may see it daily’.
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Tradition says that the first Temple of Castor was vowed by the Romans
in 466 in return for his aid and that of his brother Pollux at the Battle of
Lake Regillus, and that it was built in 484 n.c. The existing columns
probably belong to the rebuilding by Tiberius in A.p. 6, forty-nine years
after Cicera's death. Following their pattern of associating temples and
state offices, the Romans housed the imperial bureau of weights and
measures in this temple’s high foundations, open now to public gaze,
When the temple fell, no one knows; by the fifteenth century evidently
only these columns were standing, for a nearby street was called after
them the ‘Street of the Three Columns’, In the seventeenth, eighteenth,
and much of the nineteenth century they were believed to belong to the
Temple of Jupiter Stator, the Steadier, who rallied the wavering Romans
in the war which followed the rape of the Sabine women,

Another landmark of the Forum today is the round Temple of Vesta
(Plates 105-106), east of the Temple of Castor. Unseen for centuries, but
now partially restored, it was probably lying buried beneath heaped
carth when Van Heemskerck made his panoramic drawing of the Forum
[Plate 102). This was one of Rome’s most venerable shrines. Here burned
the perpetual fire sacred to Vesta, guardian of the hearth, tended by the
Vestal Virgins, the most severely disciplined, the most privileged, and the
most highly honoured among Roman women. Here, too, was kept the
Palladium, the image of Pallas Athena fallen from heaven, which Aeneas
was said to have brought from burning Troy and passed on to his
descendants, the founders of Rome.

In shape the temple followed the pattern of some far older and more
primitive shrine, as Ovid stated clearly in his Fasti two thousand years
ago: ‘The buildings which now you see roofed with bronze you might then
have seen roofed with thatch, and the walls were woven of tough willows,
. . . Yet the shape of the temple, as it now exists, is said to have been its
shape of old, and it is based on a sound reason. Vesta is the same as the
Earth; under bath of them is a perpetual fire.” Plutarch, a little later, took
issue with this philosophy and explained that the temple was built, ‘not in
imitation of the shape of the earth . . . but of the entire universe, at the
centre of which the Pythagoreans place the element of fire,” Actually its
shape probably followed the tradition of the primitive Romans’ round
huts, like the little thatched house so long cherished on the Palatine as the
home of Romulus.

However the shape be explained, the temple was unigue in containing
no statue of its goddess, which may have been kept in a small shrine
nearby. It was not, indeed, a regularly consecrated temple, and was
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guarded by a taboo so strict that no man except the Pontifex Maximus was
allowed to enter, and women only during the June festival of the goddess,

The temple was closed by imperial decree in 364 and the remaining
Vestals were driven from their house, the near-by Atrium Vestae, When
the temple fell into ruin is unknown. The twelfth century knew it in some
form, for the Mirabilia, in describing the Forum, states: “There is the
temple of Vesta, where it is said that a dragon coucheth below, as we read
in the life of Saint Silvester.” This was the correct location, for it placed
the temple near the church of Santa Maria Liberatrice, associated with
the story of the dragon. Before 1489 the ruins had evidently been buried
for some time, as there is mention of their discovery in that year., Sixty
years later, in 1540, they were rediscovered, still fairly complete, and
then burned for lime or used by the builders of Saint Peter's, After this
the temple's very site seems to have become uncertain, though its shape,
described by so many Latin authors, was remembered and its name given
to round buildings still standing, such as the little circular temple by
the Tiber, which has been called by so many names. The foundations and
scattered fragments of the temple in the Forum were again discovered in
the 1870’s and 8o’s, and in the 1930’s the building was partially recon-
structed from pictures on coins and from a reliefin the Uffizi (Plate 106).
The fragments which remain belong to the reconstruction by the wife of
Septimius Severus after the fire of A.n, 191,

The sites of the temples of Vesta and of Castor have been closely
coupled since very ancient times. The story of the founding of Castor’s
temple was old when Dionysius of Halicarnassus retold it in the first
century before Christ. At the battle of Lake Regillus, wrote Dionysius,
after the Romans had implored the help of the Twin Brothers, Castor and
Pollux, there appeared ‘two men on horseback, far excelling in both
beauty and stature those our human stock produces.’ Encouraged by this
omen the Romans rallied to victory. “In the late afternoon, two vouths
are said to have appeared in the same manner in the Roman Forum
attired in military garb, very tall and beautiful and of the same age,
themselves retaining on their countenances . . . the look of combatants,
and the horses they led being all in a sweat. And when they had each of
them watered their horses and washed them at the fountain which rises
near the temple of Vesta . . . they related how the battle had gone and
that the Romans were the victors, And it is said that after they left the
Forum they were not seen again by anyone, though great search was
made for them." Convinced that these were Castor and Pollux, the fabu-
lously skilled horsemen whose aid the army had besought, the Romans
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built them a temple close by the place where they had watered their
steeds.

Two thousand vears after Dionysius' day, Macaulay’s Lays of Ancient
Rome put the name of Vesta on every school-child’s lips:

‘And on rode these strange horsemen,
With slow and lordly pace;
And none who saw their bearing
Durst ask their name or race.
Om rode they to the Forum,
While laurel-boughs and fowers
From house-tops and from windows,
Fell on their crests in showers.
When they drew nigh to Vesta,
They vaulted down amain,
And washed their horses in the well
That springs by Vesta’s fane.
And straight again they mounted,
And rode to Vesta’s door;
Then, like a blast, away they passed,
And no man saw them more.’

The ‘well that springs by Vesta's fane’ was the fountain of Juturna,
nymph of healing waters, still fed by springs from the foot of the Palatine.

Westward from Vesta’s temple the triumphal Arch of Septimius
Severus (Plate 107) closes the end of the Forum. Outstanding as the
columns of the ancient temples are, the most impressive monuments of the
Forum are this arch and that of Titus just beyond its eastern boundary.
These two arches and the Temple of Antoninus and Faustina are the only
monuments of this area which have kept their ancient names throughout
the centuries, for these alone have retained their inscriptions unburied
and readable.

The Arch of Severus was erected by the Senate in A.p. 203 to com-
memorate the emperor’s successful wars against the Parthians and Arabs
and it is decorated with scenes from these campaigns. Onginally its
inscription bore the names of the emperor’s two sons, Geta and Caracalla,
as well, Later, when Caracalla had his brother murdered, he removed
Geta's name and filled the vacant spaces with additional titles for his
father and himself. Today the ancient bronze letters are gone, but their
matrices and rivet holes still show the wording of both the original
inscription and the changes, testifving mutely to a murder seventeen
centuries ago. During the Middle Ages the arch was divided between two
owners. The church of Saints Sergius and Bacchus held the southern
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part; the northern was used by a noble Roman family as part of a fortress,
one of whose towers still appears in Du Pérac’s etching (Plate 108).

Between the Arch of Severus and the Tabularium is the concrete core of
the platform on which once stood the Temple of Concord. Nothing else
remains of this building in which the Senate met so often except a few
architectural fragments, most of which are kept in the Tabularium.

At right angles to the Arch of Severus, on what was once the ancient
Comitium or open space for public assemblies, stands the double church
dedicated to Saint Martina, a virgin martyr, and Saint Luke, Evangelist
and patron of painters (Plate 107). It was founded in honour of Saint
Martina in the seventh century, among the ruins of an annex to the
Senate House, the Secrelarium Senatus; an upper church was added in 1640
and dedicated to their patron Luke by the artists of Rome. Church and
triumphal arch together suggest the essential harmony of baroque and
imperial Roman styles, with their marriage of column, dome, and arch,
their balance of the horizontal and the vertical, and their delight in
ornament. The Middle Ages had reared few magnificent structures in the
Eternal City, in comparison with the cathedrals and guild halls of northern
lands, and much of what was built then in Rome was destroyed by the
architects of later times. The Rome of the popes was a barogue city,
gorgeous and dramatic, in which emperors of ancient Rome would
assuredly have felt at home.

Beside this lavishly decorated church the severely plain Senate House
of yellowish brick (Plate 107) stands in sharp contrast. Yet no sumptuous
monument touches the imagination more deeply than this building, small
and now so unadorned.

Shortly before his death, Julivs Caesar began a new Senate House on
this site to replace the older one nearby. Though the Senate met in various
temples, this was its own special home, dedicated, as was essential for a
senatorial meeting place, to a deity. The patron of the Senate House was
the goddess of Victory, whose statue Augustus set in its main hall when
he finished Caesar’s building. Domitian, late in the first century A.n., and
Diocletian, two hundred years later, rebuilt the Senate House on this
same site, centred always about the altar of Victory, where senators swore
loyalty to the Empire and opened their sessions with offerings of wine
and incense, So closely was this altar connected with the Roman state and
the Roman state religion that it was almost inevitably the centre of one
of the last open battles waged between paganism and Christianity,

Until nearly the end of the fourth century paganism, despite imperial
decrec and popular acceptance of Christianity, had a majority in the
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partrician and conservative Senate, The altar of Victory, first removed by
imperial edict in 357, had been restored by Julian the Apostate, Constan-
tine’s nephew, during his brief attempt to revive the old religion. In g82
the Emperor Gratian again ordered its removal as part of an aggressive
campaign against paganism, during which he refused the office of
Pontifex Maximus, automatically bestowed upon the emperors, and for-
bade the use of State funds for pagan ceremonies.

Four times the pagan party of the Senate, meeting within these walls,
petitioned for the altar's restoration. Symmachus, its leader, described
Rome herself as a venerable matron pleading with the emperor: "Most
excellent princes . . . pity and respect my age, which has hitherto flowed
in an uninterrupted course of piety, Since I do not repent, permit me to
continue in the practice of my ancient rites. Since I am born free, allow
me to enjoy my domestic institutions. This religion has reduced the world
under my laws. These rites have repelled Hannibal from the city, and the
Gauls from the Capitol.’

Though his predecessors were adamant, the altar was restored in 302 by
the shart-lived Emperor Eugenius. About 304, however, it was removed
forever and the official triumph of Christianity was complete. When, in
410, Alaric the Visigoth sacked Rome, the remaining pagan element was
quick to link this disaster with neglect of the old gods. To this, the new
faith replied with one of the masterpicces of Christian literature—Saint
Augustine’s City of God, the Eternal City of the spirit rather than that of
this world. Two centuries later the Senate House, with little external
change, became the Christian church of Sant’ Adriano.

Next to the Senate House there stood, in ancient times, the Basilica
Aemilia, whose marble colonnades and rich carvings made Pliny class it
among the three most beautiful buildings in the world. Some of its walls
were still standing in the sixteenth century, but were then torn down, with
only a few drawings left to suggest their lavish decoration. Lately some
rediscovered and restored fragments have been set up on the excavated
site and a few exquisitely carved reliefs removed to shelter.

Beside this basilica, toward the east, still stands the Temple of Antoninus
and Faustina (Plates 10g-110), whose greyed-white cipolline columns
have, since the Middle Ages, housed the church of San Lorenzo in
Miranda. For more than fifty years, guidebooks have declared that the
present ‘modern’ or ‘hideous’ barogue church of 1602 is about to be
demolished, but as this has not yet been done, it may be haped that the
picturesque comtrast will remain as evidence of Rome's changing
continuity.
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The temple was erected by the Senate in honour of the deified empress
Faustina, wife of Antoninus Pius, after her death in a.p. 141. Twenty
years later, when the emperor himself had gone to join the gods, his
name was added to the inscription and the temple rededicated to both.
But even this enduring inscription could not prevent men of a later time
from sometimes confusing this emperor with his adopted son and succes-
sor, Marcus Aurelius Antoninus, married to another Faustina, daughter
aof the first. To Christian antiquarians, no doubt, Marcus Aurelius seemed
a more fitting deity, if human deities there must be, because of the
nobility of his Stoic Meditations. Neither Faustina, according to most
standards, was worthy of deificadon, but the tradition of divine honours
to the imperial family was by now firmly established.

Separated from the Temple of Antoninus and Faustina by a clump of
deep green laurel trees and oleanders, rose and white, stands a little round
building (Plates 10g-110) whose identity remains one of Rome's unsolved
problems. Tt has been called by many names but none has remained com-
pletely satisfying. It first emerged into the light of history when it was
consecrated, between 526 and 530, together with the large hall behind
it to which it formed a vestibule, as the church of Saints Cosmas and
Damian. The vestibule may not have been much more than two cen-
turies old when it was consecrated to these twin Arabian physicians, for its
construction suggests that it was built early in the fourth century, in the
time of Maxentius or Constantine.

In the Middle Ages it was probably associated with the name of
Romulus the Founder, as were all the buildings in this neighbourhood.
The Mirabilia refers to ‘the church of Saint Cosmas, that was the temple
of Asylum’. The Basilica of Constantine beyond it was then known as “the
temple of Romulus’, a name transferred by the seventeenth century to
the little round vestibule, Later it was called after another Romulus, the
son of Maxentius, who may have begun the building as a heroon or hero’s
shrine in memory of hisdead son. Originally the round building had a small
oblong room at each side;, which jutted out closer to the Sacred Way. The
tall cipolltno columns which still stand belonged to the portico of one of
these rooms.

In the seventeenth century, when barogue fagades were being added to
s0 many buildings of ancient times, the front of this little vestibule was
remodelled and it was also given the cupola it has today. The surface of
the Forum had risen here, too, and the old bronze doors, which were
well below the ground-level, were taken out and reset higher up. In
1879-18Bo, however, when the Forum was being excavated, the baroque
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facade was removed—though the cupola was lefi—and these doors,
their ancient automatic lock stll functioning, were replaced near their
old level,

The large hall behind this little building (Plate 1049), which forms the
main church of Saints Cosmas and Damian today, is also puzzling. It is
older than its vestibule, and was perhaps built at different periods. The
only certainty about it at present is that it was probably some structure
belonging to the Forum of Peace on which it faced. On the wall over-
looking this forum Septimius Severus attached the Marble Plan of Rome,
found in fragments at its foot. Christians have worshipped here for more
than fourteen hundred years, while from the apse in its massive wall,
Christ, in classic Roman robes, has looked down from a Byzantine pattern
of gold-edged clouds against a deep blue sky, and Peter and Paul have
presented to Him the saints for whom the church was named. In this old
mosaic the realistic human qualities and rounded form of ancient Roman
art are passing, and in their place are dawning the formal composition
and flat, stylized designs of the Byzantine East.

The Arch of Titus (Plates 120-123) at the Summa Sacra Via, the highest
point of the Sacred Way, now spans the eastern entrance 1o the Forum.
A worn ancient pavement leads down from it past the Temple of
Antoninus and Faustina. Between the arch and the Basilica of Constan-
tine stands the church of Santa Francesca Romana, the medieval church
of Santa Maria Nova (Plate 131), founded in the ruins of the temple of
Venus and Rome, rebuilt several times, and finally rededicated o Santa
Francesca, who had been revered here for years in the place where she
was buried, Behind the baroque fagade rises the bell tower of Saint Mary’s,
adding a medieval note to the span of centunes.

At times in the sunlit hush of the Forum today ane regrets the loss of
that everyday activity, whether of ancient Romans or of cattle and their
drovers, which marked the place through so many centuries. Yet the
Forum has a life of its own, though it is not as clearly linked as the Capitol
with both past and present. Today, from behind a mass of masonry or a
¢lump of laurels, come the voices of workmen setting up some fragment
which may have lain unknown years bencath the carth, Tourists, their
noses in guidebooks, pursue eternally their scarch for facts eternally
liable to change, or sit happily in a golden dream upon a marble step on
which Augustus may have stood. Day after day artists, young and old,
singly or in groups, sketch the ruins as they have done for so many cen-
turies. And from the oleanders by Faustina's temple, when friendly feet
pass quictly along the Sacred Way, may come one of Rome’s cherished
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cats, tail erect, to rub ankles or to bask in the sun upon some carved
marble of days long gone.

Time and the hands of men are healing the scars of excavation which
made Zola, more than half a century ago, call the Forum *a long, clean,
livid trench’. In some places this barrenness persists today: in others ivy
and wistaria and roses veil a shattered column, or oleanders and white-
spiked acanthus soften the outline of a ruined wall. Caesar and Augustus
and Cicero and Antony are links with a memarable and moving past, but
a new and kindly beauty of the present is stealing through the Forum—
a beauty which changes as the hours pass. On a May moming cloud
shadows sweep darkly across the ancient paving of the Sacred Way. As
evening comes, the setting sun behind the Capitol gilds the flutings and
rich ornaments of its fallen monuments (Plate 1 17) and lights the Arch of
Titus rising in stately simplicity at its eastern end (Plate 119). And at
night when the moon rides high and white across the deep sky, the stone
pines and ilexes of the Palatine rise sharp and black above the Forum,
stately guardians of a gracious sleep.



TRIUMPHAL ARCHES

Plates 120-127

HREE of the great triumphal arches which were among Rome’s

unique contributions to architecture stand today: the Arch of
Severus at the west end of the Forum (Plate 1o7), the Arch of Titus at its
castern end (Plate 120), and the Arch of Constantine beyond it (Plate
124), Strangely enough, little is recorded in ancient literature about these
three; more is known of those which have disappeared. The three which
remain, however, have kept their identity through the centuries because
of clearly readable inscriptions.

By the Middle Ages such arches had become outstanding ‘marvels’
from the imperial past. The Mirabilia defined them as ‘Arches Trium-
phal . .. the which were made for an Emperor returning from a triumph,
and whereunder they were led with worship by the senators, and his
victory was graven thereon fora remembrance to posterity,” This definition
gives a vivid picture of the pageantry of imperial Rome and was un-
doubtedly in the minds of those who cleared the way for the triumphal
procession of Charles V in 1536 from the Arch of Titus through the Forum
and the Arch of Severus. It is not, however, completely accurate. The
permanent arches probably replaced temporary structures which were
erected for the actual procession of a general or emperor after a successful
war. In some cases the finished arch was so constructed that no procession
could pass under it. That of Severus, for instance, was approached by
steps; no road led under it in ancient times; the road did not run beneath
but beside the Arch of Constantine,

The Arch of Titus does span the Sacred Way, but though it commemo-
rates the capture of Jerusalem in A.p. 70, the victor never saw it com-
pleted; it was erected some time after his death in 81. It is not mentioned
in ancient literature, but a late Roman relief shows it with the title
ARCUS IN SACRA VIA summa, ‘Arch at the summit of the Sacred Way'.

Its medieval name ‘Arch of the Seven Lamps’, or, as the Mirabilia puts
it, *Arch of the Seven Lamps of Titus and Vespasian’, comes from the
famous relief on one of its inner faces showing the seven-branched candle-
stick and other spoils from the temple at Jerusalem carried in triumph
through Rome (Plate 122). A later version adds ‘where is Moses his
candlestick having seven branches, with the Ark’. The oblong object

(75)



?ﬁ MARVELSE OF ANCIENT ROME

carried in this relief is not, however, the Ark but the golden table of the
shewbread used in the temple ritual.

In the Middle Ages the Arch of Titus was included in the fortress of the
Frangipani family and had a room built into its upper story. Much of
this structure was removed in the fifteenth century but some still appears
in Van Heemskerck’s drawing (Plate 121). When the supporting build-
ings at the sides were taken down in 1821, the centre was found to be so
weakened that the architect Valadier rebuilt the lost ends in travertine.
The original inscription still remains on the eastern side, which appears in
the drawing; Valadier copied it for the side facing the Forum.

East of the Arch of Titus and close by the Colosseum stands the Arch of
Constantine (Plate 124}, which recalls, perhaps more than any other
monument in Rome except the Senate House, the victory of Chnistianity.
It was erccted about aA.p. 515 in honour of Constanting’s victory over his
rival Maxentius at the Milvian Bridge near Rome in g12—the victory
which, according to tradition, led to the emperor’s recognition of Chris-
tianity the next year. It was just before this battle, so the story goes, that
he beheld the vision of the cross with the motto “In this sign thou shalt
conquer’. The inscription extols not only the emperor’s greatness of mind
but also ‘the inspiration of the Deity’ (unnamed), but since deity had, by
this time, become an imperial atribute, nothing concerning the emperor’s
religion then can be gathered from this statement, Like the Arch of Titus,
that of Constantine passes unnoticed in existing classical literature.

Though harmonious in its general conception, Constantine’s arch is
largely made up of fragments from earlier monuments. Among these
older parts are the round medallions on the two long sides; all the reliefs
of the upper story and of the middle passage; and the free-standing
figures, now considerably restored, which are above the columns. Of
Constantine’s time, and of much cruder workmanship, are the narrow
bands of reliel above the side arches and on the ends, thase on the bases of
the columns, and the delightfully designed round medallions on the ends
showing the setting moon and the rising sun.

In the Middle Ages and Renaissance this was sometimes popularly
called the arcus Thracius or Arco de Trasio from the free-standing figures
of the Thracian or Dacian prisoners above the columns, which Constan-
tine barrowed from some monument of Trajan’s. The Mirabilia, however,
gives it the old name, *Arch of Constantine by the Amphitheatre’,

keeping for both it and the Colosseum the terms used by Romans of
antiquity.



THE BASILICA OF CONSTANTINE
OR MAXENTIUS

Plates 128-131

‘HREE immense vaults of the Basilica of Constantine or Maxentius

(Plate 128) dominate the Forum’s northeastern end. Little is known
of the early days of this building; it came too late into the ancient world
to find a place among the great descriptions in Latin literature, though
it is mentioned briefly in several writings of the fourth and fifth cen-
turies, including the Notitia or Regionary Catalogue. Maxentius began it
during his brief period of power from A.D. 306 to 312, on a site which
excavation has shown to have been occupied at various fimes by private
houses, part of the portico of Nero's Golden House, and markets and
starehouses.

As first planned, it had a nave and two aisles running lengthwise
approximately east and west, parallel to the Roman Forum and opening
eastward through an arched portico toward the Colosseum, At the west
end of the nave, opposite this entrance, was a large apse where, in the
fiftcenth century, were found parts of a colossal statue of Constantine,
now in the Conservatori Museum.,

Constantine changed this plan by adding another entrance at the south
side so that the building opened on the Forum as well as toward the
Colosseum. He also built another apse opposite this entrance, in the
central compartment of the north aisle, which, like its southern counter-
part, was divided into three barrel-vaulted sections, each large enough to
contain a good-sized building.

It is this north aisle, with Constantine’s apse, which towers impressively
beyond the Forum today. Part of the western end wall, with the apse of
Maxentius, also stands, and here and there jagged fragments of masonry
which belonged to the great piers of the nave still rise from the high
platform on which the basilica rests.

The building was of brick-faced concrete, the interior walls panelled
with marble, the brick coffering of its vaults covered with stucco. Fluted
marble columns with richly carved Corinthian capitals originally stood
against the piers, apparently carrying the weight of the massive cross-
vaulting of the nave, though this was actually borne by the piers them-
selves. The last of these marble columns, one of which still appears in
place in prints and drawings of the sixteenth century, was taken away in

(77)
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the seventeenth and set up in the Piazza of Santa Maria Maggiore to
bear the statue of the Virgin.

Just when the nave and south aisle collapsed is unknown. Probably they
were badly damaged by the earthquake of the ninth century and perhaps
by a later one as well. By the Middle Ages the mass of ruin was a giant
quarry for building materials; as it began to emerge from the realm of
legend into that of recard, the remnant was in use for such purposes as hay
lofts, cattle sheds, drill grounds, and a riding school.

The building was far too large to be converted easily into a church; its
central nave was over 262 feet long, more than g7 feet wide, and almost
115 feet high. It would have required the genius and technical resources
of a Michelangelo to make use of it, as he later did the central hall of the
Baths of Diocletian, but by his time the basilica was in the same state of
ruin as today. The barrel vaulting of its aisle, however, was one of
Bramante's inspirations for the plan he proposed for the new Saint Peter’s.

The great ruin has gone by various names throughout its long history.
Most early records call it simply the New Basilica, but by the sixth cen-
tury its true identity was so far forgotten that it was referred to as the
‘Temple of Rome’ and later as the “Temple of Romulus’. By the fifteenth
century it was known as the “Temple of Peace,’ from the actual but long-
since-vanished temple which stood nearby in Vespasian®s forum of that
name. With the name went the associations of the real Temple of Peace.
The basilica was believed to have been built by Vespasian and to have
housed the plunder of the temple at Jerusalem and innumerable other
treasures. It was called ‘the Temple of Peace' well into the nineteenth
century. In Rome today it is better known by the name of Maxentius,
who began it, than by that of Constantine, who completed it.

John Evelyn's Diary for 1644 gives a typical gentleman’s glimpse of the
ruin as it was known in the seventeenth century:

‘We went into the Camgpo Vaccino, by the ruins of the Temple of Peace,
built by Titus Vespasianus, and thought to be the largest as well as the
most richly furnished of all the Roman dedicated places: it is now a heap
rather than a temple, yet the roof and welts continue firm, showing it
to have been formerly of incomparable workmanship.” Evelyn adds
the surprising statement, contradicted by his own dating of it in
Vespasian’s time: “This goodly structure was, none know how, consumed
by fire the very night, by all computation, that our Blessed Saviour was
born.”

Almost two centuries later the American traveller, Theodore Dwight,
described the ruin as it appeared to the romantic visitor:
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“Nearly opposite to us on the other side of the Forum were the remains
of the Temple of Peace, which are supposed to have formed for the time
the vestibule of Nero's house; and here we were struck with astonishment,
having never seen such wide and noble arches. . ... The remaining arches
of the Temple of Peace have been left exposed to the sunshine and rain,
hallowed however in the eyes of the people by a small cross elevated at the
top, among the shrubbery with which it is crowned, to preserve them
from dilapidation, though cattle often wander to its shade from the
Forum (which in Italian bears the name of Cow-Pasture), and lie quietly
down in the inmost recesses of the temple.

The basilica's great vaults have been put to a new use since 1g33; a use
which would undoubtedly have pleased the dwellers in ancient Rome as
much as it does her citizens and visitors today. On spring afternoons and
summer nights, concerts by orchestra and chorus are held in its great
arca (Plate 131), the musicians stationed beneath an inconspicuous shell
built into Constantine’s apse, Besides the crowds which can be seated on
chairs and benches, adventurous climbers find superior accommodations
on the tops of the ruined piers, and black-frocked priests listen from the
roof of the neighbouring church of Saints Cosmas and Damian. The vaults
are lit by night with an orange glow, which throws their deep coffering
into strong relief. Beyond the arches of the portico the Colosseum gleams
in silver floodlight, while the fagade of Santa Francesca Romana and
saometimes the buildings in the Forum as well stand out red or green or
orange against the blue-black sky.



THE COLOSSEUM

Plates 152—141

HE Colosseum was a ‘marvel’ of Rome when it was new, almost nine-

teen hundred years ago, partly because of its size and partly because
the circumstances under which it was built made it one of the world’s
great ‘gallery plays'. "Here, where the farseen Amphitheatre lifts its mass
august,” wrote Martial, *‘was Nero's mere.” Vespasian had drained the
artificial lake in the gardens of Nero’s Golden House and begun upon its
site this vast theatre for the games and spectacles dear to Roman hearts,
which his son Titus was to finish. Nero, last emperor of the line of Caesar
and Augustus, had died by lis own hand, hated by the people and the
army and declared a publu: enemy by the Senate. Within a year, the
Roman legions nominated three successars, also doomed to quick and
violent deaths. Vespasian, the final candidate, was more fortunate. A
popular general, who was waging a successful siege against Jerusalem
when he was chosen emperor, he returned to Romie and set about the task
of blotting out the evil memory of Nero.

A man of humble birth and shrewd common sense, without the
legendary glamour of the Julian dynasty, he, together with Titus, suc-
ceeded in building up the prestige of the new imperial line, largely
through a far-reaching programme of public works by which the people
were given back as recreation centres much of the land which Nero had
confiscated for his own pleasures. Suetonius echoed the popular response
to this policy in a remark concerning Titus, probably written within hall
a century of that emperor’s death: *He took away nothing from any
citizen. He respected others’ property, if anyone ever did. . . . And yet he
was second to none of his predecessors in munificence.’

The Colosseum was practically ready for use when Vespasian died in
A, 79. Titus opened it, still unfinished, in a.p. 8o, with magnificent
gladiatorial games and naval contests for which the arena was flooded,
It was completed by Domitian, Titus’ brother and successor, but had to be
restored several times because of fires due to lightning,

Standing isolated beyond the Forum, in the low spot between the
Palatine, Esquiline, and Caelian hills, this new amphitheatre was easily
accessible from the heart of the ancient city, yet isolated enough to permit
the easy movement of crowds. It could seat about forty-five thousand, and

(Bo)
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probably had standing room for about five thousand more in its upper
gallery. Its great oval shell was about one-third of a mile in circumference,
its longer axis measuring about 617 feer, its shorter about 512, The long
axis, whose entrances were used for processions, runs parallel with the
Roman Forum, roughly southeast and northwest. The impetial seais
were at the south side, facing along the shorter axis, to give a closer view
of the spectacles. Immense awnings, handled by sailors from the imperial
fleet, sheltered the spectators.

Though the exterior of the great building is impressive by reason of its
severe and solid bulk, its outstanding feature was its perfect adaptation to
the handling of large and potentially unruly crowds. Seventy-six of its
cighty arcades were numbered ; the tickets bore corresponding numbers,
s0 that holders could find their way directly to their seats from the
appropriate entrance without crowding the corridors, 1t was a structure to
delight the practical Vespasian and the architectural engineers who had
built it

The Colosseum’s builders followed much the same principle as that
employed in steel construction today, except that for the skeleton frame-
work of piers and arches they used hard travertine stone. The outer walls
are of the same stone; the inner ones are composed of several kinds of
stone and concrete, with or without brick facings. Metal cramps rein-
forced the joining of the stones; the holes now so noticeable in the walls
were made in the centuries following the decline of Rome by those who
dug out these cramps for their metal or for the lead which was sometimes
used with them.

The tradition that Christians by the thousands were martyred in the
arena grew up in comparatively late times. Some may have suffered here
during various persecutions, but, needless to say, not in those of Nero’s
day, as the site was then the emperor’s lake. The last gladiatorial games
were held in the Colosseum in A.p. gog; emperors from the time of Con-
stantine had tried to stop them without success. The last recorded animal
sports are mentioned in 523,

The ancient Romans called this building the Flavian Amphitheatre
from the family of Flavius to which Vespasian and his sons, Titus and
Domitian, belonged. The present name came into use some time during
the carly Middle Ages. The first-known mention of the amphitheatre as
the Colosseum is in an eighth-century Latin work traditionally ascribed to
the English monk and historian, Bede. The writer of this work quotes a
current Saxon pilgrim’s proverb: Quandiu stabil Caliseus, stabit et Roma;
quando cadet Coliseus, cadet et Roma ; quando cadet Roma, cadet et mundus, which
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today is best known through Byron's translation in Childe Harold:
"While stands the Coliseum, Rome shall stand ;
When [alls the Claliseum, Bome shall fall:
And when Rome falls—the world.”

Some have held that this proverb referred not to the amphitheatre but
to the colossal bronze statue of Nero which stood nearby, remodelled by
later emperors as a sun god. No one knows just when this colossus fell—
the last known reference to it in ancient times was in A.D. 354 when it was
mentioned as the ‘crowned colossus’ in connection with a spring festival
of garland sellers along the Sacred Way, It had probably disappeared by
Bede’s time, for the eighth-century Einsiedeln ftinerary did not mention
it, although its fame lingered throughout the Middle Ages. It seems more
likely that such a proverb would grow up about an immense and endur-
ing building than about a statue which was only one of several of its kind
in Rome, and that the building was first called ‘colossal amphitheatre’
and then ‘colosseum’ because of its great size.

The Colosseum was damaged by earthquakes in the fifth and sixth
centuries, again in 847, and perhaps in the fourteenth century as well,
Originally it was entirely surrounded by a double arcade, but in the
course of these earthquakes the outer ring of arches fell along the whole
southwestern side, forming a mountainous quarry which for centuries
furnished building material for the palaces and churches of Rome.

Such plundering stopped in the eighteenth century, and early in the
nineteenth the popes began to strengthen the broken ends of the walls
with buttresses. Unbroken though it looks from its least damaged side,
less than half of the great building stands today.

Medieval tradition played strange tricks with the purpose and appear-
ance of the Colosseum. The early form of the Mirabilia simply mentions it,
saying, ‘Before the Colosseum was the temple of the Sun’—referring, per-
haps, to the nearby Temple of Venus and Rome. A later version embel-
lished this simple statement to read: “The Colosseum was the temple of
the Sun, of marvellous greatness and beauty, disposed with many diverse
vaulted chambers, and all covered with an heaven of gilded brass, where
thunders and lightnings and glittering fires were made, and where rain
was shed through slender tubes. Besides this there were the Signs super-
celestial and the planets So/ and Luna, that were drawn along in their
proper chariots.” Here there seem to be confused echoes of the ‘old
chronicles’ to which the twellth-century compiler of the Mirabilia
referred. One of these may have been the description by Suetonius of
Nero’s Golden House, written about half a century after that emperor’s
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death: "There were dining rooms with fretted ceilings of ivory, whose
panels could turn and shower down flowers and were fitted with pipes for
sprinkling the guests with perfumes. The main banquet hall was circular
and constantly revolved day and night, like the heavens.” The Middle
Ages, from whatever source they had their information, took the
Mirabilia’s description literally and pictured the Colosseum with a dome.

The ruins of the ancient building have seen many uses. There are
records of mystery plays held there in the fifteenth and sixteenth cen-
turies. In r4qo the Confraternity of the Gonfalone, a group of citizens
vowed to charitable works, produced in the Colosseum the first of its
Passion Plays—a mystery in seven acts in the Roman dialect. Arnold of
Harff, a German visitor to Rome in 1497, wrote of seeing: ‘A magnificent
ancient palace, called the Colosseum, round in shape, vaulted and with
various orders of architecture, and having in its centre a round open
space surrounded by steps which made it possible to ascend to the upper
part. In ancient times, they say, men sat on these steps to watch combats
between gladiators and wild beasts. I saw there, on Holy Thursday, the
Passion of Jesus Christ. Living men represented the Flagellation, the
Crucifixion, the Death of Judas, and so forth. Those who took part were
youths of well-to-do families and everything was conducted with great
order and decorum.’

Considerable disorder was reported from time to time, however, and
the plays were finally abolished under Paul 111 (1534-1549) because they
had become too secular to be countenanced by the Church.

The use of the Colosseum for religious spectacles did not prevent the
popular imagination from peopling it with the devils who were always
ready to take over pagan monuments. A bull is said to have been sacri-
ficed in the Colosseum to appease the demons during a pestilence in 15225
Benvenuto Cellini tells the classic tale of sorcery there in his Autobiography.

In 1534 he and a renegade Sicilian priest decided to consult the demons
which were said to haunt the place. “We went together to the Coliscum,’
he wrote, ‘and there the priest, having arrayed himself in necromancer’s
robes, began to describe circles on the earth with the finest ceremonies
that can be imagined.’ The ceremonies having brought little result (they
saw only several legions of devils that night) they returned again and were
well rewarded. ‘In a short space of time the whole Coliseum was full of a
hundredfold as many as had appeared upon the first occasion.” The boy
who served as a medium ‘shrieked out in terror that a million of the
fiercest men were swarming round and threatening us. He said, moreover,
that four huge giants had appeared, who were striving to force their way
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into the circle’ and again that ‘the whole Coliseum is in flames, and the
fire is advancing on us’. When the devils were finally routed and the party
was going home, the boy ‘kept saying that two of the devils he had seenin
the Coliseum were gambolling in front of us, skipping now along the
roofs and now upon the ground’.

Meanwhile the popes had entertained various plans for the Colosseum.
Sixtus V proposed to turn it into a cloth manufactory, for which he had
Fontana prepare drawings, but at the pope’s death in 1590 this idea was
abandoned. Clement IX in the seventeenth century stored saltpetre in it
for use in a neighbouring gunpowder factory.,

In 1744 Benedict XIV moved to put an end to both plundering and
superstitious practices by consecrating the arena to the memory of the
Christians martyred there, whose numbers tradition had now brought
into the thousands. He also set up the central cross and its stations, which
appear inso many pictures of the late eighteenth and nineteenth centuries.
These were removed for excavations in the eighteen-seventies, but the
cross was renewed in 1927,

By the nineteenth century the broken walls were in danger of collapse;
more stone had been brought down by an earthquake in 1703. Pius VII
began the work of strengthening and supporting them by buttressing the
outer wall of the east end between 1805 and 1807, Leo XII erected a
similar support for the outer wall of the west end in 1825, and Gregory
XVI and Pius IX continued the work in 1843 and 1852. Leo X1I's great
western buttress of 1825, which appears in the views most widely known,
has become so familiar as to seem an integral part of the structure.
Turner’s drawings and paintings of 1819 are among the last well-known
pictures to show the old, vertical crumbling edge instead of the present
smooth and sloping line. This new buttress must have been barely com-
pleted when Corot painted his views of the Colosseum in 1825 and 1826
(Plates 130, 135).

Excavation had begun early in the century and was continued for
many years, until the whole area of the arena, originally covered with
removable wooden flooring and later filled with the earth and debris of
centuries, was finally laid bare, revealing the dens where beasts were kept
for performances and the chambers which housed the mechanical
contrivances used in the elaborate settings of spectacles.

Despite consecration and excavation the Colosseum had a bad reputa-
tion after nightfall, and from time to time it was closed at dusk or patrolled
by guards. One hazard against whichno guard could avail was the‘Roman
fever’, believed to haunt its shadows after sunset. Lovers of the romantic,
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moonlit peace of the great ruin were quick to blame this on the excavators,
who had opened long-closed vaults and, it was said, disarranged the
ancient drainage. Yet in spite of its ill-repute, visits to the Colosseum by
night grew more and more popular in the nineteenth century, moonlight
and meditation replacing Cellini’s spectral flames and demons,

Iln 1787, as the romantic movement was taking shape, Goethe had
written: ‘Of the beauty of a walk through Rome by moonlight, it is
impossible to form a conception, without having witnessed it. All single
objects are swallowed up by the great masses of light and shade, and
nothing but grand and general outlines present themselves to the eye. . . .
Peculiarly beautiful at such a time is the Coliseum. At night it is always
closed s a hermit dwells in a little shrine within its range, and beggars of all
kinds nestle beneath its erumbling arches.”

Twenty years later Byron's descriptions shaped the nineteenth-century
conception of the Colosseum by moonlight. Of these two descriptions,
that in the third act of Manfred was written in Rome. The original draft
of the act, finished in March of 1817, did not contain this passage. Then,
in late April and May, the poct visited Rome and there re-wrote this part,
adding the soliloquy in which his hero recalls:

‘. . . uponsuch a night
1 stood within the Coliscurn’s wall,
‘Midst the chief relics of almighty Rome,
The trees which grew along the broken arches
Waved dark in the blue midnight, and the stars
Shone through the rents of ruin; from afar
The watch-dog bayed beyond the Tiber; and
More near from out the Caesars’ palace came
The owl's long cry, and, interruptedly,
Of distant sentinels the fitful song
Begun and died upon the gentle wind.
And thou didst shine, thou rolling moon, upon
All this, and cast a wide and tender light,
Which sofiencd down the hoar austerity
Of rugged desolation, and filled up,
As "t were anew, the gaps of centuries;
Leaving that beautiful which still was so,
And making that which was not, till the place
Became religion, and the heart ran o’er
With silent worship of the great of old,—
The dead, but sceptred sovereigns, who still rule
Our spirits from their ums— . . ./
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The fourth canto of Childe Harold, written in the summer of 1817 after

Byron had been gone from the city for some weeks, was drawn from
emotion freshly recollected:

‘Arches on arches! as it were that Rome,
Collecting the chief trophies of her line,

Would build up all her triumphs in one dome,—
Her Coliseum stands: the moonbeams shine

As 't were its natural torches, for divine

Should be the light which streams here, to illume
This long-explored but still exhaustless mine

Of contemplation; and the azure gloom

Of an Italian night, where the deep skies assume

Hues that have words, and speak to ye of heaven,
Floats o'er this vast and wondrous monument,

And shadows forth its glory. There is given

Unto the things of earth, which Time hath bent,

A spirit’s feeling, and where he hath leant

His hand, but broke his scythe, there is a power
And magic in the ruined battlement,

From which the palace of the present hour

Must yield its pomp, and wait till ages are its dower.

A ruin—yet what ruin! from its mass

Walls, palaces, half-cities, have been reared;

Yet oft the enormous skelcton ye pass,

And marvel where the spoil could have appeared.

Hath it indeed been plundered, or but cleared ?

Alas! developed, opens the decay,

When the colossal fabric’s form is neared:

It will not bear the brightness of the day,

Which streams too much on all years, man, have reft away.”

Probably few visitors in the next hundred years stood in the Colosseum
by moonlight without at least some dim memory of Byron's lines. Cer-
tainly they were in Longfellow’s mind when he wrote of the Colosseum at
midnight in 1828:

“Silence, and the quiet moonbeams, and the broad, deep shadows of the
ruined wall. . . . Atlength I came to an open space where the arches above
had crumbled away, leaving the pavement an unroofed terrace high in
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air. From this point, I could see the whole interior of the amphitheatre
spread out beneath me, half in shadow, half in light, with such soft and
indefinite outline that it seemed less an earthly reality than a reflection in
the bosom of a lake. . . . I did not conjure up the past, for the past had
already become identified with the present.”

Hawthorne, however, found the famous spectacle less impressive than
he had imagined it. The moonlight which *filled and flooded the great
empty space,’ he wrote in The Marble Faun, ‘glowed upon tier above tier
of ruined, grass-grown arches, and made them even too distinctly visible.
The splendour of the revelation took away that inestimable effect of
dimness and mystery by which the imagination might be assisted to build
up a grander structure than the Coliseum, and to shatter it with a more
picturesque decay. Byron’s celcbrated description is better than the
reality.’

Henry James' American heroine of the seventies, Daisy Miller, was
typical of a generation whose minds had been steeped in such descriptions.
Lingering ‘at midnight in the Colosseum with a gentleman’ she risked her
reputation and her health because, as she retorted to her critics, °1 was
bound to see the Colosseum by moonlight. I wouldn’t have wanted to go
home without that. . . . Well, I have seen the Colosseum by moonlight—
that’s one thing I can rave about.” It was in keeping with the etiquette and
tradition of the time and place that this ‘child of nature and of freedom’
should die of a fever contracted at her midnight tryst and be buried “in
the little Protestant cemetery, by an angle of the wall of imperial Rome,
beneath the cypresses and the thick spring-flowers.”

As for Winterbourne, dispassionate observer of her innocent tragedy,
he himself stood in the Colosseum by night murmuring ‘Byron’s famous
lines out of Manfred" until he remembered that ‘the air of other ages,
coldly analysed was no better than a villainous miasma.’

The moonlight and the flowers of the Colosseum were almost equally
celebrated in the ninetcenth century (Plates 196-13g). In 1813 Antonio
Sebastiani published his Flora Cofisea, listing 261 species. By 1855 Richard
Deakin’s classic Flora of the Colosseum noted 420 species growing from the
fertile ancient dust. Among these were figs, cherries, and pears; elms and
caper trees; grapes, ivy, clematis, and roses; hyacinths, narcissus, gen-
tians, daisies, and cyclamen; acanthus, thyme, rosemary, and sage;
marigolds, violets, larkspur, and anemones; saxifrage, pimpernel, and
strawberries. The ruin had already been weeded to some cxtent by the
French in 1812, but the flowers had evidently returned in full force by
Deakin’s time. In 1869 they so strongly impressed Longfellow on his last
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Roman visit that he wrote of them in his unfinished poem, Miche! Angelo:

‘. . . Athousand wild flowers bloom
From every chink, and the birds build their nests
Among the ruined arches, and suggest
New thoughts of beauty to the architect.’

In 1B870-1871, however, Pietro Rosa, director of excavations, fearing
the effect of roots upon ancient stones, had the ruin weeded thoroughly.
Gregorovius noted in his Roman Fournals for June 18,1871: *Rosa has shaved
even the Colosseum—that is to say, has cleared away all the plants that
made it so beautiful.” Yet even today an occasional anemone or mourning
bride or cluster of caper blossoms hides in remote crevices and grass
continually finds its way among the paving stones.

The romantic appeals of flowers and moonlight blend in Thomas Cole’s
description, written in 1852:

‘From the great multitude of wondrous things, I would select the
Colosseum as the object that affected me the most. It is stupendous, vet
beautiful in its destruction. From the broad arena within, it rises around,
arch above arch, broken and desolate, and mantled in many parts with
the laurustinus, the acanthus, and numerous other plants and flowers,
exquisite both for their colour and fragrance. It looks more like a work of
nature than of man; for the regularity of art is lost, in a great measure, in
dilapidation, and the luxuriant herbage, clinging to its ruins as if to
“mouth its distress”, completes the illusion. Crag rises over crag, green
and breezy summits mount into the sky.

‘But he who would see and [eel the grandeur of the Colosseum must
spend his hour there, at night, when the moon is shedding over it its
magic splendour. Let him ascend to its higher terraces, at that pensive
time, and gaze down into the abyss.

Cole’s painting, Interior af the Colosseum, in a private collection in
America, does not, however, suggest the softening profusion of flowers.
It has rather the stark severity described in another passage: ‘The mighty
spectacle, mysterious and dark, opens beneath the eye more like some
awful dream than an carthly reality,—a vision of the valley and shadow
of death, . . . As | mused upon is great circumference, 1 seemed to be
sounding the depth of some volcanic crater, whose fires, long extinguished,
had left the ribbed and blasted rocks to the wild-flower and the ivy.'

In recent years the Colosseum has slept, for the most part, in undis-
turbed and excavated quiet, except for religious processions and occa-
sional assemblies. Electricity has dimmed the mystery of its moonlight,
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though floodlights (Plate 141) give it a spectacular grandeur in keeping
with the temperament of those who thronged it long ago. But by day its
travertine walls present a timeless panorama of eternally changing colour,
varying with the weather and the hour from ash-grey to gold or to a rose
intense enough, at sunset, to rival the Alpine glow.

In 1951 the ancient amphitheatre welcomed an audience to a recrea-
tion markedly different from its bloody spectacles of long ago. The Sunday
afternoon of October 7 saw the first of a series of concerts which con-
tinued into the fall and winter season (Plate 140). The orchestra and
singers from the opera were installed opposite the imperial seats, and a
temporary wooden floor was laid above part of the great arena. The con-
cert, a commemoration of the fiftieth anniversary of Verdi's death, was
not an artistic success, for the acoustics were poor. But the histeners were
enthusiastic, partly because of the music, partly because of their affec-
tion for favourite singers, and partly, perhaps, because they felt that

same spell of the past which touched Armold of Harfl more than four
hundred vears ago.



THE GOLDEN HOUSE OF NERO
Plates 142-147

ENEATH the surface of the Esquiline hill, close by the Colosseum,
lie the remnants of Nero's fabled Golden House, crushed and buried
by his successors in their campaign to obliterate his memory. The Baths of
Trajan, built above its ruins early in the second century A.p., were part
of this campaign, which had begun with the erection of the Colosseum on
the site of Nero’s lake and the hasty building of the Baths of Titus nearby.
Martial echoed the feeling of the time when he wrote of the dedication of
these two: ‘Rome has been restored to herself, under thy governance,
Caesar; that is now the delight of the people which was once a master’s.’
Nero began his Golden House after the fire of A.n. 64 had destroyed
much of Rome. With its gardens and porticoes it covered not only part of
the Palatine but also much of the Esquiline and Caelian hills, stretching
across the low-lying site of the Colosseum and around to the Forum on
which its vestibule opened, This vestibule, wrote Suetonius, ‘was large
enough to contain a colossal statue of the emperor a hundred and twen
feet high and it was so extensive that it had a triple colonnade a mile long.’
The palace received the name *Golden House’ from the amount of gilding
used in its decoration, On its walls and ceilings the famous painter
Fabullus was kept so fully occupied that Pliny said ‘the golden Palace of
Nero was the prison house of this artist’s work.'

The palace was still unfinished when Nero died in A.p. 68, One of his
short-lived successors set aside funds to ecarry it on and Vespasian and
Titus lived in it for a little while, but they were more concerned with
restoring the grounds to public use than with housing themselves magnifi-
cently, The actual palace buildings had never covered the Colosseum's site.

A fire in A., 104 damaged the Golden House so severely that Trajan
felt no compunction about levelling part of the site, filling in the lower
floor as a foundation, and building his baths above. Possibly he meant
to do this had there been no fire. The vestibule opening on the east end
of the Forum was finally destroyed by Hadrian in A.p. 121, before he
built the Temple of Venus and Rome on a portion of its location. After this
the palace appears no more in the history of the ancient world, but is
left to the legends of the Middle Ages.

When the long darkness began to lift in the twelfth century, these
buried rooms seem to have been forgotten, though the name of Nero
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haunted Rome. The Mirabilia and the Graphia located his palace at such
different places as the Lateran and the circus across the Tiber near Saint
Peter’s. The medieval tower of the Milizie was popularly known as the
place from which Nero watched Rome burn, and the great ruined Temple
of the Sun or Serapis on the Quirinal was often called the Frontispizio di
Nerone, Fagade of Nero,

The ruined Baths of Trajan above the actual Golden House were long
named the Baths or Palace of Titus. The underground rooms there,
belonging to the Golden House, were finally discovered late in the fif-
teenth century, when the reviving interest in ancient times and art
spurred on the search for antiquities. Artists flocked to study the new-
found paintings (Plates 142-143) although the rooms were filled with
debris and earth to the springing of their vaults. The earliest known
sketches from these paintings are those of the anonymous artist of the
Codex Escurialensis, about 1491. Early in the sixteenth century Raphael
and his assistant, Giovanni da Udine, were so enchanted by the light and
fantastic paintings and the delicate stucco reliefs that the master employed
the same type of decoration for the Vatican loggie which were painted
under his direction in 1517-1519 (Plate 145). As Nero’s buried rooms
were called caves or grottoes, the style of their decoration was called
‘grotesque”—a term usually applied today to the fantastic and incon-
gruous forms associated with medieval carvings.

High up on the walls near the great arch which spans the long corridor
in the eastern wing of the Golden House (Plate 142] generations of
artists have written or scratched their names, sometimes with dates. The
earliest date is 1495, accompanied by an almost unreadable name.
Giovanni da Udine's name is there, Domenichino's, and that of Carl van
Mander of Holland, who so vividly described Marten van Heemskerck's
delight in Rome. Many artists of the sixteenth century and later have left
sketches of the decorations they saw here and in other buried rooms.

No thorough excavation of the Golden House was made in these early
days. The Roman art dealer, Mirri, who published a collection of en-
gravings from its paintings in 1776, had to have sixteen rooms partially
excavated in order to have drawings made for his engravers. More
scientific excavation of part of the palace began in the early nineteenth
century and fresh excavations are still going on.

Charlotte Eaton left an enthusiastic description of the rooms she was
able to see in 1817-1818:

“The Thermae and Palace of Titus,” she wrote, ‘were built within the
ruins, and on the site of the wide-spreading buildings and pleasure-grounds
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of Nero's Golden Palace. . . . We entered a damp and dark corridor,
the ceiling of which is still adorned with some of the most beautiful
specimens that now remain of the paintings of antiquity. Their colour-
ing is fast fading away, and their very outline, I should fear must be
obliterated at no very distant period, so extreme is the humidity of the
place, and so incessantly does the water-drop fall. By the light of a few
trembling tapers elevated on the top of a long bending cane, we saw, at
least twenty feet above our heads, paintings in arabesques, executed
with a grace, a freedom, a correctness of design, and masterly command of
pencil that awakened our highest admiration, in spite of all the disad-
vantages under which they were viewed. Insensible of the penetrating
damps and chilling cold, we continued to stretch our necks with admiring
the Faun, the Nymph, the Bacchante, the Mercury, the Loves and
Graces, the twining flowers and fantastic groups of gay imagery, which
the classical imagination of the Roman painter had assembled seventeen
centuries ago,’

Mrs. Eaton's comment suggests the worst drawback of the decorative
scheme—the use of motifs so light and small in scale that their delicate
detail can scarcely be seen in rooms of such great height.

Besides employing the foremost painters to decorate his palace walls,
Nero enriched it with movable sculpture as well. Many of these pieces
remained there during the reigns of Vespasian and Titus, but Trajan
later moved some of them to his baths above.

The Elder Pliny, shortly before his death in an. 79, noted in his
Natural History one of the most famous of the statues there: “The Laocodn,
which stands in the palace of the Emperor Titus, a work to be preferred to
all that the arts of painting and sculpture have produced. Out of one
block of stone the consummate artists, Agesandros, Polydoros, and
Athenodoros of Rhodes made, after careful planning, Laocodn, his sons,
and the snakes marvellously entwined about them.,'

This group, perhaps a Roman copy of a Hellenistic work of the second
century B.c., represents the punishment of Laocoon, Apollo’s disobedient
priest at Troy, crushed, with his sons, by monstrous serpents sent by the
angry god (Plate 146).

After Pliny’s reference, more than fourteen centuries of silence closed
about the group. Then, in 1506, a2 Roman gentleman by the name of de
Fredis, digging out inconvenient ancient walls in his vineyard in the
neighbourhood of the Baths of Trajan and probably in the buried rooms
of the Golden House itself, came upon this marble comparatively un-
damaged. It was recognized immediately from Pliny's description.
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Julius IT claimed it for a jewel of the papal collection, and Rome
celebrated a festival in its honour. The leading sculptors of the day, includ-
ing Michelangelo, examined it, and though they concluded that Pliny had
been wrong in thinking it wrought from one block of marble, they agreed
that it was ‘most excellent and deserving of every praise’. Discovered just at
the beginning of that baroque movement which was sonearakinto theartof
imperial Rome, it exercised a profound influence upon the work of
sculptors and painters alike and helped to shape their style.

Among various poems celebrating its discovery, one by Cuardinal
Sadoleto recards vividly the feeling with which scholars welcomed the
statue;

‘From heaped-up mound of earth and from the heart
Of mighty ruins, lo! long time ance mare

Has brought Laocotin hame, who stood of old

In princely palaces and graced thy halls,

Imperial Titus. Wrought by skill divine

(Even learmned ancients saw no nobler work),

The statue now from darkness saved returns

To see the stronghold of Rome’s second life.’

For more than two centuries the group remained a centre of interest.
It was discussed at length by Winckelmann in his pioneer studies in art
history (1764); it furnished theme and title for Lessing’s study of the
principles underlying the various forms of art (1766}, and it supplied
Goethe with the subject for his critical essay on the Laocodn (1798).

Eventually its very fame endangered it. When Napoleon, in 1797-1798,
demanded from Italy a selection of her most prized works of art, the
Laocodn was among those taken. With such treasures as the Apollo
Belvedere, the Venus de’ Medici, and the bronze horses from Saint Mark’s
in Venice, it was brought in triumph to Paris and placed in the Louvre.
The fate of the looted works was, for a time, uncertain, but after
Napoleon's final defeat in 1815 the French restored as much as possible
to the former owners. The sculptor Canova, who came to supervise the
removal of the treasures belonging to Roman collections, wrote on
October 5, 1815: ‘We removed this day the two first statues of the
world, the Apollo [Belvedere] and the Laocodn.’

Since then the Laocotn has survived a period of adverse criticism as
exaggerated as the earlier praise, to be recognized more justly now as
a magnificent example of that restless, dynamic barogue element which
has appeared again and again in the history of art throughout the ages.
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Plates 148-156

HE most mmposing Roman baths remaining today are those of

Caracalla, south of the Golden House and the Palatine, and those of
Diocletian to the north. The Baths of Trajan, probably planned by the
architect of his forum, were the model for these later baths:

The Baths of Caracalla, second largest in ancient Rome, are the best
preserved of all, and give a clearer idea than any others of these great
establishments which once plaved so important a part in Roman life,
The Roman baths were not only bathing places but also immense club
houses. Admission to many of them was free, while others collected a small
fee. In none of the larger ones, at least, was entrance expensive, though
considerable could be spent for extra services or in the shops with which
they were equipped. They contained libraries, exhibition halls, lounges,
covered promenades, areas for games and exercises, and extensive gardens;
everything, in fact, to make the day pass pleasurably. This combination
of care for body and mind together was a contribution to civilization
lost for centuries after the Empire’s decline. The number of baths
varied considerably from time to time; by the fourth century A.p. there
were probably nearly a thousand, large and small, within the city. Many
were open to both men and women, though probably at different hours.

Caracalla opened these baths in A, 216; they had probably been
begun by his father about 211, and were not finished until some years
later. Their alternate name, the Antonine Baths, comes from the family
name that Caracalla had borrowed from the great Antonine dynasty of
the second century. Like most of the baths built by the emperars, Cara-
calla’s were set in an immense, rectangular walled park, decorated with
fountains, Howers, and works of art. The baths themselves opened off a
great hall (Plate 153) 183 feet long and 79 feet wide, covered by a cross-
vaulting supported by huge masonry piers, This type of hall was the
inspiration of the main waiting room of the Pennsylvania Station in New
York, which employed similar forms of vaulting, clerestory lighting,
ornamental columns, and end colonnades, in a considerably larger space.
Northof thishall lay the frigidarium, or cold bath;south of it, the calidarium,
ar warm bath. At each end was a peristyle open to the sky in the centre
but surrounded by a covered portico; these may have been gymnasiums.

(94)
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In addition there were many rooms for special baths and treatments, for
cooling down, and for dressing, Underground there still remains a net-
work of tunnels and staircases along which slaves scurried to serve the
patrons without disturbing them; chutes for the disposal of laundry; and
pipes and channels for heat and water. Originally the brick-faced con-
crete walls were covered with stucco painted to imitate marble and were
enriched with marble trimmings. Tall columns of grey granite stood
against the piers of the central hall; the only one remaining is now in the
Piazza Santa Triniti in Florence. A few [ragments of these decorations
are still left within the baths, but on the whole there is little except the
brick and concrete shell.

The magnificent water supply of ancient Rome was primarily designed
for public rather than for private use, and supplying the baths was one of
its most important functions. The aqueducts which carried water to Rome
from the distant hills were among the foremost responsibilities, at first of
the Roman officials and later of the emperors, The water for the Baths of
Caracalla was supplied by a branch which that emperor constructed from
the Aqua Marcia, an aqueduct built about the middle of the second
century B.c. Neglect of the aqueducts would, of course, soon destroy the
usefulness of the baths, Early mn the sixth century a.n., Theodoric and his
minister Cassiodorus were fully aware of the ever-increasing danger of
such neglect, for Roman resources and manpower were declining rapidly.
Cassiodorus exhorted the custodians of the aqueducts in a form letter
which is one of the most illuminating documents of the time:

“Though all the buildings of Rome are wonderful, and one can scarce
for this reason say which are the chief among them, we think a distinction
may be drawn between those which are reared only for the sake of orna-
ment and those which also serve a useful purpose. . ... In the Aqueducts
of Rome we note both the marvel of their construction and the rare
wholesomeness of their waters. When vou look at those rivers, led as it
were over piled-up mountains, you would think that their solid stony beds
were natural channels, through so many ages have they borne the rush of
such mighty waters. . . , These artificial channels, the work of the ancients,
never perish, if reasonable care be taken of their preservation.

‘Let us consider how much that wealth of waters adds to the adorn-
ment of the City of Rome. Where would be the beauty of our Thermae, if
those softest waters were not supplied to them?*

Cassiodorus lived to sce the damage of the Gothic siege and the begin-
ning of the water shortage which led to the baths™ decline and lasted
throughout the Middle Ages. The main channel of the Aqua Marcia was
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cut, with the others, during the siege of 537-538. It was repaired several
times and it is not known exactly when its waters ccased to flow. By the
tenth century, however, if not earlier, the city was depending for its water
on springs, wells, the brook Marrana, and the Tiber. These could fur-
nish household supplies for the shrunken population of medieval Rome,
but the baths and other public conveniences which depended on the
aqueducts had ceased to function.

The Middle Ages had lost all conception of the busy, closely knit
social life of such a city as ancient Rome. To them the rich materials and
remains of complicated heating and plumbing arrangements seemed
appropriate only to royal dwellings. The early versions of the Mirabilia
simply note under the heading of Thermae the names of the baths which
the authors knew, among them the Antonine and those of Diocletian.
Later versions expanded their explanations of these rich and mystifying
structures: “There be called thermae great palaces; having full great crypts
under ground, wherein in the wintertimea fire was kindled throughout, and
in summer they were filled with fresh waters; so that the court dwelt in
the upper chambers in much delight.'

In spite of their imposing remains, the Baths of Caracalla are not men-
tioned as often in the Middle Ages as those of Diocletian. From the
sixteenth century on, however, there are many references to the works of
art found among the ruins of Caracalla’s baths, which had the reputation
in ancient days of being the most richly adorned of any in the city. Three
of the best-known pieces of sculpture now in the National Museum at
Naples were discovered here in the 1540’s—the group of the bull on which
Dirce was bound by Amphion and Zethus, the colossal statue of Flora,
and the Hercules Farnese (Plate 152), which ranks close to the Laocoén in
influence on later sculpture. Originally belonging to the Farnese family,
these statues, like the gardens on the Palatine, passed by inheritance
to the rulers of Naples. Other statues, claborately carved capitals (Plate
151), a great number of architectural carvings, and some fine mosaics
were found in and about these baths from the sixteenth well through the
nineteenth century.

The spasmodic early excavations made for the purpose of finding works
of art were followed in the nineteenth century by more thorough explora-
tion devoted to the study of the baths themselves. The resultant clearing
away of the debris of centuries took with it most of the luxuriant growth
which had made these baths a rival of the Colosseum. Charlotte Eaton,
visiting them in 1818, gave a delightful picture of them in their uncleared
state: “We passed through a long succession of immense halls, open to the
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sky, whose pavements of costly marbles and rich mosaics, long since torn
away, have been supplied by the soft green turf, that forms a carpet more
in unison with their deserted state. The wind, sighing through the branches
of the aged trees that have taken root in them without rivalling their
loftiness, was the anly sound we heard; and the bird of prey, which burst
through the thick ivy of the broken wall far above us, was the only living
object we beheld.” In those days of neglected loneliness, heaps of fallen
masonry piled up against the piers made it easy to reach the crumbling
stairways leading to their tops, where romantic visitors sometimes
climbed to meditate in solitude. It was here that Shelley worked, in the
spring of 1810, upon Prometheus Unbound, noting in its Preface:

‘This poem was chiefly written upon the mountainous ruins of the
Baths of Caracalla, among the flowery glades and thickets of odoriferous
blossoming trees which extend in ever-winding labyrinths upon its
immense platforms and dizzy arches suspended in the air. The bright blue
sky of Rome, and the effect of the vigorous awakening spring in that
divinest climate, and the new life with which it drenches the spirits even
to intoxication, were the inspiration of the drama.’

Though the baths have been weeded more than once since Shelley's day,
human hands can never completely restrain the luxuriance of growth in
Rome. Here and there today, trees spring from a precarious perch and ivy
and fowers wave defiantly, while swifts flit in and out among the broken
arches in the cool of morning or when the ponenting, or evening west wind
of Rome, begins to stir the sun-warmed air.

A new life has come to these once solitary ruins in late years. Since
1937 they have served as the magnificent setting for opera at night during
the rainless summer season (Plate 156), The sides of the proscenium arch
are the two solitary remaining piers of the circular warm bath which
opens from the south side of the central hall. Ramps lead up from
the hall to an immense stage, said to be the largest in the world,
which affords space for the most elaborate settings and the most
spectacular processions.

The steel scaffolding of this stage, which remains in place throughout
the year, somewhat mars the picturesque quality of the great hall and its
surrounding rooms and closes some of them to visitors, Yet if the romantic
peace and luxuriant growth which so delighted the nineteenth century
are gone, the magnificent spectacles presented here are in perfect keeping
with the ancient Rome which loved imperial display and with the
papal city which has welcomed whole-heartedly the pageantry of the
Church,



THE BATHS OF DIOCLETIAN
Plates 157-161

E Baths of Diocletian, the largest in ancient Rome, are, paradoxi-
cally, both more and less altered than those of Caracalla. Much of the
original vaulting still covers the central hall (Plate 158), resting upon
eight ancient columns of red granite topped by rich Corinthian capitals.
But this hall has been used as a church for about four hundred years,
while other parts of the baths have been turned into cloisters, now in-
cluded in the Terme Museum, and into a planetarium. One of four round
buildings which occupied the corners of the outer enclosure was con-
verted into the church of San Bernardo in 1594 and another has been
used as a girls’ school.

The baths were built between a.p, 298 and 3o6. Just when they ceased
to function is not certain—probably not long after the aqueducts were
cut during the Gothic wars of the sixth century. Like the Baths of
Caracalla, which they resemble in plan, they were supplied with water by
a branch of the Aqua Marcia. Like these baths, too, their brick-faced
concrete structure was originally covered with stucco painted to imitate
marble; less is known about the fate of their marble and mosaic decoration,
and less has been found here than in Caracalla’s baths.

During the Middle Ages these were the most celebrated of all Roman
baths. A late version of the Mirabilia used them to illustrate the magmnifi-
cence of baths in general—'as may be seen in the thermae of Diocletian
before Saint Susanna’ and added: *In the palace [baths] of Diocletian were
four temples, of Aesculapius and Saturn and Mars and Apollo, which are
now called the Bushels." These were the round buildings at the corners of
the enclosure walls.

In the fourteenth century, Petrarch described the ruins to his friend
Giovanni Colonna, writing of the pleasures they had shared during the
poet’s carly visit to Rome: “We used, after the fatigue of wandering about
the immense city, often to make a halt at the Baths of Diocletian, and
sometimes to ascend to the vaulted roof of that once most magnificent
edifice; for nowhere is there sweeter air, a wider prospect, more silence
and desirable solitude. . . . And wandering among the crumbling walls, or
sitting on the roof, the fragments of the ruins beneath our cyes, we used
to have much talk on history; I being allowed to be the better versed in
ancient, you in modern story.” Du Pérac's etching (Plate 158), more
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than two hundred years later, suggests that there was among these ruins
then something of the same luxuriant growth as that which delighted
visitors centuries later in the Baths of Caracalla.

The ruins changed owners several times during the Middle Ages and
carly Renaissance. In 1091 Pope Urban II granted the baths to Saint
Bruno for a monastery of Carthusian monks; again, in the fourteenth
century, they were granted by the papal Curia of Avignon for the same
purpose. The representation of the baths in fourteenth and fifteenth-
century views of Rome (Plates 7, 8), which show eight or ten monastic
cells, suggests that a Certosa was actually installed.

In the 1560 Pius IV renewed the idea of a Carthusian convent, and
turned the great central hall of the baths into a church. Michelangelo
was put in charge of the enterprise, which he carried out with magnificent
self-restraint, respecting the ancient structure wherever possible and
giving it, in its Christian guise, a feeling essentially harmonious with that
of ancient Rome, Diocletian might feel at home today in the church
occupying the central hall. Vanvitelli, who reoriented the interior in the
eighteenth century, did more damage to the old structure, but could not
spoil its essential harmony.

Hawthorne's description in the French and Italian Notebooks of the
ruinous pile, as he saw it in 1858, stressed the church rather than the
ancient baths:

“Today, which was bright and cool,’ he wrote, ‘my wife and I set forth
immediately after breakfast, in search of the Baths of Diocletian, and the
church of Santa Maria degli Angeli. . , .

‘We turned into the Piazza di Termini, the entrance of which is at this
fountain [the fountain of the Esedra]; and after some inquiry . . . we
found our way to the portal of Santa Maria degli Angeli, The exterior of
this church has no pretensions to beauty or majesty, or, indeed, to any
architecture whatever—for it looks like a confused pile of ruined brick-
work, with a fagade resembling half the inner curve of a large oven. No
one would imagine that there was a church under that enormous heap of
ancient rubbish. But the door admits you into a circular vestibule, once an
apartment of Diocletian’s Baths, but now a portion of the nave of the
church . . . now, with little change, except of detail and ornament, trans-
formed into the body of the church. This space is so lofty, broad, and airy,
that the soul forthwith swells out and magnifies itself, . . , It was Michel
Angelo who contrived this miracle; and I feel even more grateful to him
for rescuing such a noble interior from destruction than if he had
originally built it himsell’
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In Hawthorne’s time the ruins housed not only the churches of Santa
Maria degli Angeli and San Bernardo and the Carthusian convent and
cloister, but granaries, charitable institutions, and prisons as well, In the
last quarter of the century an American sculptor’s studio (Plates 159-160)
was added to the miscellany which the Italian Government gradually took
over for public purposes. Moses Ezekiel's studio, nestled in the southwest
angle of the ruin at the right of the present entrance from the Piazza dell’
Esedra to the Museo delle Terme, was a gathering place for artists,
musicians, and the cosmopolitan society of Rome. It was taken over
in 1910 as part of the new National Museum which had been begun in the
Carthusian cloisters in 188q. In Ezekiel’s time this small chamber near the
entrance was divided into two stories; one a lower studio or work room,
the other an upper studio for living and entertaining, reached by an
inclined plane leading up the outside wall to a balcony overhung by
wistaria and white roses. Ezekiel had originally selected his quarters
partly from motives of economy and partly from the romantic desire to
live in & ruin, When he first established himself there, the neighbourhood
of the baths, so busy now, was a ‘wide and empty space crossed by
deserted roads leading past the vast and solemn ruins’,

Today the circular Piazza dell'Esedra in front of the church still pre-
serves the shape and name of Diocletian’s immense exedra in the park
south of the calidarium. In the semi-circular modern colonnades facing
the church, visitors may sit now to eat ices or sip cool drinks and to watch
the great jet of water splashing into the modern Fountain of the Naiads
from the Aqua Marcia which supplied the baths in Diocletian's time.
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Plates 162-165

BEFGRE the Empire had begun, the Roman Forum had become
too small for the growing needs of the city. Julius Caesar had
diminished its area in giving it the present form; in compensation, he
built a second forum, called by his name, not as a market but as a centre
for business of other kinds. This Forum Julium, which lay to the north,
was the first step in a great plan carried on by later emperors for connect-
ing the Roman Forum with the populous quarter of the Campus Martius,
or Field of Mars, to the north. Augustus added another forum north of
that of Caesar. Vespasian added his great Forum and Temple of Peace,
where the spoils of the Temple of Jerusalem were placed, and in A.p. 47 or
98, the Emperor Nerva dedicated a smaller forum (Plates 162-165),
begun by his predecessor Domitian, between those of Augustus and
Vespasian, to serve as a passageway northeast to the Esquiline hill.
From this use, it is often called the Forum Transitorium.

Little is known of Nerva’s forum through written recards, but artists
have loved it and have drawn it oftener than any other except the Roman
Forum itself. The ruins of a considerable part of its buildings stood until
the seventeenth century, and the fragments which remain still exhibit
rich and delightful decoration.

Aside from [oundations and broken bits of columns and carvings, all
that is visible today is part of a colonnaded enclosing wall (Plate 162),
which once surrounded the forum, Attached to this wall are two Corin-
thian columns and a fragment of frieze and attic above them. On the attic
is @ relief of Minerya, Domitian’s favourite deity, to whom the forum’s
temple was dedicated; on the frieze are reliefs showing women busy with
the household tasks of which Minerva was patroness. One probably repre-
sents Arachne, the mortal who boasted that she was superior to the goddess
in the art of weaving and was punished by being transformed into a
spider, This beautiful fragment, until recent years enclosed in the walls of
comparatively modern buildings, has long been known as the Colonnacee.

Minerva's temple stood at the northern end of the narrow forum.
Drawings of the hfteenth and sixteenth century show considerable por-
tions of it still standing (Plate 163); even then, however, the Colonnacce
looked much as it does today.,

{to1)
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Master Gregory, who described the temple in the twelfth century,
wrote of it: “The temple of Pallas was once an outstanding building, but
it was pulled down with great effort by the Christians, and also fell into
ruin because of great age. Since it was impossible to demolish it entirely,
what remains is now the grain storehouse of the cardinals. Here is a great
heap of broken effegies, and here is a headless image of Pallas, armed,
standing on the apex of the pediment, a marvel to beholders.

“This image was much venerated among the ancient Romans, They
brought Christians before it, and if they refused to bow the knee and
worship Pallas, they were tortured to death. It was before this idol that
Hippolytus was brought, with his household, and because he scorned it
he was torn to pieces by horses.’

This story of a Christian martyrdom echoes the Greek legend of
Hippolytus, son of Theseus, killed by Poseidon’s horses because he had
scorned Aphrodite for the sake of the chaste huntress, Artemis.

The name “Temple of Pallas’ was kept alive through an account in the
Acts of the Martyrs, The Mirahilia, however, calls the forum and temple
‘the Forum of Nerva with his temple of Divus Nerva', probably because
that emperor’s name was prominent in the inscription below the pediment
(Plate 163). The image that Gregory describes is clearly not that remain-
ing on the Colonnacce, which has its head and is in relief. In 1616 most of
the remains of the temple were torn down and used as material for other
buildings, especially the great fountain of the Acqua Paolo en the
Janiculum, named from Paul V who demolished the ruined temple.

The ground-level about this forum rose in the course of centuries, until
today the excavated portions of the Colonnacce lie far below the street. The
columns were not uncovered to their full depth or the surrounding houses
completely removed until the early 1930'%.



THE FORUM AND COLUMN OF TRA]JAN
Plates 166-173

Forum of Trajan, unlike that of Nerva, is better known in litera-

ture than in art. Its magnificence, surpassing that of any other group
of buildings in imperial Rome, furnished material for enthusiastic des-
criptions in ancient times, but so much of it has been ruined and buried
for centuries that only one of its great hemicycles (Plates 166-167), with
the column itself, has been available to artists through the centuries.

Trajan built this last and largest of the forums of ancient Rome early in
the second century A.D., partly to give more room for the increasing needs
of a growing population, but mainly to carry through the plan of his
predecessors of apening southern Rome to the Campus Martius by cutting
through a thin ridge between the Capitol and Quirinal hills. Lying
northwest of the Roman Forum, its main entrance was through a magni-
ficent arch at the end next the Forum of Augustus. In the court inside
stood a gilded equestrian statue of Trajan. Two sides of this court were
closed by mmmense semi-circular exedrae; one, built on level ground
to the south, disappeared long ago, but that on the northeast, built into
the Quirinal hill, has in great part survived. Beyond this entrance court
lay the colonnaded Basilica Ulpia, called after the emperor, whose full
name was Marcus Ulpius Nerva Traianus. Beyond the basilica another
court was flanked by two libraries, one for Greek and one for Latin works;
between these libraries rose, and rises still (Plate 170), the famous
Column of Trajan. The architect who planned this magnificent group was
Apollodorus of Damascus, who probably built Trajan's baths as well.

In ancient times this forum saw many memorable events. Here slaves
were freed ; here the Emperor Hadrian burned the notes of debtors to the
state; here Marcus Aurelius sold at auction the treasures of the impenial
household to defray the costs of war instead of levying more taxes on his
subjects; and here the Emperor Aurelian imitated Hadrian’s generosity
by burning the lists of political offenders. A little sanctuary to Liberty,
marked on the Marhle Plan, seems once to have stood in the northern
hemicycle, receiving its name, perhaps, from being the place where slaves
were freed.

In the markets which surrounded the great exedrae of the entrance
court all kinds of wares were sold—vegetables, fruit, flowers, fish, and
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spices. The fish shops were supplied with running water; the spice shops
gave the name of their most important commodity, pepper (fipera), to the
medieval street, the Via Biberatica, which ran above the northern exedra
(Plate 16q).

Trajan’s forum was one of the wonders of the Roman world. When the
Emperor Constantius II visited Rome for the first time in A.p. 356, he
marvelled at the many buildings which outshone those of his own capital
at Constantinople. “But when he came to the Forum of Trajan,” wrote the
historian Ammianus Marcellinus, ‘a construction unique under the
heavens, as we believe, and admirable even in the unanimous opinion of
the gods, he stood fast in amazement, turning his attention to the gigantic
complex about him, beggaring description and never again to be imitated
by mortal men. Therefore abandoning all hope of attempting anything
like it, he said that he would and could copy Trajan’s steed alone, which
stands in the centre of the vestibule, carrying the emperor himself, To
this prince Ormisda, who was standing near him, . . . replied with native
wit: “First, Sire,” said he, “command a like stable to be built, if you
can.” '

The forum evidently escaped without too much damage from the
plunderings of Rome in 410 and 455, for early in the sixth century,
Cassiodorus wrote: ‘However often one sees the Forum of Trajan it
always seems a miracle.” Venantius Fortunatus, Bishop of Poitiers, a
contemporary of Pope Gregory the Great in the late sixth century,
implied that even then the works of Vergil and of living poets were being
read aloud in the halls of the forum’s libraries.

As early as the eighth century a typically medieval legend began to link
the name of this great Gregory with those of Trajan and his forum, which
seems not to have been entirely in ruin then. According to this legend,
Gregory, walking one day in the forum and marvelling at its greatness,
was struck by a relief which showed Trajan dismounting from his horse to
grant justice to a poor widow. He wept at the thought of a man capable at
once of such magnificent buildings and such compassion being condemned
to perdition as a pagan. Upon his return to Saint Peter’s he heard a voice
from heaven which told him that his prayers for the emperor’s salvation
had been heeded, but counselled him never again to intercede for un-
believers,

In the course of centuries, medieval and modern buildings enclosed the
remaining exedra so that it could not be seen from the street (Plate 168).
The French excavated the paving in front of it in 1812, but little was done
to make the hemicycle easily visible. As late as 1925 Muirhead’s Blue
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Guide says of it: “The remains of one of the great exedrae may be seen at
No. 6 Via Campo Carleo, or by passing, with permission, through the
bakery at No, 33 Via Alessandrina. One of the smaller semi-circular
flanking recesses is now occupied by the Ristorante della Basilica
Ulpiana.” This restaurant was in a small exedra opening to the left of the
hemicyele.

Extensive excavations begun in 1928 have revealed a labyrinth of halls
and shops and storerooms, including a two-story market hall found
within the barracks of the Milizie, which lay above the ruins in the direc-
tion of the Milizie tower. These, with considerable restoration, are open
now as a public monument, somewhat bare and lifeless by comparison
with their former picturesque neglect. Though many houses were
demolished and whole streets eliminated, other streets still cut across great
sections of the forum, while the churches of Santa Maria di Loreto and of
the Holy Name of Mary lie above the precinct of the ruined temple which
Hadrian built in honour of Trajan at the end of the forum beyond the
libraries.

Though most of Trajan’s forum lay ruined or hidden for centuries, his
column (Plates 170-173), with its spiral bands of relief, has remained a
prominent landmark ever since the emperor raised it. The reliefs, showing
scencs from Trajan’s conquests in Dacia and providing a magnificent
record of a Roman army of the second century, were carved after the
immense drums were put in place, and done so skilfully that the joinings
are almost concealed. In ancient times they could be studied much better
than now, for the libraries which flanked the column had two-storied
porticoes which brought spectators more nearly to the proper height.

The Middle Ages treated the column with great care. In 1162, during
the revival of interest in antiquity which accompanied the republican
revolution and produced the Mirabilia, the Roman Senate passed a reso-
lution to preserve it “to the honour of the whole Roman people’, providing
the death penalty for damage. This care was probably not unconnected
with the fact that profitable fees were collected from pilgrims who climbed
it for the view from its top. The Mirabilia’s description gives precisely
such details as would appeal to tourists, especially the number of steps
their weary feet had climbed: “The winding pillar of Trajan hath in height
one hundred thirty and eight feet, steps in number one hundred fourscore
and five, windows forty and five.” Actually, the height, including the
base, 1s about one hundred and twenty-five feet, by modern computation.
The number of steps is correct, but only forty-three windows are now
listed.
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Trajan himself did not design the column as his sepulchre, but the
Senate, after his death, decreed that his ashes should rest within it, prob-
ably in an urn in the base. Originally the column was crowned by a
statue of Trajan, which perished long ago; the statue of Saint Peter which
now stands there was erected in 1588. Upon the column which Marcus

Aurelius built in imitation of Trajan’s there now stands the figure of Saint
Paul.



RUINS IN THE COLONNA GARDENS

Plates 174181

ORTH of the Forum of Trajan, in the Colonna Gardens on the
western slope of the Quirinal, the corner of a gigantic pediment
(Plate 174) lies as it fell more than three hundred years ago. This frag-
ment, estimated at a hundred tons’ weight and said to be the largest block
of marble in Rome, is the last certain remnant from the superstructure of
what was once the city's largest temple, Parts of its substructures still exist,
some serving as retaining walls of the garden’s terraces, and between the
Colonna property and that of the Gregorian University beside it there
still rise the brick foundations of one of the immense double staircases
(Plates 176-177) which led up the slope to the temple and the neighbour-
ing Baths of Constantine. Until the early seventeenth century the temple’s
corner wall and a fragment of its pediment rose high on the edge of the
hill. The medieval tower close against it and the structures which lay
between the staircase ramps in the Middle Ages were built by the
Colonna family when it fortified the ruin long ago. The picturesque con-
trast between the fragment of classic temple and its medieval surround-
ings may have been one reason why this was a favourite subject among
artists of the Renaissance {Plate 175) ; they may have been delighted, too,
by its connections with the colourful and courageous Colonna family,
perhaps the most widely popular in Rome.

The temple which once stood here has probably been called by more
varied and more fantastic names than any other monument in the
Eternal City. Of late years the choice has narrowed to “Temple of the Sun’
and ‘Temple of Serapis’, both deities imported from Rome's eastern
lands. If it was the Temple of the Sun, it was that built by the Emperor
Aurelian (A.D. 270-275) after his victory over Zenobia, queen of fabulous
Palmyra in the Syrian desert. If built in honour of Serapis, it was that
erected by Caracalla (A.p. 211-217). In cither case, it belonged to a time
in which influences and religions from the East, including Christianity, were
growing steadily stronger in Rome. Caracalla’s reign and those of his
immediate successors bore the imprint of a succession of eastern women—
the Syrian Julias, beautiful, intelligent, masterful, and, on the whole,
completely unscrupulous. As wife, mother, or grandmother, these women
swayed the emperors through the first third of the century—Julia Domna,
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wife of Septimius Severus and mother of Caracalla; her sister, Julia
Maesa, dominating grandmother of Elagabalus, whom she elevated to the
position of emperor; and this Julia's daughter, Julia Soaemias, mother of
that profligate young ruler.

The sway of the Julias was over before Aurelian, a man of humble
birth, was chosen as emperor because of his military ability. His relation
with the East was that of a conqueror whose empire, however, continued
to be influenced by the eastern lands that came beneath its rule. The deity
worshipped in the great temple which he built was probably a blending of
several oriental sun gods whose cults he favoured especially ; he had shown
great concern at the looting of Palmyra’s Temple of the Sun and had
commanded its restoration,

In size and perhaps in plan this temple on the Quirinal, whatever its
date and origin, showed the influence of the vast stone structures of Egypt
and of Syrian Baalbek. Its columns are estimated to be fifty-eight feet
high, with capitals more than eight feet.

Darkness shrouds the decay and fall of this great temple to a foreign
deity, whether it be the Syrian sun god or the Egyptian Serapis. The last
reference to it in antiquity comes from the sixth century, when some of its
columns were sent to Constantinople. By the twelfth century the confusion
af its names was well under way, The Mirabilia refers to it as ‘the temple of
Jupiter and Diana, that is now called the Emperor's Table [mensa
imperatoris] over the Palace [baths] of Constantine.” What condition the
temple was in or how it received the name of mensa is not recorded. Per-
haps it was some copyist’s error; perhaps it had a significance to the
medieval mind unknown today. A slightly later name, mesa or torre di mesa,
has been equally puzzling. Some have thought it merely a contraction of
mensa ; others, that it came from a confusion with mezzo, ‘half”, because
half of the Colonnas' medieval tower was hidden by the immense frag-
ment of temple wall.

The temple has also been associated with the ‘women’s senate house’,
said to have been built by the Emperor Elagabalus, where his mother and
grandmother, Julia Soaemias and Julia Maesa, held unquestioned sway,
Here, says the presumably fourth-century author of the Life of Elagabalus,
in the fanciful collection of Lives of the Caesars, the women of Rome met to
discuss the order of precedence in social affairs, who might travel in a
chariot, who in a litter, and who might ‘wear gold and jewels on her shoes’.
It was also called the ‘tower of Maecenas’, and as Suetonius had said
that Nero watched Rome burn from this tower, it was but a step to con-
nect the great ruin with Nero. Perhaps its most widely known name in the
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sixteenth and seventeenth centuries was Frontispizio di Nerone, ‘facade’ or
‘pediment’ of Nero.

The remnants of this great temple and the immense double staircase
which led to it served as a quarry for countless buildings from the time
when its marble steps were removed for use in the staircase of Santa Maria
in Aracoeli in 1348. Much of its marble went into the building of the
Colonna palace, which was begun in the fifteenth century, and much into
the construction of other palaces and churches.

The present Colonna palace, begun by the Colonna pope, Martin V
(1417-1431), and extended and altered in the seventeenth and eighteenth
centuries, lics between the Piazza Santi Apostoli and the Via della
Pilotta, on lower ground than the gardens. Four bridges rising from its
second story (the first by European numbering) span the Via della
Pilotta like flying buttresses and connect the palace with the present
garden, which was laid out in the sixteenth century and redesigned in the
eighteenth (Plate 178).

These gardens, comparatively easy of access in the nineteenth and early
twentieth centuries, were well known to visitors in those more leisurely
times. The connection between the actual structure of the Colonna palace
and the massive ruin on the hill behind it had a special fascination for one
of these travellers, Joseph Forsyth, who compased his Remarks on Anfi-
quities while detained on the Continent by the Napoleonic Wars. "The
saloon called the Galleria is itself too brilliant a picture,’ he wrote, “for the
pictures which it contains. . . . Its pavement is Parian marble laid in the
form of tombstones.

“This pavement was sawn out of an ancient pediment, of which there
are still two stupendous blocks lying in the palace-garden, without any
specific mark that could ascertain their edifice. . . . As these blocks lie on
the Quirinal, one calls them part of the Maesa, another of Heliogabalus's
female senate-house. Others assign them to the temple of Health, to that
of Mithras, to the tower of Maecenas, to the vestibule of Nero’s house,
Being found near Constantine’s baths, and too beautiful for the sculpture
of his age, they had been probably removed, like the materials of his arch,
from some noble edifice; and the grandeur of their style would not dis-
grace the temple of Peace itself.’

Charlotte Eaton and George Hillard have left delightful and very
different descriptions. ‘The garden hangs on the steep side of the Quirinal
Hill,’ wrote Mrs. Eaton, ‘on the summit of which the broken but massive
fragments of an immense pediment of Parian marble, covered with the
finest sculpture, repose on the soft green turf, overshadowed by an
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ancient pine tree, . . . These fragments are called the remains of the
magnificent Temple of the Sun, built by Aurelian after his triumphal
return to Rome, with Zenobia, the captive Queen of Syria, in his train.’

Hillard, of a more archacological bent, dwelt upon the classic ruins
rather than upon the picturesque setting: *Here are many interesting
ruins and fragments, especially some vaults of the baths of Constantine
now used as granaries, and two enormous masses of marble belonging to
an edifice of the Corinthian order. The building of which they were a part
must have been of stupendous magnitude, and have formed a most
conspicuous object, placed, as it was in so commanding a position, yet
nothing is known with certainty upon the subject; and antiquaries can
only guess that these colossal fragments fell from the temple of the Sun
built by Aurelian.'

Charles Platt, writing in the 18g0’s on Italian gardens, had nothing to
say of the temple fragments, but was, of course, interested in the struc-
tural use the garden made of the old Roman walls, which he assigned to
the Baths of Constantine. ‘In the very heart of Rome,” he wrote, ‘it is so
concealed that one might pass it a hundred times without suspecting its
existence. The palace is at the foot of the hill, and is separated from the
garden by a sunken street and terraces, The street is crossed by several
bridges, and in looking from the palace to the terraces is entirely
invisible,

‘The hill is very abrupt, and one is led through ilex walks and up stair-
ways along terraces, to the flower garden at its very top. . . . The lower
terrace, on a level with the first floor of the palace, is also something of a
garden and interesting in itself. It is planted in long tiers, with flowering
shrubs bordered by tree-roses, and terminating at the west in a grotto
with columns and tall cypresses, and at the east in old statuary hall
covered with vines and undergrowth.

“The side-hill between this and the upper garden was originally occu-
pied by old Roman baths, and the architect has, wherever possible, allowed
the mason-work to remain, sometimes forming the old arches into stairways
or terraces, and leaving the old brick walls to be covered with vines.”

Platt’s description is true of the gardens of the late eighteenth and nine-
teenth century and of today. They are less easy of access now, but the
visitor, once welcome, is surrounded still by the ancient peace which
reigns in all mellowed gardens, especially in those where the remote past
and the present lie so harmoniously side by side. Here, where the walls of
emperors support the gardens of a family whese history covers more than
a thousand years of Rome, time itself seems to stand motionless.
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Both here and in the Baths of Constantine the early explorations had
been in search of buried works of art. Yet one of the most perfectly pre-
served masterpicces of ancient sculpture ever discovered came to light by
accident less than a century ago, in this complex of tangled foundations
where remnants of the temple and of the Baths of Constantine are inex-
tricably confused.

In March of 1885, workmen were digging among the substructuresof
the Quirinal slope to prepare the foundations of the National Theatre,
now vanished in its turn, like the creature of a day. Eighteen feet below the
level of an ancient concrete platform they came upon the famous bronze
Boxer (Plate 180), now one of the treasures of the Terme Museum.
Whether the underground chamber in which it was found belonged to the
temple or the baths is uncertain, Time, as usual, did not permit a careful
study of the site, The workmen who found the statue at once called
Rodolfo Lanciani, then in charge of excavations in Rome. The descrip-
tion of its uncovering in his Ancient Rome in the Light of Recent Excavations is
one of the great accounts of such a find:

“Being notified at once, we . . . were present when only the head of the
figure appeared above ground, and consequently we could follow and study
the minutest detail of the discovery. On the opposite page is a drawing
from a photograph [Plate 181] taken at the moment of the discovery.

“The most important piece of evidence collected in witnessing and
following the removal of the earth in which the masterpiece lay buried is
that the statue had not been thrown in there, or buried in haste, but had
been concealed and treated with the utmost care. The figure, being in a
sitting posture, had been placed on a stone capital of the Doric order, as
upon a stool; and the trench, which had been opened through the lower
foundations of the temple of the Sun, to conceal the statue, had been
filled up with sifted earth, in order to save the surface of the bronze from
any possible injury.

‘I have witnessed, in my long career in the active field of archacology,
many discoveries; I have experienced surprise after surprise; 1 have some-
times and most unexpectedly met with real masterpicces; but I have never
felt such an extraordinary impression as the one created by the sight of
this magnificent specimen of a semi-barbaric athlete, coming slowly out of
the ground, as if awakening from a long repose after his gallant fights.”

There might well have passed through Lanciani’s mind that day the
lines of the Mirabilia which record Rome’s medieval awakening from the
centuries of darkness:

‘Old Rome was I, now new Rome shall be praised;
T bear my head aloft, from ruin raised.’



THE THEATRE OF MARCELLUS

Plates 182-185

OTH in time and space the imperial temple in the Colonna Gardens is
far removed from the Theatre of Marcellus, which Julius Caesar
planned and Augustus built near the Tiber's bank. To turn from the
half-oriental splendour of the late Empire to this solid, utilitarian carly
building (Plate 182) is to step back two hundred years to simpler times
and to cross half the ancient city’s width,

The Theatre of Marcellus, almost a century older than the Colosseum,
probably inspired the architects of the later, larger structure. Augustus
finished the theatre by the Tiber between 13 and 11 B.c, and named it for
his dead nephew and son-in-law, who had been his first choice as suc-
cessor. Less than a third of the massive building stands today, but Vergil's
melodious lament for the young prince has survived unimpaired through
almost two thousand years: ‘Ah, Marcellus, child of pity, couldst thou
but have escaped the early death which fite decreed ! Give me lilies with
full hand; let me scatter purple flowers.”

Like the Colosseum, the Theatre of Marcellus was constructed largely
of travertine and had rows of open arcades, one above the other, each with
a distinct order of columns and entablature, The original third story of
the theatre, however, with its Corinthian pilasters, has been almost en-
tirely destroyed and replaced by later masonry, Unlike the Colosseum,
where spectacles were held in the central arena entirely surrounded by
rows of seats, the theatre followed the usual Greco-Roman plan, with a
stage at the end next the Tiber. From the upper rows of seats facing it there
was an excellent view across to the river and to the hills behind Trastevere.

The citizens of ancient Rome themselves began the destruction of this
theatre. In the late Empire the performances held upon the stage were
much less popular than the gladiatorial sports, games, and races of the
Colosseum and Circus Maximus. The Theatre of Marcellus seems to have
been in bad condition as early as the fourth century, for there is a record
of some of its stone being removed about a.p. 370 to repair the Pons
Cestius, the modern Ponte San Bartolommeo, which connects the river
bank opposite the theatre with the Tiber Island.

The destruction seems to have continued until the twelfth century. By
this time the noble families of Rome were busy fortifying usable ruins as
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strongholds in their wars against each other, the popes, or the Cmperors,
The mass of ruins formed by the destruction of the stage and seats in the
interior of the theatre made a hilly foundation for the fortress of the
Pierleoni family, while the encircling wall gave added protection. Thas
family was of Jewish extraction, though converted Christians, and it may
be because of this that the Jews of Rome, when they expanded from their
original location across the Tiber, from the twelfth century on, settled
around the Theatre of Marcellus to form the famous Roman Ghetto,
where their modern synagogue still stands. By the fourteenth century the
fortress-theatre came into the hands of the Savelli family, who built a
palace in it in the sixteenth century after designs by Baldassarre Peruzzi,
The sorry state of the triglyphs and dentils in the Doric frieze of the lower
story is evidence of the mutilation the theatre has undergone through the
centuries.

Life here in the early nineteenth century was delightfully described in a
letter by the historian, Niebuhr, then Prussian ambassador to the Papal
Court:

‘Nicolovius will remember the theatre of Marcellus, in which the
Savelli family built a palace. My house is half of it. It has stood empty for
a considerable time, because the drive into the courtyard (the interior of
the ancient theatre| rises like the slope of a mountain upon the heaps of
rubbish. . . . The apartments in which we shall live are those over the
colonnade of Tonic pillars forming the third story of the ancient theatre,
and some, on a level with them, which have been built out like wings on
the rubbish of the ruins. These enclose a little quadrangular garden, which
is indeed very small, enly about eighty or ninety feet long, and scarcely so
broad, but so delightful! Tt contains three fountains—an abundance of
flowers; there are orange-trees on the wall between the windows and
jessamine under them.’

At least as early as the sixteenth century and probably long before,
space had been rented in the lower arcades for use as shops (Plate 185).
The shops were cleared away between 1927 and 1932 and the arcades re-
opened as in ancient times. This clearing has given a better chance to
study the construction, but has weakened that sense of continuity of
which Hawthorne wrote in his French and Italian Notebooks:

. .. 1 soon struck upon the ruins of the theatre of Marcellus, which are
very picturesque, and the more so from being closely linked in, indeed
identified with, the shops, habitations, and swarming life of modern
Rome. The most striking portion was a circular edifice, which seemed to
have been composed of a row of Ionic columns, standing upon a lower
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row of Doric, many of the antique pillars being yet perfect; but the inter-
vening arches built up with brickwork, and the whole once magnificent
structure now tenanted by poor and squalid people, as thick as mites
within the round of an old cheese.” Although much of the ancient ruin has
been cleared, a few apartments still nestle snugly into the modern upper
floors above the walls of Augustus.



UNIDENTIFIED TEMPLES BY THE TIBER

Plates 186-187

ARLY in date, and closer to the Tiber than the nearby Theatre of

Marcellus, are two small temples of unknown identity, built in
the low-lying district by the river which was the ancient cattle market,
or Forum Boarium. Heavy traffic thunders past them along the river’s
bank, but plots of grass and flowers enclose the ancient temples of time-
blackened stone, while a medieval church and a baroque fountain add
their note of continuity and change,

The rectangular temple, only a corner of which is visible in either
photograph or drawing, was built of native tufa and travertine in the
days of the Republic, before Augustus had made common the use of
marble. Long called the “Temple of Fortuna Virilis’, and sometimes that
of ‘Mater Matuta’, it has been thought lately that it may have been a
temple to Portunus, guardian of this section which was the Tiber port.
Actually, however, its name is still unknown. It owesits excellent preserva-
tion to the fact that it was converted in the ninth century into the church
of Santa Maria Egiziaca, Saint Mary the Egyptian. It was restored to its
ancient condition in the twenties of this century.

The true name of the round temple is equally lost in mystery, though,
because of its shape, it has long been commonly but mistakenly called the
‘Temple of Vesta’. Its marble columns and walls belong to the time of
Augustus, though its foundations may be earlier. Originally it had the
entablature proper to its Corinthian columns, but this disappeared some
time in the Middle Ages and was replaced by the present conical roof.
This temple too owes its preservation to its use as a church. In the
twelfth century it was known as Round Saint Stephen’s. The Mirabilia
explains that ‘the Round Saint Stephen’s was the temple of Faunus’ and
identifies Faunus as ‘the idol that spake to Julian and beguiled him’. This
“idol’, according to legend, was a pagan image, said by some to be
Mercury, which spoke to Julian the Apostate, Constantine’s nephew, and
tempted him to the pagan faith. In the sixteenth century the church was
called Santo Stefano delle Carrozze, from the wagon-shops nearby;
still later, about 1700, it was renamed Santa Maria del Sole, Saint Mary
of the Sun.
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THE HOUSE OF CRESCENTIUS
Plates 188-18¢

EAR the Tiber, north of the unidentified temples, stands the stump of

a ruined tower, a survival from a type of fortified dwelling common

in medieval Rome. This House of Crescentius (Plate 188) is decorated

with carved fragments from ancient Roman structures set into medieval

brickwork, whose surface is enlivened by half-columns of the same
material.

These nameless and forgotten fragments of ancient Rome were pro-
bably put together by a twelfth-century Roman who wished to command
the bridge across the Tiber at this point, the now ruined Ponte Rotto, or
Broken Bridge, remnant of the ancient Pons Aemilius. A long inscription
in medieval Latin on the exterior of the house tells all that is known of its
builder. The exaggerated phrases raise more questions than they answer:

‘Nicholas, to whom this house belongs, well knew that the glory of the
world was vanity. He was induced to build this dwelling, less by vanity
than by the desire to restore the splendour of ancient Rome. Within a
beautiful house, be mindful of the grave, and remember that thou hast
not long to live in thy dwelling. Death travels hither on wings. No man’s
life is eternal. Our sojourn is brief and our course light as a feather.
Whether thou mayest escape from the wind, lock thy door a hundredfold,
and surround thyself with a thousand guards, death nevertheless sits
beside thy pillow. Even if thou shuttest thyself in a castle that almost
approaches the stars, death will only the more rapidly carry thee—its
prey—away. The lofty house towers to the skies. From the foundation to
the summit it was raised by the First among the First, the great Nicholas—
in order to restore the glory of his fathers, Here stands the name of his
father Crescentius and of his mother Theodora. This famous house was
built for his beloved child, and given to David, by him who was his father.’

The perpetual conflict of the Middle Ages, and especially of medieval
Rome, permeates this inscription, The son of the Church accepts the
brevity and vanity of life and worldly glory; the heir of the Roman
Empire desires ‘to restore the splendour of ancient Rome’ and ‘the glory
of his fathers'. Both thought and phraseology are touched with the wist-
fulness of the twelfth-century Roman who recalled in the Mirabilia the
‘temples and palaces of emperors, consuls, senators and prefects’ that
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‘were in the time of the heathen within this Roman city’ and of those
medieval Romans who revived the Senate on the Capitol hill,

Benjamin of Tudela wrote in the same century that *around the part of
Rome wherein men dwell, are spread out twenty and four miles of ruins’.
This Jewish traveller had an exaggerated impression of the size of the
ancient city, but his vivid picture brings to mind the concentration of
medieval population in just such places as that in which this tower stood—
the low-lying ground along the Tiber or between the hills, where water
was easily obtainable. Among the habitations many, no doubt, were
such patchworks of old and new as still survive in some medieval churches
and in the structure which Nicholas built here. Certainly, throughout the
Middle Ages, Rome, like San Gimignano today, was a city of tall towers,
such as Benozzo Gozzoli painted in his famous view of Saint Augustine
Leaving Rome for Milan (Plate g). Prolonged interior conflicts, foreign
conquests, and, most of all, the building programmes of renaissance and
seventeenth-century popes destroyed most of them. But the great towers
of the Milizie and the Conti still stand, though the Conti’s was badly
damaged in 1312 and lost the last of its upper stories in the seventeenth
century. Smaller towers, however, still rise in unexpected places, and this
truncated remnant of that built by ‘the First among the First’ still guards
the approaches to the Ponte Rotto.

This half-demolished tower has been known by other names as well.
That of ‘House of Rienzi’, especially popular in the nineteenth century
and still occasionally in use, came from antiquarian attempts to connect
some puzzling initials in the inscription with Cola di Rienzi, the four-
teenth-century champion of the people. The name “House of Pilate’ has
more basis in fact, for this building was used as the setting for the trial of
Christ before Pilate in processional Passion Plays, which began at a house
in the Via della Bocca della Verita, wended their way through the
southern part of the city, stopping to play various scenes, and finally
ended with the Crucifixion on Monte Testaccio, a little farther south.



THE PANTHEON

Plates 1go-195

N the Campus Martius, the plain which stretches west from the
Quirinal and Capitol hills to the Tiber, stands the best-preserved of
Rome's ancient temples and the only one which is still used as a place of
worship. This is the Pantheon (Plates 19o-191), originally completed or
dedicated, according to its inscription, in 27 B.c., by Augustus’ friend,
general, colleague, and son-in-law, Agrippa, victor over Antony and
Cleopatra at Actium. Surrounded by the hum of modern Roman life, its
time-blackened mass, with the forest of dark columns which forms its
portico, confronts the visitor at unexpected moments with a sudden
vision of immemorial age, The narrow streets leading to it seem to deflect
the eye rather than to attract it toward the great building lost in their
labyrinth. To emerge from them into the Piazza della Rotonda, which
surrounds the temple, is a surpnise. As Hawthorne wrote almost a
century ago it ‘often presents itself before the bewildered stranger, when
he is in search of some other objects’. It seems equally often to withdraw
itself into some hidden world from those who seek it, only to confront them
finally with a closed and secret air,

The temple was dedicated especially to Mars and Venus, the patrons of
the Julian family, to which Caesar and Augustus belonged ; statues of these
deities were set among those in the niches of the interior. *Agrippa, for his
part,” says Dio Cassius the historian, ‘wished to place a statue of Augustus
there also and to bestow upon him the honour of having the structure
named after him; but when the emperor would not accept either honour,
he placed in the temple itsell a statue of the former Caesar and in the
vestibule statues of Augustus and himsell.’ The statue of Venus in this
temple, according to Pliny, wore in her ears the cut halves of one of two
famous pearls which had belonged to Cleopatra; the queen had dissolved
and drunk the other, says the author, to win a wager from Antony.

The Pantheon was burned twice; after the second fire, about A.p. 110, it
was completely rebuilt by Hadrian, who, scrupulous about claiming for him-
self a structure which he had merely rebuilt, had the original inscription
bearing the names of Agrippa and his father copied on the new building.

So, for nearly two thousand years, while the names of emperors have
been almost forgotten, men have read that of a great Roman, humbly
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born, who rivalled Augustus in beautifying the city and in popularity, yet
was known in his time for his rare loyalty and modesty. The ancient
bronze letters disappeared long ago but their matrices remained, their size
making them the most clearly legible of any Roman inscription. The hol-
lows were refilled with modern letters in 18g4.

Septimius Severus made repairs in the third century, but on the whole
it is Hadrian’s brick-faced concrete structure which stands today, with its
forest of grey and red granite columns, forty-six feet high, surmounted by
Corinthian capitals of time-greyed marble. Bronze tiles once covered the
outside of its dome and a bronze cornice still surrounds the circular open-
ing in its centre. Walls and dome stand as in imperial days, but the marble
facings of the interior are gone, and of the ancient glitter of bronze only
the cornice around the opening in the dome and the bronze-covered doors
of the vestibule remain. In 663 the Byzantine emperor Constans 11 carried
away the tiles from the dome, and in the seventeenth century the bronze
roof trusses of the portico were melted down and recast, much of the metal
being used in cannon to defend the Castle of Sant’ Angelo.

The pagan temple was already a Christian church when its shining tiles
were removed. In 6og it had been dedicated to Mary and All Saints or
Martyrs under the name of Sancta Maria ad Martyres. Later it received the
name it bears as a church today—Santa Maria Rotonda, or Round Saint
Mary’s. The Mirabilia knew it as both a temple and a church, and tells the
story of its pagan founding and Christian dedication with a characteristic
blending of truth and fantasy:

‘I the times of the Consuls and Senators,’ Agrippa, tired and troubled
concerning the conduct of a war, fell asleep worn out by thinking. ‘And
there appeared to him a woman, who said unto him: What doest thou,
Agrippa? forsooth, thou art in great thought; and he answered unto her:
Madame, I am. She said, Comfort thee, and promise me, if thou shalt
win the victory, to make me a temple such as I show unto thee. And he
said, I will make it. And she showed him in the vision a temple made after
that fashion. And he said: Madame, who art thou? And she said, I am
Cybele, the mother of the gods: bear libations to Neptune, which is a
mighty god, that he help thee; and make this temple to be dedicated to
my worship and Neptune’s, because we will be with thee, and thou shalt

revail.”
4 Agrippa was victorious and ‘When he returned to Rome, he built this
temple, and made it to be dedicated to the honour of Cybele, mother of
the gods, and of Neptune, god of the sea, and of all the gods, and he gave
to this temple the name of Pantheon. And in honour of the same Cybele
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he made a gilded image, which he set upon the top of the temple above the
opening, and covered it with a magnifical roof of gilded brass,

‘After many ages, pope Boniface, in the time of Phocas, a Christian
emperor, seeing that so marvellous temple, dedicated in honour of Cybele,
mother of the gods, before the which Christian men were oft-times stricken
of devils, prayed the emperor to grant him this temple, that as in the
Calenels of November it was dedicated to Cybele, mother of the gods, so
in the Calends of November he might consecrate it to the blessed Mary,
ever-virgin, that is the mother of all saints, This Caesar granted unto him;
and the pope, with the whole Roman people, in the day of the Calends of
November, did dedicate it; and ordained that upon that day the Roman
pontiff should sing mass there . . . and that on the same day all saints, with
their mother, Mary ever-virgin, and the heavenly spirits should have
festival, and the dead have, throughout the churches of the whole world,
a sacrifice for the ransom of their souls.’

The facts in this tale are the names of Agrippa, the founder; of Phocas,
the emperor who gave the temple to the Church; of Boniface, the pope
who received it; and its dedication to Mary and the Martyrs, According
to traditional Church observance, however, the date of its consecration is
celebrated on May 13 instead of on All Saints’ Day, November 1. The
Pantheon has achieved an added fame as the burial place for artists, in-
cluding Raphael, and for the kings and queens of United Italy.

The Pantheon's glory is its interior (Plates 194-195) with a dome more
than one hundred and forty feet in diameter, soaring to an equal distance
above the floor, and lighted only by the one great central eye, thirty feet
acrass, No photographs can give as adequate an impression of this interior
as Piranesi's etching, Pannini’s painting, or the descriptions of Byron,
Shelley, and Hawthorne.

‘Simple, erect, severe, austere, sublime—
Shrine of all saints and temple of all gods,
From Jove 1o Jesus—spared and blest by time.’

wrote Byron in the Fourth Canto of Childe Harold.

Shelley, least ecclesiastically minded of men, but equally reverent
beneath the spell of its proportions and changing moods, wrote to Peacock
i 181g:

‘It is, as it were, the visible image of the universe; in the perfection of
its proportions, as when you regard the unmeasured dome of heaven, the
idea of magnitude is swallowed up and lost. It is open to the sky, and its
wide dome is lighted by the ever-changing illumination of the air. The
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clouds of noon fly over it, and at night the keen stars are seen through the
azure darkness, hanging immovably, or driving after the driven moon
among the clouds.’

Hawthorne, staunch descendant of the Puritans, was also fascinated by
its changing lights. ‘It was pleasant,’ he wrote in his French and Italian
Notebooks, ‘looking up to the circular opening, to see the clouds fitting
across it, sometimes covering it quite over, then permitting a glimpse of
sky, then showing all the circle of sunny blue. . .. The great slanting beam
of sunshine was visible all the way down to the pavement, falling upon
motes of dust or a thin smoke of incense imperceptible in the shadow.
Insects were playing to and fro in the beam, high up toward the opening.
There is a wonderful charm in the naturalness of all this; one might fancy
a swarm of cherubs coming down through the opening and sporting in the
broad ray.’



THE PYRAMID OF CESTIUS
Plates 19b-199

APITOL, Palatine, and Forum; arches, baths, and temples; all, till
now, have lain well within the limits of the imperial city. But the
Pyramid of Cestius (Plates 106—1g7) s at its boundary; forms, indeed, part
of those fortifications which the Emperor Aurelian began in A.p. 272 when
the danger of barbarian invasions from the north had made Rome feel the
need of walls for the first time in five centuries or more. The long Roman
Peace was ending and the Middle Ages drawing near.

The pyramid itself belongs to the earlier and more confident time which
dispensed with walls. An inscription which bears the name of Caius
Cestius, praetor, and tribune of the people, states that Agrippa was one of
the executors who raised this tomb; it must, therefore, have been built
before that general’s death in 12 B.c. In shape this monument of brick and
concrete faced with marble recalls the interest in Egyptian affairs which
marked those days when Cleopatra was but lately dead and Egypt a
newly acquired Roman province. It was almost three centuries later that
Aurelian’s wall cut into the pyramid's eastern and western faces; the
neighbouring Gate of San Paolo, the old Porta Ostiensis opening on the
road to Rome’s ancient port, was reconstructed by the Byzantine general
Belisarius in the sixth century.

The clearest of inscriptions, however, did not prevent conifusion in the
Middle Ages. This pyramid, and another which stood near the Vatican
until the late fifteenth century, seemed then too imposing to mark the
graves of any but great heroes.

The pyramid by the Porta San Paclo thus became the Tomb of Remus’;
the one near the Vatican was called the “Tomb of Romulus'. The two
appear in most medieval views of Rome, usually labelled meta Remi and
meta Romult because their forms suggested the pyramidal shape of the meta
or goal of a circus,

In the fourteenth century even Petrarch referred to the pyramid as the
“Tomb of Remus’. A little later Boceaccio, sceptical concerning its connec-
tion with this hero, noted in his Genealogy of the Gods: ‘People of the
present day point out a pyramid built over his body and raised on high in
the wall with stone blocks." But by the early fifteenth century the humanist
Poggio was surprised that so learned a man as Petrarch should not have
read the name of Cestius in the inscription.

(122)
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The wall which abuts against the ancient pyramid has survived many a
war since Aurelian began it; has been repaired and enlarged by Byzantine
generals and popes; and has been threatened by destruction in the name
of progress. Its latest damage came from Allied bombing during the
Second World War, when fragments struck both the wall and the
pyramid. But neither the sicge-engines of the Goths nor bombs of the
present age have so far wrought lasting damage.

New associations have gathered about the old monument during the
last two centuries. More visitors, perhaps, are drawn today to the foot
of this pyramid because it looks down upen the Protestant Cemetery
(Plates 198-109) than come to it because it is a majestic survival from
the days of Augustus.

The regular burial of Protestants beside the pyramid and the Aurelian
wall began in the second half of the eighteenth century. The dead who lie
so near the grave of this citizen of ancient Rome are of many nations, but
the majority from English-speaking lands is so great that it has often been
called ‘the English Burying-ground’. Many of the tombstones here are
silent witnesses to the papularity of Rome as a health resort in the nine-
teenth century for those ordered to a mild climate, and of the frequent
tragic failure of the hopes of those who followed this last resource. The
sudden upswing of travel after the close of the Napoleonic Wars is evident,
too, in the number of foreign tombstones dated early in this period of
comparative peace.

It was in these years that the burial of Keats and Shelley here made the
cemetery a shrine for literary pilgrims. Keats came to Rome to die in the
winter of 18201821 in the house beside the Spanish Steps. His was one of
the last graves in the old cemetery, for the great increase of burials here,
and the fear that the planting of trees might obstruct the view of the
pyramid, led to the closing of the old burying-ground soon afterward.
Joseph Severn, who had accompanied Keats from England and stayed by
him until his death, secured a place for himself at the same time and so,
years later, was laid beside his friend.

More than any other individual, perhaps more than all others together,
Shelley spread the fame of this cemetery beside the ancient pyramid. He
had visited and loved the quiet place before Keats came to Rome, writing
of it to a friend in 1818:

‘The English burying-place is a green slope near the walls, under the
pyramidal tomb of Cestius, and is, T think, the most beautiful and solemn
cemetery 1 ever beheld. To see the sun shining on its bright grass, fresh
when we first visited it, with the autumnal dews, and hear the whispering
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of the wind among the leaves of the trees which have overgrown the tomb
of Cestius . . . and to mark the tombs, mostly of women and young people
who were buried there, one might, if one were to die, desire the sleep they
seem to sleep.”

In the early summer following the death of Keats, Shelley wrote his
famous description of the place in Adonats, his lament for the young poet:

'Go thou 1o Rome,—at once the Paradise,

The grave, the city, and the wilderness;

And where its wrecks like shattered mountains rise,
And flowering weeds, and fragrant copses dress

The bones of Desolation’s nakedness

Pass, till the Spirit of the spot shall lead

Thy footsteps to a slope of green access

Where, like an infant’s smile, over the dead

A light of laughing flowers along the grass is spread;
‘And greyv walls moulder round, on which dull Time
Feeds, like slow fire upon a hoary brand;

And one keen pyramid with wedge sublime,
Pavilioning the dust of him who planned

This refuge for his memory, doth stand

Like flame transformed to marble; and beneath,

A field is spread, on which a newer band

Have pitched in Heaven's smile their camp of death,
Welcoming him we lose with scarce extinguished breath.”

The next year, Shelley was drowned in the Gulf of Spezia and in 1823
his ashes were buried in the new cemetery here, close by a buttress of the
Aurelian wall and the grey pyramid’s ‘wedge sublime’.

It is not unfitting that beneath an inconspicuous flat stone in this
cemetery there should lie the remains of that Charles Andrew Mills who
covered the walls of the old Villa Palatina with a Gothic mask. His name,
his age of 86, and the date, 10, iii, 1846, alone recall the eccentric Scot
whose memory still haunts the halls where Domitian once held court,



HADRIAN’S TOMB:
THE CASTLE OF SANT’ ANGELO

Plates 200-205

THE heart of ancient Rome lay on the east or left bank of the Tiber,

where the city had first begun to expand from the Palatine settlement.

As it spread out over wider areas it took in the west or right bank of the
river, including a district that has always held itself aloof. The name
of this section, Regio Transtiberina, Region across the Tiber, survives today
in that of its southern part, Trastevere, a crowded, colourful, still slightly
medieval neighbourhood, whose residents long considered themselves
more nearly pure-blooded descendants of the ancient Romans than those
of any other part of the city.

Through almost the entire length of the region runs “the long ridge of
the Janiculum’, which Martial praised more than eighteen hundred years
ago, From this, the highest hill of Rome, never reckoned among the im-
mortal seven, ‘wide sheltered reaches look down on the hills, and the flat
summit, gently swelling, enjoys to the full a clearer sky, and, when mist
shrouds the winding vales, alone shines with its own brightness. . . . On
this side may you sec the seven sovereign hills and take the measure of all
Rome, the Alban hills and Tusculan too, and every cool retreat nestling
near the city.”

The northern and southern parts of Transtiberine Rome, throughout
imperial days, formed the fourteenth region of the city; its separation
into two distinct parts came about through later redistricting. The whole
section, only a small part of which was enclosed within Aurelian’s wall,
was characterized by a sharply contrasting mixture of working-class
homes, imperial and patrician gardens, and circuses for games and sports.
The gardens which Julius Caesar willed to the people of Rome were in the
southern section ; the site of the immense tomb which Hadrian built for
himself’ and his successors (Plates 200-201) was probably part of an
imperial garden in the northern part. By that time little space was
available nearer the centre of the city, and the prudent emperor had no
wish to copy the folly of Nero by seizing private property,

Hadrian began the tomb several years before his death in A, 138, but
it was finished by his successor, Its outer walls are of concrete and stone,
once faced with marble: within, is a network of brick walls, ancient and
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medieval and renaissance. The tomb has been one of the most continuously
used and therefore one of the most altered of Roman monuments, Beneath
the accumulations of centuries, however, the plan is still clear—a circular
core rising from a square podium, later surrounded by fortifications
shaped roughly like a five-pointed star. The greatest change in its appear-
ance in recent years has been the freeing of these walls from later buildings
which had crept aver them,

The last Roman emperor known to have been buried here was Cara-
calla, who died in A.p. 217. Aurelian (270-275) incorporated the tomb
in the city’s fortifications; in the bloody period of the sixth century it
served as one of the chief fortresses of the Byzantine general, Belisarius,
after he had captured the city from the Goths. The fighting was especially
severe here when the Goths attempted to recapture Rome in 537, as the
contemporary Byzantine historian, Procopius, records:

“The tomb of the Roman Emperor Hadrian stands outside the Aurelian
Gate, removed about a stone’s throw from the fortifications, a very note-
worthy sight. For it is made of Parian marble and the stones fit closely one
upon the other, having nothing at all between them. And it has four sides
which are all equal, each being about a stone’s throw in length, while their
height exceeds that of the city wall; and above there are statues of the
same marble, representing men and horses, of wonderful workmanship.
But since this tomb seemed to the men of ancient times a fortress threaten-
ing the city, they enclosed it by two walls, which extend to it from the
circuit-wall, and thus made it a part of the wall. And, indeed, it gives the
appearance of a high tower built as a bulwark before the gate there.’

The Goths pressed so close to the walls that the defenders were unable
to use their ordinary weapons. ‘For a short time’, Procopius continues,
‘consternation fell upon the Romans, who knew not what means of
defence they should employ to save themselves, but afterwards by com-
mon agreement they broke in pieces the most of the statues, which were
very large, and taking up great numbers of stones thus secured, threw them
with both hands down upon the heads of the enemy, who gave way before
this shower of missiles.’

During the Middle Ages the tomb went by various names, such as
‘House” or *Prison’ of Theodoric the Ostrogoth, and ‘Castle of Crescentius’,
referring 1o its defence by Giovanni Crescentius, a Roman noble, against
the Holy Roman Emperor Otto I11. The early version of the Mirabilia
refers to it under the heading ‘Castle of Crescentius’, saying:

"There is a castle that was the temple of Hadrian . . . a temple built up,
of marvellous greatness and beauty; the which was all covered with stones
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and adorned with divers histories, and fenced with brazen railings round
about, with golden peacocks and a bull, of the which peacocks two were
those that are at the Basin of the Parvise [the atrium of old Saint Peter’s].
At the four sidesof the temple were four horses of gilded brass, and in every
face were brazen gates.’

The name by which it is still most widely known, the Castle of Sant’
Angelo, or Holy Angel, comes from an early legend, according to which
Pope Gregory the Great, while conducting a procession to pray for the
ending of the plague in Rome in the year 500, beheld the Archangel
Michael sheathing his sword above the castle as a token that the pestilence
would cease. A fourteenth-century version of the Mirabilia notes that this
‘“is called the Angel’s Castle’. The bronze angel which crowns the Castello
today replaced one of marble in 1752. There is some uncertainty as to
when the first angel was erected.

From the late fourteenth century the castle was the special fortress of
the popes, who connected it with the Vatican by a covered passage for
use in emergency. It has endured many sieges since then, the most terrible
being that by the German and Spanish forces of Charles V in 1527. This
was the siege in which Benvenuto Cellini, one of its defenders, declared
that he himsell had shot the Constable de Bourbon, leader of Charles’
forces. Early in the twentieth century this ancient tomb and fortress,
which had meanwhile been put to use as prison, as barracks, and as store-
house for powder, finally became a museum.

The Angel’s Castle has a long history in art, fostered, no doubt, by its
nearness to Saint Peter’s. It occupied a prominent place in every medieval
and renaissance plan, and was one of the first monuments to symbolize the
city. As such a symbol it appears in the foreground of one of the earliest
medieval views of Rome—the dim, almost unrecognizable, group of
conventionalized ‘marvels’ which accompanies the figure of Saint Mark in
a thirteenth-century vault of the upper church of Saint Francis at Assisi,
In this time-worn fresco, sometimes attributed to Cimabue, the castle
seems to have an angel on its summit. An account of miracle during the
plague of 1348 says that the angel’s statue bowed to the Madonna, carried
in a procession across the Angel-bridge.

When the new Saint Peter’s was completed in the seventeenth century,
the contrast of its soaring dome with the grim and heavy mass of the
castle created a new composition, especially beloved by artists (Plate 202).
The old views of the castle from downstream were not forgotten, but that
from above, showing both the castle and Saint Peter’s, was spread far and
wide by engravings.
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A note of festivity runs through pictures of the castle too. Through most
of four centuries it was the setting for the most magnificent display of fire-
works in a city famed, then as now, for the beauty of such spectacles
(Plates 204—205). This was la girandola, ‘the revolving one’, named from
the profusion of its radiating rockets and revolving wheels.

The first mention of this display is in 1481, though it may have been
shown earlier. It was held on various occasions, such as Easter Monday,
the Festival of Saints Peter and Paul at the end of June, the election or
coronation of a pope, or on papal anniversaries. Tradition has it that
some of the effects were designed by Michelangelo.

From the time of the Roman Republic of 1768-170g untl after the
city became the capital of United Italy in 1870, the girandola was often
shown at other places, such as the Pincian hill or the church of San
Pietro in Montorio on the Janiculum. For a few years after 1842 the dis-
play was again centred at the castle, though more rarely. Soon, however,
the jarring caused by the powder charges damaged some of its frescoed
rooms, and the fireworks were regarded as too hazardous for the ancient
building. The famous spectacle was held here for the last time in 1887.



THE VATICAN OBELISK
Plates 206210

F the east bank of the Tiber dominated the pagan city, the west
gradually took the lead in Christian Rome. For this change one man
was primarily responsible. Saint Peter’s name is as closely interwoven
with the Transtiberine section as is that of Agrippa with the Pantheon or
of Titus with his triumphal arch across the Sacred Way. And upon the
‘rock’ of Peter’s name the Church of Rome was built.

Ancient tradition fixes the date of Peter’s death as 4.1, 67, near the end
of Nero's reign; the place as the Circus of Gaius and Nero in the Vatican
fields, where lay the gardens of the emperor’s mother Agrippina; and the
spot of his burial as a nearby cemetery.

When the first Christians met their deaths in Nero's circus, scapegoats
suffering for the fire which the emperor himsell had been accused of
setting, an obelisk of red granite stood upon its spina, or central dividing
wall. Caligula had brought it by ship from Heliopolis some twenty years
before and set it up in the circus which Nero finished. Its age cannot be
reckoned exactly as it has no inscription,

For more than fifteen centuries this obelisk stood where it had been set
up by the emperor (Plate 207), while nearby, to the north, rose first
an unknown shrine marking the grave of Peter, then the basilica which
the Emperor Constantine built, and finally the great church which stands
today. As buildings came and went and all the other obelisks of Rome fell
from their ancient places, this one alone remained erect, an object of
wonder, of admiration, and of conjecture.

The Middle Ages, which named the ruins of the circus where the
obelisk stood ‘the Palace of Nero’, called the tall granite shaft “Saint
Peter’s Needle’, and believed that it contained the ashes of Julius Caesar
in the globe on its top. The Mirabilia says of it:

“Within the Palace of Neto . . . is the basilica that is called Vatican,
adorned with marvellous mosaic and ceiled with gold and glass. . . . There
is also another temple that was Nero's Wardrobe, which is now called
Saint Andrew; nigh whereunto is the memorial of Caesar, that is the
Needle where his ashes nobly rest in lis sarcophagus, to the intent that as
in his lifetime the whole world lay subdued before him, cven so in his
death the same may lie beneath him for ever. The memorial was adorned
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in the lower part with tables of gilded brass, and fairly limned with Latin
letters; and above at the ball, where he rests, it is decked with gold and
precious stones, and there is it written:

“Caesar who once wast great as is the world,
Now in how small 1 cavern art thou closed."

By the middle of the fificenth century the old basilica which had seen
the coronation of Charlemagne and many another emperor had become
seriously weakened. Nicholas V proposed to rebuild it according to the
origmal plan of a Latin cross, with three short arms and a longer one to
form the nave. He died, however, when the work had been barely begun
and it lapsed for fifty years. Then Julius IT took up the project and com-
missioned Bramante to construct a new church according to the plan he
had submitted—a Greek cross, having four equal arms, each covered with
heavy barrel vaulting, their crossing crowned by a dome. T wish,” said
Bramante, his mind upon the great buildings of the past he saw about
him, “to erect the dome of the Pantheon on the vaults of the temple of
Peace’ (the current name of the Basilica of Constantine). The cornerstone
for this new structure was laid in 1506, a date which may fairly be called
that of the present Saint Peter’s beginning,

Unfortunately both Bramante and the pope died before many years and
a succession of architects, including Raphael, changed Bramante’s de-
signs. Finally, in 1547, Michelangelo was put in charge. He revived the
original idea of a Greek cross, but saw only the drum of the great dome
complete before his death in 1564. His successor, Giacomo della Porta,
completed it in accordance with his master's drawings, shaping the
subtle curve which is at once the wonder and the despair of architects
today,

1t was in Giacomo della Porta’s time that Sixtus V decided to have the
obelisk moved from its comparatively inconspicuous place near the old
sacristy south of the church to a commanding position in front. In 1 586
Domenico Fontana supervised the moving, an engineering feat worthy of
the energies of the Renaissance and one which created great excitement in
Rome and comment throughout Europe (Plate 208), When it was com-
pleted, the eighty-two foot shaft, still unbroken, stood upright once more
in front of the unfinished church. It was at this time that the globe on its
top was replaced by the present cross; this globe, which contained no
ashes, rests today in the Conservatori Museum, where one can see upon
its surface the holes made by the shots of the soldiers of the Constable
of Bourbon when they used it as target during the sack of Rome in 1527.
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The new church, meanwhile, continued to grow slowly. In order to use
it while work was going on, a partition had been run across it from side to
side; for years the new dome towered above the old fagade. From 1605 to
1615, when work had been completed as far as this wall, the old front part
of the church was demolished and re-built in its present form. By this
time the ruling pope, Paul V, had asked his architect, Carlo Maderna,
who built the fagade, to lengthen the nave, thereby giving more room
for processions. As a result the lower part of the dome can be seen from
the front only at a considerable distance. This defect has been partly
remedied by the building of the present unencumbered approach to Saint
Peter's. After the new facade was completed, the dividing wall was re-
moved and the people of Rome saw their church as a whole for the first
time, The new Saint Peter’s was dedicated by Urban VIII on November
18, 1626, the traditional anniversary day of the dedication of the
basilica built on the same site by Constantine in the fourth century. In the
hundred and twenty yearssince the laying of the cornerstone in Bramante's
day, twenty popes and almost as many architects had watched it rise step
by step into one of the new wonders of the world.

It is not only the dome which can be called, with Ampére, a ‘work of
man that has something of the grandeur of the works of God'. An
interior so limitless and varied is like a wide landscape; it cannot be
seent as a whole; it has also an atmospheric colour of its own. The air,
ruther than the surfaces, of the immense enclosed space seems heavy with
colour, though the walls are rich with subtle harmonies of marble which
an emperor might have envied. And this air draws its varying colour from
reflected light, changing from silver-grey to gold and rose and violet as the
sunlight comes and goes and fades into the dusk.

But all was not finished with the completion of the church. Through the
middle years of the seventeenth century Bernini created as its setting the
Piazza of Saint Peter’s, with its sweeping double colonnade enclosing the
obelisk and the two fountains whose drifting clouds of spray and restless
movement are subtly in harmony with the curving baroque porticos. No
imperial building had a setting more satisfying than this; there comes to
mind from ancient days only the vanished glory of the Forum of
Trajan, 'beggaring description and never again to be imitated by mortal
man’.

In Saint Peter’s Piazza and the church beyond, which can contain
more people than the Colosseum seated, the pilgrims of the world find a
common home, as did the citizens of ancient Rome in their imperial city.
The words of Sidonius Apollinaris, extolling Rome to his fellow Gaul,
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Eutropius, come inevitably to the mind: ‘The city unigue upon earth,
where none but the barbarian and the slave is foreign.” But here there is
no such qualification; this is a place of mecting, of reunion, of shared
celebrations and worship for citizens of the Eternal City of the spirit,
‘where there is neither bond nor free',



STATUES THAT WERE NEVER BURIED

Plates 211-222

NCIENT Rome was so rich in statues that as late as the sixth century,
when their destruction was already under way, Cassiodorus wrote,
‘the City has an artificial population almost equal to its natural one.’

Carrying out Theodoric’s enlightened policy of protecting Roman
antiquities, Cassiodorus appointed guardians for the statues’ protection,
But the tde of feeling was running against such survivals from the pagan
past; two centuries earlier, Lactantius Firmianus, tutor of one of the sons
of Constantine the Great, had voiced the Christian belief that such images
were often the instruments of demons and that ‘there is no religion where-
ever there is an image'. Their destruction was hastened by plundering
invaders and by the melting down of works in bronze for their valuable
metal.

Presently the very art of making large sculpture in the round was almost
forgotten, and the few great statues which remained must indeed have
seemed like denizens from another world, About these surviving figures
from a more spacious time, unburied and unforgotten among the ruins of
the past, fanciful and elaborate explanations gathered, suited to the
hearers of a later day. Most of these figures—the equestrian Marcus
Aurelius, a colossal head and hand, one of three river gods, the Horse
Tamers of the Quirinal—appear as landmarks in medieval views of Rome
(Plates 5, 7, 8).

Most famous of all these unburied statues is the bronze figure of Marcus
Aurelius, now in the centre of the Capitol Piazza (Plate 211), But the
Middle Ages passed over this philosophic emperor in favour of Constan-
tine, and the statue probably owed its preservation through the centuries
when most available bronze was melted down to the belief that it repre-
sented the first Christian emperor.

Throughout the Middle Ages the statue stood near the Lateran, the
official residence of the popes until their return from exile at Avignon at
the end of the fourteenth century. It is shown there in the medieval plans
of Rome in the Marciana Library at Venice (Plate 212) and in its pro-
bable copy at the Vatican. Van Heemskerck drew it there too (Plate 213).
Beside it lie the head and hand of the colossal sun god which stood near
the Colosseum—or so the medieval mind felt certain. Some have thought

(133)
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that it was brought there from the Caelian hill, while others maintain
with equal certainty that it had always stoed in the Lateran neighbour-
hood, in the grounds of the palace of Annius Verus, grandfather of Marcus
Aurelius.

The twelfth-century Anglo-Norman poet, Wace, reflected the admira-
tion of medieval visitors for this statue in his Roman de Rou, the Romance of
Rollo, Rebert I, Duke of Normandy. His hero:

*Saw Constantine in Rome display’d
In manly shape, of copper made,
OfF copper is the horse also,

No wind nor rain them overthrow,
Such is the fame and the honour

Of Constantine the Emperor.’

Benjamin of Tudela, a Jewish traveller who visited Rome about 1170,
noted also ‘the Emperor Constantine, who built the city that is called after
his name Constantinople, whose image with his horse is of gilded brass’.

Although the statue was commonly known as Constantine in the Middle
Ages, it had other names as well—Antony, Septimius Severus, and Theo-
doric. The Mirabilia tells a legend designed to prove that it was none of
these. “There is at the Lateran,’ it says, ‘a certain brazen horse, that is
called Constantine’s Horse; but it is not so, for whosoever will know the
truth thereof, let him read it here.

‘In the time of the Consuls and Senators, a certain full mighty king
from the parts of the East came to Italy, and besieged Rome on the side of
the Lateran, and with much slaughter and war afflicted the Roman
people. Then a certain squire of great beauty and virtue, bold and subtle,
arose and said to the Consuls and Senators: If there were one that should
deliver you from this tribulation, what would he deserve from the Senate ?
and they answered and said: What thing soever he shall ask, he shall
presently obtain it. Give me, said he, thirty thousand sesterces, and ye
shall make me a memorial of the victory, when the fight is done and a
horse in gilded brass of the best. And they promised to do all that he asked.”

The squire then set out disguised as a groom, riding without a saddle,
and lay in wait for the king, who was a dwarf. Presently the king came by,
accompanied by his nobles, and the squire seized him and bore him away,
despite their resistance. The Romans then put the enemy to flight and
‘returned glorious to the city; and all that they had promised to the afore-
said squire they paid and performed it, thirty thousand sesterces, and an
horse of gilded brass without a saddle for a memorial of him, with the
man himsell niding thereon, having his right hand stretched lorth, that he
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took the king withal. . . . The king, which was of little stature, with his
hands bound behind him, as he had been taken, was also figured by way
of remembrance under the hoof of the horse.”

This little figure, probably representing one of the barbarians con-
quered by the emperor, is now gone, but it appears in medieval ligures
copied from this famous statue. The emperor sits upon a cloth or pad. The
riding saddle, whose absence attracted so much medieval interest, was not
used by the Romans until long after the time of Marcus Aurelius; it was
probably taken over from the barbarians in the fourth century, The
Romans did not use stirrups until even later,

In 1538 the statue was moved from the Lateran, under Michelangelo’s
direction, but somewhat against his will, to form the central feature of the
great piazza he planned for the Capitol (Plate 214). Michelangelo him-
self is said to have constructed the statue’s pedestal. In 1940 an orna-
mental pavement was laid here, following a plan of Michelangelo’s pre-
served in a contemporary engraving, and the statue now rises from the
centre of a star composed of travertine blocks (Plate 57).

Hawthorne's description of the statue in The Marble Faun is typical of
the reaction of nineteenth-century visitors to Rome: “The moonlight
glistened upon traces of the gilding which had once covered both rider and
steed : these were almost gone, but the aspect of dignity was still perfect,
clothing the figure as it were with an imperial robe of light. It is the most
majestic representation of the kingly character that ever the world has
seen. A sight of the old heathen emperor is enough to create an evanes-
cent sentiment of loyalty even in a democratic bosom, =0 august does he
look, so fit to rule, so worthy of man’s profoundest homage and obedience,
so inevitably attractive of his love.”

Some gilding remains today on the emperor’s face and cape and on the
horse's head. Popular belief has it that this gilding, gradually transpining
from a store of gold within, will one day cover the statue; this will be the
signal for the Judgment Day.

A great bronze head and hand (Plates 212, 215-216) which lay beside
the emperor’s statue at the Lateran were scarcely less famous in the
Middle Ages. According to tradition these had belonged to the statue of
the sun god which stood before the Colosseum, mentioned by Martial as
the ‘wondrous colossus . . . girt with rays’. Nero had erected this oniginally
as a statue of himself, in the vestibule of his Golden House. After his death
it was transformed into that of the sun god, and the head may have been
changed once, or more than once, in later years, to give it the features of
other emperors,
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The head from the Lateran scems, beyond reasonable doubt, to be
one now in the Conservatori Museum, probably brought to the Capitol in
the late fiftcenth century when most of the bronzes from the papal collec-
tions were transferred there, A colossal left hand on the same scale, and an
orb which seems to fit the palm from which it has been detached, are also
in the Conservatori collection and probably belonged to the same statue.
The head as it now exists appears to be of late workmanship and is thought
to represent ane of the sons and successors of Constantine the Great,
although it has borne many names since it became the subject of inquiry.
The Middle Ages, however, nccepted both head and hand unquestion-
ingly as those of the great sun god and gave them a colourful history,

The earliest version of the Mirabilia says Hatly—and incorrectly—that
the statue ‘stood on the top of the Colosseum,’ and does not mention the
head and hand by the Lateran. A later version gives the typical medieval
story:

“In the midst [of the Colosseum] abode Phoebus, that is the god of the
sun, which having his feet on the earth reached unto heaven with his
head, and did hold in his hand an orb signifying that Rome ruled over
the world.

‘But after a space of time the blessed Silvester bade destroy that temple,
and in like wise other places, to the intent that the orators [pilgrims
offering prayers] which came to Rome should not wander through pro-
fane buildings, but shall pass with devotion through the churches. But
the head and hands of the aforesaid idaol he caused to be laid before his
Palace of the Lateran in remembrance thereof; and the same is now called
by the vulgar “‘Samson’s Ball''." This name, of course, refers to the orb,

Master Gregory’s twelfth-century description states that the image
‘was over gilt with gold imperial, shining continually in the darkness,
moving equally with the sun’. This idea of movement with the sun seems
another echo of Suvetonius’ account of the revolving ceiling of Nero's
banquet hall, met already in the medieval description of the Colosseum.
Ranaulf Higden’s fourteenth-century Polychronicon says much the same, its
Roman section being based on Master Gregory. Both of these accounts
state that the statue was destroved by Gregory the Great in the sixth
century, not by Silvester in the fourth. Silvester, indeed, could not have
destroyed it: the last mention of it in antiquity refers to its coronation in a
June festival of A.p. 354, nineteen years after Silvester’s death. And no
one destroyed the Colosseum, the temple in question.

Though there is little doubt that the head and hand in the Conservatori
are those which lay before the Lateran, there is some difficulty of size in
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identifying them with the ancient colossus before the Colosseum. Pliny
says that this statue was one hundred and ten feet high; Suetonius, that it
was one hundred and twenty feet, or at least in the neighbourhood of
twenty times life size. The head and hand in the Conservatori are only
about five times larger than life. Also, there is a slight discrepancy about
the hand. Master Gregory and Ranaulf Higden both say that it was a
right hand, and it is an unmistakable right hand in the Marciana plan;
but the hand in the Museum is a left. However, considering the cen-
turies through which the fragments were thought of as belonging to the
famous ancient statue, they may be regarded with all the deference due to
long tradition and association.

Among other unburied statues are the colossal river gods which repose
at the sides of the staircase to the Senator’s Palace today (Plate 217). They
appear in drawings by Marten van Heemskerck (Plates 216, 218) and in
many early plans of Rome. These lay for centurics on the Quirinal, where
they had perhaps adorned the Baths of Constantine. In 1517 they were
moved to the Capitol, first to the arcade of the old Conservators® Palace,
where Van Heemskerck drew them, and finally, in 1552, to their present
place,

The figure at the left, as onc faces the Senator’s Palace, probably
represents the Nile, resting one arm upon a sphinx. The other, leaning
upon a rather nondescript animal restored as a woll, now symbolizes the
Tiber, but may once have been meant for the Tigris with a tiger. The
figures of the twins, Romulus and Remus, suckled by the wolf, which are
under this statue’s arm, are later additions.

The Mirabilia says of the river gods in their old location:

‘On the brow of the hill [the Quirinal| was the temple of Jupiter and
Diana, that is now called the Emperor’s Table, over the Palace of Con-
stantine, There in the palace was the templeol Saturn and Bacchus, where
their idols now lie. Fast by are the Marble Horses,! The *Palace of
Constantine’ was the Baths of Constantine, The ‘temple of Jupiter and
Diana’ or *Emperor’s Table’, was the great ruin on the Quirinal now
generally called the Temple of the Sun or the Temple of Serapis, where
the immense block of marble lies in the Colonna Gardens (Plate 174).
Master Gregory referred to the statues as ‘two old men’ and also as
*‘Solomon and Bacchus’.

The Marble Horses on the Quirinal (Plate 219) mentioned in the
Mirabilia and many other medieval descriptions as guides for the location
of other monuments, appear in almost every medieval view of the city
(Plates 7-8). They may have been meant to represent the Dioscuri or
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twin demi-gods, Castor and Pollux, and from this association and their
gesture of checking the rearing steeds, have taken on another popular
name, the Homse Tamers. *‘Marble Horses”, however, was their most
common name for centuries, and the hill in their neighbourhood was
called from them Monte Cavallo, the Horses' Hill.

They were probably made by a Roman artist who followed some Greek
original, though for centuries they have borne inscriptions stating that
they were the work of Phidias and Praxiteles. The first of these inscrip-
tions, which have been renewed more than once, was probably attached
in the very late classic or early medieval times, when nothing was known
of these two Greck masters except their fame.

The Mirabifia has a typical medieval explanation of the group: ‘Hear
now to what intent the Horses of Marble were made bare, and the men
beside them naked, and what story they tell. . . . In the time of the
emperor Tiberius there came to Rome two young men that were philoso-
phers, named Praxiteles and Phidias, whom the emperor, observing
them to be of so much wisdom, kept nigh unto himself in his palace; and
he said to them, Wherefore do you go abroad naked ? who answered and
said: Because all things are naked and open to us, and we hold the world
of no account, therefore we go naked and possess nothing; and they said:
Whatsoever thou, most mighty emperor, shalt devise in thy chamber by
day or night, albeit we be absent, we will tell it thee every word. If ye
shall do that ye say, said the emperor, T willgive you what thing soever ye
shall desirc. They answered and said, We ask no money, but only a
memorial of us. And when the next day was come, they showed unto the
emperor in order whatsoever he had thought of in that night. Therefore
he made them the memorial that he had promised, to wit, the naked
horses, which trample on the earth, that is upon the mighty princes of the
world. Meanwhile . . . there be the two men half naked, which stand by
the horses, and with arms raised on high and bent fingers tell the things
that are to be; and as they be naked so is all worldly knowledge naked and
open to their minds’,

Master Gregory's guide calls the group the ‘marble horses’ and com-
ments upon their ‘marvellous size’—they are over eighteen feet high. The
men he calls ‘caleulators” and says that the horses are symbols of their
quick-working intelligence,

In the late sixteenth century Sixtus V moved the statues some distance
from their ancient location, restored them and their inscriptions
thoroughly, and set them up near their present location in the Quirinal
Piazza. Sixteenth and seventeenth-century guidebooks added to their



ETATUES THAT WERE NEVER BURIED 134

descriptions such fancies as that the statues were brought to Nero from
Egypt or Armenia, that the men represented Alexander the Great and his
father, Philip of Macedonia, and that one of the horses was Alexander’s
famons Bucephalus.

The statues were rearranged in the late eighteenth century, and an
obelisk which had once stood near the Mausoleum of Augustus was set up
with them. The marble basin of the fountain, set below them m 1818,
came from the Roman Forum, where it stood near the three columns of
Castor’s temple and was used as a watering trough for the carttle of the
Campo Vaecino. 1t shows clearly in Vasi's etching of the church of Santa
Maria Liberatrice (Plate gg) at the foot of the Palatine.

The figures have seldom been more pleasingly described than in
Hawthorne's French and Itafian Notebooks:

"Those admirable ancient statues of Castor and Pollux , , , seem to me
sons of the morning and full of life and strength. The atmosphere, in such
a length of time, has covered the marble surface of these statues with a
grey rust, that envelops both the men and horses as with a garment;
besides which, there are strange discolorations, such as patches of white
moss on the elbows, and reddish streaks down the sides; but the glory of
form overcomes 2l these defects of colour. It is pleasant to observe how
familiar some little birds are with these eolossal statues,—hopping about
on their heads and over their huge fists, and very likely they have nests in
their ears or among their hair.

Another colossal statue, a river god not unlike those by the Senator’s
Palace, lay throughout the centuries in the very heart of ancient Rome.
It rests now in the courtyard of the Capitoline Muscum (Plate 221),
Its home in the Middle Ages and well through the sixteenth century was in
the Via di Marforio (Plate 222), a street which ran between the Roman
Forum and the Forum of Augustus. This was often called the ‘Forum of
Mars’ from the temple of Mars Ultor dedicated there; the name of both
statue and street is a contraction of *Mars’ Forum’, The Mirabilia speaks
of the statue as a likeness of the god himself, saying, ‘Before Mamertinus
his prison was the temple of Mars, where is now his image.” The prison is
the ancient Mamertine prison at the foot of the Capitol, where Nero was
said to have imprisoned Saint Peter,

The statue was removed from its ancient place in 1587 and, after being
set in various locations, among them the portico of the Conservators’
Palace on the Capitol, where it figured as a fountain adorned with the
bronze ball from the Vatican obelisk, it finally came to rest in the court-
vard of the Capitoline Muscum in 1592. Its old location was the place
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where answers were posted to political satires composed in the name of
another unburied statue, Pasquino, which still stands by the Palazzo
Braschi. This mutilated torso, the remnant of a grou p showing Menelaus
supporting the body of Patroclus, took its name, it is thought, from
a nearby tailor noted for his sarcastic remarks. These pasguinades, so
characteristic of Italian literature in late renaissance and baroque days,
recall at times the biting satires of Martial centuries before.

A few other statues, too, have always stood unburied and visible in
Rome—notably the bronze Boy Extracting a Thorn from His Foot, and
the much-restored Romulus and Remus Suckled by the Wolf—but these,
though noted by Master Gregory in the twelfth century, have not had the
same frequent and detailed history in either art or literature as those which
have been discussed here,

No statue of the most potent deity of all, the goddess of love, is known to
have remained unburied in Rome throughout the centuries. Master
Gregory, however, tells of one he saw on his visit there, one which im-
pressed him stromgly. It stood, ke says, near the Marble Horses on the
Quirinal, several miles from his hostelry, but so compelling was its beauty
that he was drawn to see it three times despite the distance. The goddess
was nude, according to his description, as she had appeared to Paris on
the accasion of the famous contest with Juno and Minerva for the prize of
beauty, and was so subtly made that the blood seemed to flush the cheeks
and lips.

The hint of its location has tempted some to wonder whether the statue
might have been the Capitoline Venus, found late in the seventeenth
century near San Vitale between the Quirinal and the Viminal. There is
an unproved tradition that it was discovered immured in a wall; cer-
tainly it was in excellent condition, as though it had been carefully pre-
served. It is tempting to think that someone, after Gregory’s time, may
have hidden it there to save it from a destruction threatened because too
many men had pondered its un-Christian beauty.

The demonic power which such a statue might wield furnished the
Middle Ages with a legend which William of Malmesbury told about 1125
in his Gesta Regum Anglorum, History of the Kings of England. According
to William, a rich young citizen of medieval Rome, going out to exercise
with his friends soon after his marriage, placed his wedding ring upon the
linger of a bronze statuc nearby. When he returned the hand had closed
over the ring. Not wishing to attract attention he said nothing at the time,
but came back at night to force it off. The hand was unclenched again
but the ring was gone.
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That night when he went to his bride, something dense and cloudlike
came between, which could be felt but not scen, and he heard a voice,
saying, ‘Embrace me, since von wedded me today! I am Venus, on whose
finger you put the ring! I have it, nor will I return it.’

When this had happened time afier time the young man sought the aid
of a pricst skilled in necromancy, who told him to watch by night at a
certain place where he would see a band of demons, male and female.
When he should see one more corpulent than the rest, riding in a chariot,
he should demand his ring. This he did, and the ring was returned—but
the priest, who had been reviled by the demon, killed himself soon after-
ward, In the centuries since the English monk wrote his history this story
has reappeared many times in many forms, from Prosper Mérimée’s Venus
d'flle and William Morris” Ring (riven to Fenus, to Nash and Perelman’s
libretto of One Touch of Venus.

Not until long after William of Malmesbury and Master Gregory wrote
were sculptors able once more to create figures which could rival the great
works Cassiodorus had described when ancient Rome was not yet utterly
cast down:

‘Statues of men, showing the muscles swelling with effort, the nerves
in tension, the whole man looking as if he had grown rather than been
cast in metal, Statues of horses, full of fire, with the curved nostril, with
rounded, tightly-knit limbs, with ears laid back—you would think the
creature Janged for the race, though you know that the metal moves not.’

Through these many and disastrous centuries, the wonder is, not that
so few statues escaped destruction or burial, but that these few remained
unburied amid the ruins to excite curiosity, awe, or fear in generation after
generation.
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The seal shows a jumble of Roman *marvels”. Avthe upper left s the Lateran with
I'rajan's Column below it beside s the Colosseum without a dome. At the right
are the Pyramid of Cestiug and Arch of Titus. In the centre is the Senator’s Palace
on the Capitol; below this, the Pantheon, At the bottom are the l'nmb of Hadrian
and old Saint Peter’s, with the pyramid (demolished 14909 called the “Tomb of
Roamulus', The church above it mav be Santa Muria in Trastevere.

The inscription is that borne by th iperind seals since 1033: Koma caput mundt regHt

orbis frena rotundi—* Rome, head of the warld, holds the reins of the round eart.”
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In the manuseript illumination opposite, Fazio and his guide, Solinus, lean upon
the walls of Rome while the pr:r!nniﬁr_:lliun of the city, in widow's garh, addresses
them. Maost of the important monumens are labelled, The churches wre: Saint
Sehastian's and Saint Paul's at the wap, outside the walls; inside, Santa Croce in
Gerusilemme and Saint John Lateran; San Pietro ad Vincula below the Lateran:
Santn Mara Rotonds (the Pantheon) in the centre; and acros the Tiber, San
Cecilia and Saint Peter's, Several of the city gates are also labelled and o few
medieval secular buildings, such as the palace of the Milizie near the centre.

‘The narrowness of the picture and the space covered by Rome’s flowing robes
led 1o the omissien of some notable monuments, Kome s seated upon the Palatine
and her robes hide the Capitol. Her foot rests on the brook Almo or the Marrana,
fowing in through a postern in the city wall above.

At the left §s wn aqueduct, labelled Je forme, from forma, meaning pipe or conduity
this is probably a branch of the Aqua Marcia (still the principal water supply of
Rome! stretehing toward the Baths of Dincletian, which it supplied. By a branch
ol this aqueduct, near the Lateran, stands the equesirian statue of Marcus
Aurvlius. Between the statue and the hgure of Rome is the Colosseum, again shown
with a dome. Below it is the Basilica of Constantine, then and for centuries later
called the Temple of Peace. Near the city wall at the lower left are the Baths of
Diocletian, Inbelled Termine, a corruption of thrmae, or ‘baths’. Near these baths
are the Marhle Horses or Horse Tamers, sunding on the Qmnnal hill, The ten
little cells may well be those of the Carthusian monks who were 1 be sevtled i the
Baths of Diocletian in the fourteenth century by permussion of Urban V. pope in
Avignon. Rome bids her two Listeners:

Lok upon my marble hopes, on those B,
Which men carved long agu, as thow mayest reul.’

Above the horses is the Column of Trajan, called, as often n the Middle Ages,
the Column of Hadran: below is the Column of Marcus Aurclius, labelled
Antonine Column, alter the emperor's family. Across the Tiber is the Tomb of
Hadrian, bearing the name it acquired in the Middle Ages and sull keeps—the
Castle of Sant"Angelo, or Holy Angel,



Lyt y

CIRCULAR VIEW OF ROME, 14149

H.
The south 1= at the wp)

Pawnting by Taddeo di Bartolo, Stena, Chapl af the Palazzo Pubblico

Beginuing with the Porta Maggiore (No. ] at the wp lefi, the monuments in the
ollowing kev have been numbered horzontally, ending with the Ponte Molle

No., 76) at the bottom,
» Church of Santa Croce In Gerisalemune, g Amphitheatrom

1. Porta Mageicre. 2
Clastrense, 4. Basilica of Saint John Lateran, 5. Statue of Marous Aureliug, now on the

Capitol. b, Baptistery of San Giovanni i Fonte, where, according to oradition, the

Etilih‘-rnr Comstantine was h:‘ljrﬁ):r.d. 7. Perhaps the church of Sant Lhuniiro Coorunati,
the “Four Crowned Marnyss'. 8 Porta Metronia, pow closed. The stream Almo (or



Marranal i shown passing under the walls. o Clhuorel of San Sehastiane on the Appian
Wiy, bevamd the olid Porta Appia, now the Parta San Sebastiano. 10, Baths of Caracalls.
v Church of Sama Balbinad *). 20 Bagilica of Saine Pauls Outside the Walls,
1. Pyramid of Cestivs, the medieval “Tomb of Remus'. 14 Colosseum. 15, Arch of
Clomstantine, o6, Palatine hill with the Greater Palace, 19, Clhureh nnd convent ol Santa
Prisea| 7). 8, Church ol San Sabad *1. 10, Gastle of the Savelli, with Sants Sabina, The
renind hill behind is Monte Testaccio, 20, Aqueduet; lefi, pechaps o branch of the Agua
Marcia: night, Aqua Claudia. 21, Basiliea of Santa Mara Maggiore, identified by the
shape af the apse and gall wower, 22, Basilica of Conatantine or Maxentivs, 25, Church of
Santa Mara in Cosmedin, 24 So-called Temple of Vesta in the Forum Boarium (the
church of San Siefano Rotondo in the Middle Ages). 25, The Arch ol Janus Quadrifrons
in the Forum Boarium. a6, Theatre of Maveellus: 27, Church of Sania Cecilia in
Trastevere. 28, Clureh of San Francesen o Ripa. 24, Baths of Diccletion (with Car-
thusian cells 2. 90, Church of San Pietro in Vineoli, g6, Structure (now demalished |
known in the Middle Ages as the mersa imperarorss or Emperor’s Table, and later as the
Fromtispizio di Nernne, ‘Facade of Nero, and the Tower of Maecenas’. g2. Medieval
tawers af the Milizie and the Cantii #), 93, Church of Santa Susmmna, 34. Horse Tamen
o Marble Horses on the Quirinal. 55. Church of Santi Apostoli, 36, Column of Trajan,
17. Tower of San Marco or of the Chancellor Malabranca, 48, Church of Sania Maria in
Arncoeli on the Capitol. 59. Palace of the Senator on the Capitol, The medieval gallows
stands heside it, g0, Tarpeinn Rock, frem which, in ancient Rome, those convieted of
cermin erimes were hurled to death. gv. Bridge of Santa Maris, the ancient Pons
Aemilius. s rwo remaining arches are known as the Ponte Rotto; g2, Bridye of Fabricius,
43 Church of San Giovanm Calibita on the Tiber Island, 2 site now occupied by the
hiespital of San Giovanni di Dig, 44, Church of San Bartolununeo, 45, Bridge of Cestivs.
46, Chureh of Sanw Maria in Trastevere. 47, Walls of the Gardens of Sallust. 48, Foun-
wminof 'T'revi. 45, Church of San Mareello, 50, Hadrianenm, formerly called the Temple
of Neptune. in the Puzzd di Pietra. 510 Pantheon, 52, Castle of the Orsini family by the
Chumpas dei Fiorl. 55, Hospitel of Santo Spieite, 542 Spur of the Janiculum, cluded
within the walls built by Pape Leo 1V after the Saracen invasion ol 848 a.n. 55. Saxon
gare, rebuily as the Portods Sono Spivito by Sangallo inothe sisteenth contury, 56, Chorch
af San Silvestro. 57, Column of Mareus Aurelivs, 58, Probabie route feom the YVatiean
pe the Capitol, g Clastle ol Gigvanni Orsini. B0, Hudrian’s Tomb or Castle ol Sant’
Angele, 51, Pymamid knowsin the Middle Ages as the “Taml of Romulus’, demolished
1qer b2 Vatiean, by, Basilica of Sainr Peter. 64, Top ol abelisk erected in the Gircns of
Nero, now in feam of Same Perer's. on. Porta Pinciana, #h. Pincian Palaee. b7, Arch,
sireciblled, o Marcus Adrelins, demolished inotbbe B the enlargement of the Corso
alt, Paliee of the tiralar cardinal ol San Lovenzo dn Lucina, on the site of the Ara Pacis
Augnsty, and the present Palagwn Fianos 6ig. Chareh of San Lorenzo i Locina,
70, Chureh of Sant'Agnese or of Sant'Agostine, or Sani"Apoltinare. 31, Church of
Santa Muria del Popola. 72 Porta Flaminia. 79. Mausolewm of Augustus, 74. Bridge of
Sant"Avgelo. 75. Porta Virdara, 76, Ponee Molle, the ancleny Pous Milvius, where
Constantine comaguered  Maxentius,



. A PANORAMIC VIEW DF ROMAN MARYVELS IX 1405

Detail from a painting, The Departure of Saint Auzustine from Rome [or Milan,
by Renozzo Gozzoll [ Nalian:. San Gimignano, Church of Seint Aupustine

Here Beme s seen from the noetly, with the Castle of Samt' Angelo and the Vatican
neighbourhond in the foreground, The Column ol Trajan and the Pantheon, at
left, mark the vastern Hmir of the view, On the Capatol hill beyond Tragan’s
Column rise the chureh of Santa Mana in Amcoehl and the medieval Seniator's
Palace

I'n the neght of Sant Aneelo and the conurad tree are the pyramidal “Uomb ool
Romulus’, the old basihica of Saint Peter, with its tall bell rower; and the Palace of
the Popes. with it airy gardens at the exireme rnight



Liv, GIULTANO 1) MEDICL, DUKE OF SEMOURS, WITH HALINRIAN &

LMD IN THE BACKOGRODITNID s 1oalT 15| | L1515

Dital from 2 paanting by Kaphae! | Bale ). Newe Pork, Mefrofol

Fules . Bache Collection

Gaauhiagiey, voatieest son of  Loremeo ths _\l.l'.'_|l|||"'r' i Florence, wis ||-‘-':-|Ihj"

':Ii'qlllil"l 1 ALTS| I||I'- e keround becanse ol 11 e THRT _-:|-|'|'|-'-J'-| LALETESS. !{ [yaned
shortly betore been appointed Gonfalomdere or standired beirer ol tl
by his brocher, the Medici Pope Leo X The ancient tomb, lor some time a papad

IOT Hse 1n

.:.Ijr.l!. s

fortress, was connected with the Vatcan by o parctally covered passage
emergency. his had been himshed nor many vears belore the portmt was painted
e e ol e castle 13 that seen from the Vatican looking along this passage,
goon b Be used by Clement V1T when the el wais capored by Charles 'V oand

sitffered the [earful sack of 152



I1. THE BROMAX FORUM FROM THE CAMITOL, AROUT Lygt
Drawing by the Anpnymus Escurtalensis. Madrid, Esconial Collection

At the left s the Arch of Sepumius Severus, the pedestals supporting its columns
alrcady buricd. Through is central arch can be seen a corner of the Basilica
Aemitin, Tothe figh arve, Grst, the colimmns of the portico of the Temple of Saturn
and, secand, the cometr ol the Temple of Vespasian,

In the background is a simpliticd group ol buildings represented almest by o
system of graphic shorthand. Parthest away s the Colosseum, next o it the bell-
tower and facade of 4 church, apparently that of Sainis Cosmas and Damian, and
then the portico of the Temple of Antominus and Fausting, masked by medieval
it s,



12, GARDEN GF THE CASA CALLL, ROME, WITH ANCIENT SQULPFTURE
SURROUNDING MICHELANGELO S BACUHUS, I'3g2-1535

Dyawing by Marten van Heemskerck | Duteh). Berlin, Frint Room

Van Heemskerck's drawing suggests the treasures and pewards which awaited
renaissance artists in Rome. The garden is Alled with ancient sculprare collected
by the Galli family, but in the midst stands one of Michelangelo’s early statues,
the Bacchus done in 1yg7, commissioned by the noble Roman banker and
collector, Jacopo Galli, doring the yaung seulptor’s first visit to the city,
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['i, THE FARLIEST KENOWN PRINTED YVIEW DF ROME
I'he westas at the rop

Wandeut fromi the Supplementum Chronweornm, Ve, 1 gyo
Phitadelpina, Free Library, P 4. 8. Widener Colleciion

This view seims to follow the same ongmal as the fifteenth-century punting a
Mantun o which, Bftumately, some ol the monuments are named. Th botli, the
space is so crowded that buildings do not alwavs appear in thetr proper relition-
ships. The Colosseum at the lel, for instance, i5 sa clise 1o the Pantheon that the
Column of Trajan and most of the Roman Forum are omitied, Lefi 1o right on
the east bank of the Tiber (botiom | owtstanding ancient monuments are:

Colosseirm: Theatee of Mareelus on the river's Tunk; the Palatine. s hill shown
sivadier thian dthe Calossesim and erowned By g rubnied] erealoe Doildine, Baitha ol Dioe-
elenian with the small mod bglldioges called in the Misabiliz (le “Bushels™; Markile
Hurses o thie Quiringl beside the bathis; beloaw them one all the two statues of rves gocks
which then lov o the Quimmal: Pantheon, Teing east lotead ol oot Columm of
Marcus Aurclius,

O the west bank of the Tiber (top):

Vatican abelisk: old Sainr Perer's with the Belvedere beyond upon the hill; tromeaed
p}'l'-lTTlH.i. the so-called “Tomb ool Romulus’: Hadrans Tomb, or Castle of Sant’ Anrelo,
syrmoumied by s aneel,



P4 MAT OFF HOME; E537

The west 15 ar the wp,

From Lafreri’s Speculum, Rome, 1557. New Yok, Metropalitan Musewes of Art

I'his mup presents the city from the same point of view as the woodeut ol 1490, but
i s up o date o details and ig o toe pictore. plan mther than o collection of
‘marvels’ or a panoramme view, Aside from aocertan distornon of proportions; dioe
o drawing out the city’s shape 1o long from north 1o south: this map is 3 compara-
tvely good mnde 1w the monuments of Rome woday,

Many ol the bulldings, represented n conventionalized (ormy, are cleacly
labelled. Amone those which ore unmarked bot clearly recormzable are: the
Colossewim s the Sa:1|li.f.n||i1_u||, stibidinge as o dsolated Feagment ol the Toot af the
Palatine Hill; the round “Temple of YVest? and rectanioilar "Temple of Fortuno
Virilis” in the Forum Boarium near the Tiber; the Columun ol Trajan close o the
Remmun Forpm oear iv the towerdng frngment of temple wall on the Quirinial
fatl, the Clastle of Sant" Aneelo, aned the YVaticay obelisk, On Salm Péver’s the new
dome is rising imder Michelangelo's divection,



15, THE PONTHE MOLLE IX

THE RBRIJMAN CAMPAGNA
Drazone by Nicolar Powssin (Frenoh ) P, Ecole des Beaux Arls

Poussin’s drawing of tlas fastorie bridge just north of Rome demonsirates s
acetraey ol chservation and his ability 1o convey the essentials of a scene o simple
fiarm, Though it underwent some repairs and alterations in the nineteenth century,
the Bridee today is mmediately réeoonizable T the drawing oF three conturies ago.

Aside from s picturcsgue quality this bridge has the added interest ol age
aneh assoctation, s lour central wrchies, duting prebably from 1o 8.0, are among
the oldest of any bridge in the ueighbourhoad of Rome. And it was near tlus

ancient Pons Milvius that the rival emperors, Constantine and Maxentius, fought
their decisive bastle for eomtrol of the Empiee in A, 41

s edling in the defear of
Maxentios and his tdrowning in the Tiber.



16, ORFHEVS AND BURVDICE, 105y

Panbing by Nicolas Poussin | Frenoh ), Pares, Lenom

The free, viporous lme of Poussin's drawings is sofiened in s hmshed petares;
objects arc more gpeneralized ;) the light that vells the paimangs biends the objecrs
into the surrounding landscape. In the background ol this scene from Greek
myvthology Poussin hus combined several monuments of ancient Rome mto one
harmenious whale. Just behind the group of Eurvdice, Orpheuas, and the spell-
bowmd listeners o his song, flows the Tiber, Beyond i, to the lelt rises the Tvmby ol
Hadran or Castle of Sant Angels, To the deht is the medieval tower of the Milizie,
Between them stretches a bridee that resembles the Pante Molle rather than the

Ponte Sant’ Angelo, which is the actul bridlge built by Hadrian as the approa hin
||‘||' mansolem,



17. THE ROMAN FORUM, OR CAMPD VACDINOG

Drawcing by Claude Lorvatn | Fronch). London, Britich Museum

[his drawing was probably done, at least in part, from nature, though the artist
has taken some liberties with the actual scenc. The Forum is viewed from the
Capitol, looking east toward the Arch of Titus. The three corner columins of the
Temple of Vespasian are hidden by the swmes on which the drovers sin, though
they would have been partially visible, At the lefi is the Arch of septimius Soveris:
the medieval bell tower of the Milizie is behind i1, A litde bevond the arch is the
portico of the Temple of Antoninus and Fausuna, with the arches of the Basilica ol
Constantine suggestedl behind it Then comes the Tehtly mclicated vestibule ol
cliurch of Saints Cosmas and Damian. Bevond is the Colosseum: then the charel
of Sunta Francesea Romana with its medieval bell wower- o th right appears th
Arch of Thitus,

In the neght fopeground seand thie eolummns of t e Pemple of Satwrn : beyvond an
the three columns of the Temple of Castor near the centre of the Forum. At ihe
right the walls of the Famese Gardens on the Palatine are dimis sugzested



tih, RUIXS OF ANUTESNT ROME

WITH THE AVRIAL OF SANTA SERAPIA
Detacl from @ peinling by Claide Lariaie | Frenel Vi Prede Mitesm

Claude’s pantings were Teds trye 1o aetuality than bis deastnes: here only th
Cologseunt = by any means exact, But loaccuraciss are foreotten in the harmots
of that pellueid light of Rome whichi e was ane of the first 1o Interpres

Sernpun wassoid (o have bevn the slase ol the nolile Roman [y Salana, whom

she donverted (o Christianity, When Serapin was marrvred about Ao

26, her
mslries I.Il.nilrl |I| rin her own ||[|I|-_ later '\_||||”I-_ |||-|'_\.--!| \||||r-r.--|1 ."II.'H"".'I'IlI!'I'I'lI_
\vcarding to tradition, the famous old church of Sania Sabioa on the Aventing

wing batlt on the site ol her hos
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1. LANDSCAPE WITH ROMAN RUISS, 1795

Giveanni Poaole Pawning | fralian), Beslin, Katser Friedrich Mevewn

In this typical example of the imaginary landscape with ruins, Pannini assembled
a masgetificent collection of actual mapuments, which visitors to Rome would wish
o ser, placed in impossible juxtaposition. At the left the Column ol 1 PR Aes i
fromt of the Colpsseum, though nctually the two are sepaieated by s considerable
distance. At the neht the three columns of the Temple of Castor in the middle of
the Roman Forum stand close beside the Arch of Constantine, outside the Forum's
boundary. In the middle distance 1 a round emple with a complere entablaoare
which marks it as the so-called Temple of Vesta at Tivoli, some miles omside Rome,
On the honizon the point of the Pvramad of Cestios cuts the sky; this pyramd
ot that Imersects the southern wall of Bome cannot, and never conild, e seen
fromny the Forum or the Clilosseun,

As for the statues in the foregrouml, the Hereules standing at the left, now o the
National Musenm at Naples, was then in the Paluzzo Farnese in Rome, | T
Dying Guul nearby was already housed in the Capitoline Muaseum, which had
acquired it from Priove Odescilehi some vears helore



{==—

. A GALLERY OF VIEWS OF ARKUIENT ROME,

Parntips .-'_; p Cstorammt Poolo Pawmint | flalion . New Yark, M "l""f.-'l"""l‘.'r"”" Musenm i Art

Here, in an imaginary baroque gallery, a group of connoisseurs inspects wior ks
which range from photographically realistic paintings of Roman monuments to
famots pieces of sculprure found mthe citv, such as the Lnocotm, the Dying Gaul,
the Hercules Farnese, and the Apollo Belvedere. The paintimgs sugzest the 'bhig
bugsiziess” o roin painting in the eighteenth century the work as a2 whole tllustrates
e combination ol theatrieal guality and careful detail characterisue of Pannini.
I'he objects he represenis never were, of course, wssembled in any one place.



21, ARCNHES DF THE COLOSEEL'M

“ru;u'rng .i'r. Huber? Robert | French) Hﬁrm‘?-n, .’.H.rm:l_-r

Thas drawing of the Colosseum s much more exact than most of Robert®s repre-
semtations of ancient monumenis, His sketches of renaissance and barogue build-
s were likely 1o be comsiderably more faithiul than these of Roman rums.

Here the Colosseum’s lower arches wre boarded up or filled with refuse. as thes
aiften were. but the upper gallery 18 peopled by the shadowy presences of long-dead
Rornans, wrapped in the Mowing tegas of antiguity

.’I' Pl'r”l' =2

In Bobert's paintige e actal and the Tancilul are combined with o resolt guiite
satisfving o the eve thoygh oo compilete vanuanoe with Gcts, The statae of Marcus
Mrelins which steend in Bolert’s time, as now, Bsoladed in vhe Capltol Mazza, s
p..:nh-d here bside o round temple resembling the soecalled Pemple of the Sibwvl
at Tiveli. The '1u||'|i-n' which frames these widely '\.|-l_].;|,|,'1|ll"d MONUIIENs 1% i
skilfully and planably constructed Gntasy based on Lite Romian work. Bencath it
lans the relivl of the tiumphal procession oo the Avchool Titus, The Bandry hing
1] [lT“!. between the l'an'T'ﬂl“a |‘!h1'\r' -'1lll'1 ||1l' urch [l]’u‘.'ll.h'w = | Imu'h i hl'r‘n'll‘!')
realism for romantic contrast with momuamental min
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=3- THE PYRAMID OF CESTIUE, ABDUTY |550

Fieking by Gropanni Baltiita Pirenest falian', N L ork, _H.-n.-.ujf:ur'.'rr.'r.' Musewm: of Ard

Fhis view shows the inner, or northern, Bioe of this pyramid-tomb of & practor who
died late in the first eentury v, with o glimpse of the Wall of Aurelinn and th
Porta San Panlo beyanil,

In its dramatic foreshorening and profusion of funtastic trees uni planis, and ol
humans who scemn themselves 1o b nlmost a part ol the veseiable world, this
etching is charnctensie of Piranesi's work.



4. FRAGMENTS OF ROMAN RUING IN THE DOLONNA ARITENS
0N THE QUIRINAL, 17062

Elching by Ceroneamm Beaittista Pivanest (falian) . New York, Metropoliton Musenm of At

Piranvsi's Campa Marzo, published in 1762, includes this delightful Gimtasy of the
great fragments of late Roman work still im the Colonna Gardens. Here, lving
upside down as w [ell, s the hoge pediment block from an immense temple
Plates 1745, whose exacr idenuty is still in question. At the riht, impossihly
tilted. 48 a long frmement of ffeee earved with serolls of oliage that still stands in
the gardens. This may or mayv no belong 1w the same building, At the left, fas
closer to the spectator than they really are, rise the arches of the ruined seaircase
ramp (Plates 1567 that led up the hill w the temple

The great temiple fragment has borne mapy names throughout the centurics
In his caption, Piranesi colls it by ooname that came mto lvour some Hme atter
the Middle Aves: the ‘women's sennte lowse’, said to have been bl by the
emperor Blapabalus in the third century ap,



s 1785

23« GOETHE IS8 THE ROMAX CAMPAUNA
Parnting tiy Johann Heonreh Wilkelm T
Frankfurfaam-Nlain, Staedel Dnstitute

f,Ji F.IFI LR

Ihe German [rikir ke Mscehbein. whi hagl Bvieel im R [ioe some vears belore

Crovet e "s vistt. aeterl ws 4T e 1"a GO antl i 'l'.!ﬁT'l'.[ much of |t'.:_\- TR

Croethe noled i December p7H6B: T bave often observed Tischbetn attentivels

regarding me: and mow it appears that he has long cherished the idea of painting
my portrait. Has desilen i alveady sertlidd, and the canvas siretched. 1 am w be
deawn of the size ol i eoveloped an a white montle, and sitiing on a fallen
abelisk, viewing the ruins of the Compamna o Roma, which are o fill up the
hackeround of the picture.” The porreair was completed the next vear.

Ihe obelisk was probably chosen because Goethe de eliped o strone interest
in the truces of Egyvptian objects in Rome. Besude it lie fnonciful fraermenes of ¢lassi
archytecoure, 1 here s -i'“’”l!l""”' H'.'I!!II.I[.':.U!.'-]I.I' inid a relied -u.!i,|.|.\.:jll_-l{:|li sl gl
Pyvlades brought belore ||.~|ll',1'r. min i Tours, This may hinve been cipmested by

i
sircophagus reliel in the Villa

Mband, bt the two cmpositions have little in
comrmion. 1 hi ':II||i| el wiais. howevis , ES ially appropriate, s al this timis Gosethie
wits working on the final fvrm 6F his Iplivensa in Tinria

[ the backpound i= 3 somewhat ddealized view of th i:.u|i:|i-.1:_:|1.| 4 harvly

sugpesied [ine of :,|||.u'-:!'|| L, the Tomb of Caccilia Metella, and whar is probahly
villa, In the distanee is Monte Cave, with th ranee of the Alban Hills,

A |



26, THE PALATINE FROM THE VIA DI SAN SEBASTIAND
Drawing by Johann Wolfgang Guethe, 1 787. Weinar, Goethe Museum

To Goethe, who longed to master many forms of artistic expression, the artist’s
Rome had a special appeal. In 1786, soon alter his arrival; he noved that “wherever
one goes and casts a look around. the eve is at onee struck with some landscape—
forms of cvery kind and stvle; palaess, mumns, pardens and statuany, distant views
of villas, cottages and stables, triumphal arches and columns, often crowding so
clese wogether, that they might all besketched ona single picce of paper.” Al
wirain, the next vear, e wrote: T these lands here vou mmst bBecome an arnst, vou
et [uller and fuller every day, and it grows at lise & tecessity for vou o deliver
virsell ol something.”

Amaong his many Roman sketches are several of the Palatine, crowned, as he
wrate, by *the ruins of the Palace of the Caesars, which siand there like walls of
rock’. This view may have been ketched from that part of the Via di San Sebas-
tiano mow included in the Via delle Terme di Caracalls, where it crosses the Via di
San Grregorin,



27. ME AND MES. REALIMHA IZARD

WITH THE COLOJSTEVAM IN THE RACEGROUVNIN 175 T4

Pawmting by Fohn Singleton Copley Cdmerican . Boston, Museuwm of Fine Arls

Copley, one of the hrst Amercan painters 1o visit Rome, followed the established
tradition [or suggeso

¢ the citv, Noo content with placing the Colosseum i the
hackeround o mdicate the presence of the Dravds in Rome. he dlso showed o
reduced version of the marble group known as Oresics and Elverra, then i Fis
Villa Ludovisr, now in the National Museum, Rome. Mr. Tzard holds & drawing
uf the group in his hand

Ralph Tearel was typical of the mamy Adoericans ol his timee whio, despite stordy
mtdependence and staunch patrotism, remained English gentlemen o spirit, Sent
from his Gther's Sowmh Carolinag plamtation o school in England at the age ol
twelve, he spent tmoch of Yos life there, working for eompromise and Tor the pre-
servittiomn ol I||r' s 'A.-\.r':!‘i r||| :i;|1I|||'r (] ||||;'|||"_.

Upon his retarn v this coumtre v 7780 he entered the serviee of the new
government as congressman from South Caroling, After the sdoprion of the
Federal Constitunion, be was chosen Unived Srates Senavor from his nanve state,

Tu Plate 28

Vanderbyn's view of the Arch ol Ths looks wesiward beneath the arch toward the
Roman Forum, with the bell tower of the Senutor’s Palace on the Claminl in i
hackoround, The medieval structures which had seplaced the ancient sides of the

arch when it was part of the Frungipan] fortress were ool cemoved antil ofezr,
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af, THE ARCHE OF TI0ES, ApGuUT LBOS

i . - o
Panting by Tohn Vanderlen | Amarecan:. Conflerfum if Edronrd Covkendal!, Kingloun, N1,
0 2 :



2¢. SHELLEY IN HOME

Painting by JFosehh Secern Enslichi, Rome, Keals-Shelley Memurial

]|.\-'|'_-|| SAEVIETTL, whn hiad _-5|.|||1'||||.'.|'|1I1 il I'w.r'.H' Liw ]‘:.-'HI" 1l sl d with |'i|!=l ||” |||
death. remained 11 the city (or some vears, firstoas wn art sindent and later as
Enehish Consul, He did this: pamting while he was in England in 1845, from
memaory and omeskerches and porrats ol the port,. Whike the likeness 12 anmais-
takable the setting s misleadineg. The paiming has sometmes been callod Shelle
ad” upen the Kuwx of the Baths of Caracalla, and the arnst

mav indeed hove intended 1o soegest this seene. but the baths themselves are

ievidrmmy C Prosmel s { Thibin

ned represented

Fhe right side of tle picture is castly dentbable as thie topial th sul Dstruernres
ol Severos on thi I|.|||'-..'|* Il thie distanee i= Monte Cuave mo e 1'l.'||.||I|.|||| NI
g r|1|.n'5:,’i'r|‘--,:::;1'!}---r-'-'-||i~'|| Shelley sits, however, are not Lo be [onnd either dn

the Palatinie or i the Baths of Caracalla, nor i they cormn -|u-r=|| with amy ruins
ko to exist in his fime, Dhe gemeral shape of the nrisses of masonm is similay 1
that shown i Towne's deawing ol the tops ol the [Fers, ds shown TR --|>|'1-~.-It

|.|_,-.|. 4 bur that s the exvent of the resemblatice.



{1, THE TO¥s OF rHE PFIERS OF THE BATHS OF CARACALLA, T:'.!ul

Dirmwing by Francis: Towne | English). Landlon, British Museum

What Shelley acnially saw about him as he wrote was probably much the same as
the luxarious wildernvss (har the English arost Francis Towne had sketched
thirty-eight years before, Towne's drawing shows an enchanting scene of level,
overgrown arches Framed by massis of much higher ruing just such a ploture as
Shelley deseribed to his friend, Thomas Love Peacock, ina letter witien in March,
1810, while he was working on Pramethews :

N rver wins atd desalation more sublime and lovely, The perpendicular wall of i i
clerven into steep ravines filled up with Howering shrubs, whose thick; mwisted roots are
knotied in the rfts uf tie stomes, At every step the aerial pinnacles of shattered stone
graup it new combinations of effect, and ower above the Iofty yet Jevel wally, as the
distant mountaing change their aspeer to ome mavellmgrapidly alomg theplain. . .. These
walls sirround green and level spaces of lavn, o whicl some elma have growh, and
which are imerspersed woward then ckirts v msses of fallen ruin, overtwined witly the
hroad lepves of the creeping weetls, [T blue aky canoplies i, and s s the everlasting
roof o 1hese enorTioiis Teills.'




}1. THE ARGHES DF CONSTANTINE AND TITUS, llilf.
Painting by Josepl Matlord William Turner | English). London, British Wfhesiniom

Cattle still cluster here beside the Arch of Constantine as they did in the Roman
Forum beyond, known then as the Campn Vaccres, or Cow Pasture. The Fhl'i-lllirl,!:
is, however, not a carefully detailed proturesque rendering of the seene, but 4
broadly treated study in light and colour.

At the entrance tw the Forum stands the Arch of Titos with i single opening,
still surrounded by remnants of medioval foraficatons. These were removed two
vears later and Valadier reconstructed vhe arch, with new sides, in y822, To the
left, near thie Palatine, is sull another trace of medieval Rome, the Turen Cartular,
Archive Tower, onee part of the Frangipam fortress, demolished o 1828 A 1he
right are the ruing of the Temple of Venus and Rome, with the church ol Sama
Francesen Ronune bevond.



4. THE CASTLE AND BRIDGE OF SANT ANGELO, ABOUT iheb-18=7

" b

Panting by Jean Bafiiste € mille Corot [ French), Pariy, Louvre

The impact of the aficrnoon sun striking the massive cylinder of Hadrian's Tamb
il the old Lhouses on the west bank of the Tiber is suggested here by the bivad,
dmple masses ol light and shade in which Corot compesed during his veurs al
Rome ant Lo some time afterward.

Late in the nineteenth century the old houses were remnoved inorder 1o widen
the river's bed and strengthen its banks. A thar ome two new arches replaced the
crmall ones at the ends of the bridee which Hadrian buile o give access to his tomlbs,
Later the castle of the popes,



35 VIEW IN THE FORUM, RUME, SECOND QUARTER OF
NINETEENTH CENTURY

I'HE

Water-colour by Samuel Prout {English). Brstol City Art Gallery, England

Here, at the west eniel of the Forum, Roman women with thn im‘1||11'5|'_||_|1' head-
dresses which had abmest vamished by the century’s end. add o note of gaiety and
grace 1o the massive, dme-stained ruins: 1o the oreground stands the Colwmn of
Phocas; i the background, the medieval Paluce of the Senator, rebuilt in later
days, rises above the ancient Republican Tabularinm on i Capitol slope. At the
lelt are the columns of th Temple ol Sarurn: in (he centre, (hose of the Temple of
Vespasian: ar the nght, part of the Arel of Septimius Severus,



24. RUINS OF THE PALAI EOF THE CAEsARS IX ROME, AFTER 1810

Etehing by Juseph Anton Koch [Ceerman), Rome, Librare of the Amertean Avadem

e fomeé

RKocl's etehing, one rom a series ol twenty Romaon views, is fr less [antastic thaan
the stundird clgheenth-centuny classical landseape with rains, Like the wark ol
Piraniss. howievier, it 12 carelully comys vl 1 '|t|1 ase the eve and o appeal 1o the
magmation, With 1ts romantic emphasis on the ]'-'i- Luresgque amd on hhxlr|1
contrasts of v and leafy growth, ar s the Romuan counterpart of the castle-
crowned medieval German lundscapes evoked by so many of b h's comparriots,

IHe evchinge shows the eass end of the Palaune, soll s wildest section, with a
view into the arches of the grear substructures bandt by Septimiug Severus | Plaes

fio). To the nehi, sither freely teeated. are ruins of the Stadium of Domituan and
the Baths of Severus | Plates B8y,

[t the [oreground s one of these sceacs which gave so muoch colour we papal
Rllu!u,_ ".1';'11”.1 "|:|i" ArS i hl b | 1||_|_||,|,|,| |_||||| [t TR “J'rui\' [r-. Wik ||-|.r11| !]Il ||I|h!l..|1.'.
At the left o woman s Loid her child wpon the ground 1o reeeive o blessing ; at th
vight anatber women diops o coin e the boy of o mam, presaniably a member
ol the seenlar confrmternity of the White Penitents, ounded o the thirteenth
century for the care of the sick and poor. Saint Bonaventuta, whise name is bormne
by the convent stll standing on the Palatine above, gave the confraternity its rulb
antl 15 white mbe with the pointed, mask-like howil



5. OVERBECK AND WIS GROUP OF GERMAN ARTISTS
IN THE CATTE GRECO, 1818

Drawing by Karl Philipp Fahr (€erman). Frankfurt-wom-Main, Stacdel Institute

The renown of the German national group within the cosmopolitan arnss” society
of Rome inspired Fohr o plan an engraving showing them in this populur calé.
The young artist, who came to the city in 1818, did not, however, live to complete
his composition. He was drowned in the Tibor within the year, leaving thirve
sketches and @ number of individual portran studies.

Overbeek, moving spirit of the ascetic band of German artiss knnwn as the
Nuzarenes sits in thecentre, At the lefiare Theodor Rebbenitz and Peter Cornelins .
at the right, Joham Schaller and Philipp Veir. Though the artists are absorbed in
# game, their seriousness, especially that of Overbeck, suggests the religious fervour
that gave them their name, rather than the pleasant comversation and vxoellent
coffee for which the Greco was noted.



0. DANISH ARTISTS IN THE OITEHIA OF LA GENSOLA. ROME. I_H;"

!'-J.".l.ln'n'-l.'__:" 'fl Detler Blunchk | Danish fll,"'r'.'.'-'l-'n'.t_'r-'.'. Thavwealden Mureum

The Damsh artists who centred abour Thorwaldsen are assembled here a0 the
eaberia o tavern of L Gensola at the Piazza Gensola in Trastevere, The contrast
between their relaxed enjovment ina tavern patronized by ordinary Romans and
the silent voncentration shown in the doawing of the German eroup need not be
taken as tvpical. There 1s no doubt, however, thar Blunck's piciure suggests more
ol the carcivee :'-1!1]|r-:1:|hr'n' of ardsts” lifr i ninotecnth-century Bome.

Ihe sibver<haired Thorwaldsen sits ar the end of the wble in the mght fove-
ground: next lam 18 Frost Meyver (Plie 5753 then Detley Blunck himselll The
others are, lrom dight 1o left: Jorgen Sonne: Constantin Hansen entering
doorway ; Michael Bmdesboll seated ot the near side of the wible behind the
waiter; the waiter himsell, ficing the tble: and AMbert Kiiehler ot the far end
-l|r|=lr'~EI' I'horwaldsen

Kiichler is busy sketching something tust woovaets his atrention i the Dalinn
group opposite, where women and children are gathered at another table and
other children, accompanied by a dog and several cats, pliy upon the floor



BTREET WRITING A LETTER

WERITER IN A& ROMAN
FOR A YOUNG GIRL. 1829
f it nh tHEN, -.!T -‘I-"-"'l't ;r:'a.iu-.'.- 1!.'.' T

T E > LU |
e MK BLI

Painting by Ernst Mever  Danivh

Here, before the retaining wall of Augustus’ Forum, 18 ane of thos PACTUTESE L
BTOUPS that apprealed alike o artiss and writers. Story described just such a scone
A bhe cisrmer ol the prazzt, inthe DN A with n rickety tabile helore him, on which
are i lew sheets of paper and an inkstand, sand and pets, i the sormann or lejterswriter,
whunuikes contraeis and weites and resds thetr lettess Tor them Al it his ear how

whtispered, how many o tender and affectiona phrase bas been utteted for the ears of
ehistant friemeds and lovers! Italian letters aré almost invariably expresions of feeling o

muny confesdons have been made, how muny o declacatiion ul’ prassiogaatte liwe has been

sennement, and non like Enslish leters: filled with news and incidents. o DT R [TTRIE

of persons and places,”

Though the letter-writer bos long been gone from Rome, the eolumms ol thi
Temple of Mars Ultor and the forum’s wall stll stand. The street ar the right,
however, no longer runs under the low Arvch ool the Pantinl, Aveli of il Swatnpa,
named from the backing up of water In this spot just north of the Roman Forgm



38, EVENING OF AN OCTOBER FESTIVAL OUTAIDE THE WALLS OF

rome,; tHqg

Painting by Wilkilm Marsrond [ Danich), Copenhagen, Thorvaldsen Museumn

The Oetobier festivals, survivals of the fnal harmvest celebrations of ancient Rome,
wire among the stenes of popular merrymaking that fascinated visitors. Sory
wrote of them: "After the vintaee 18 ovielr, oot 11|| (etober lestivials, the attabrate
as they are called, when the Bomans twice a woeek during the whale month are in
the habir of going oo o the villas and vinevards abouy Rome o companies to
dunce, stng, and picnic under the weees,’

The celebravons cutside the Porta Angelica, openmg out of the papal city on
the right bank al the Tiber toward Monte Mirio, were especially well known,
The artist mav have had this location in miimnd —the buildine silhouetted doianst the
sky at the nght is thought 1o be o greal osterie ontsule this #hte. But the walls
shown here are no those huilt by the popes (o defend their city, o= these had no
towers, Probably Marstrand, wishing a pieturesgue backgrownd, substivuted th
toweered walls butlt by Aurclian in the thire century aLn.,, most of which still stand
oni the lefl bank of the mver. Despite centuries of rebuilding aned repair these an
essentially the wills constructed when Rome first began to leel the need lor defence
i |'||"| W T T |1'.Hll|:\.
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30. THE SO-CALLED ‘TOMB OF NERO' NEAR ROME

Drawing by Henry Wadsoorth Longfellote tn o wotebook dited December, 1828.
Cambridge, Massachusetts, Long fellotwe Hause

This tomb on the Via Cassin near Rome s sill Nero’s e popular belief, in spite
ol its inseription, which clearly states that it was erected by Vibip Mana Maxima
in memory of her parents,

40, TAE GOLOSRELM FROM THE PALACE OF THE CALSARS ON THE
PALATINE, WITH THE EXTRANCGE T0 NERO s GOLDEN HOUSE
I THE BISTANCE
FPenaal sketch, duted March 1v, 18436, by Frances Efi zabeth Appleton.
Cambridge, Massachusetts, Loag Jellow Honse

Like Longfellow's sketch of the “Tomb of Neyo' eight vears earlier, this drawing
represents the work of amateurs wha, in the days before photography, wished w
revord the scenes they had admired.

In Switzerland, a linde Liter in the same vear, Miss Appleton met Longfellow,
then on his seoond European journey, She was the hermine of los prose romance,
Hiyperion, published in 1830, and became his wile in 1844,

41 THE THREE CORXER COLUMNS OF THE TEMPLE OF VESPARIAN, 1832
Drawing by Thomas Cole | Amerrean). Detrmt Institute of Arts

Inseribed “Temple of Jupiter Tonans, R. Forum. This ruin is marble but stained
vellowish and blockish.”

49. RUING AT THE BATHS OF CARAGALLA, 1HBy

Dieawwing by Frederie E. Chureh | American). New dork, Cooper Unton Micseum
of the Arts of Decoration



{3 ROMAN AQUEDUCT, 1H42

Parmtng by Thomas Cale | Amerecan). New York, Metropolitan Museam of Art

['he Roman Campagng, with s enelosing mountans and lines of agueduct, had
4 specinl charm [y landscape painters. The seene here is in the Sabwne Hills, east
and slightly north of Rome, between Twvoll and Subinco, where a roined medieval
tower orowns i fragment of the Clavdian Aqueduct. This group, populacly Enown
as the "Arch of Nero®, wias o favourite with artists;, and was painred by Inness,
amony other.

tn his jonrnal for Ogtober 11, 1864, Sanlord Gifford noted: "Walked i couple of
miles et o the road (o Subiaen (from Tivoli) wethe pic turcsgue A hoof Nero
This is a fregment of the great Clandian Aqueduct, forty-six miles long, which
this prant Wt through the moumiains anil I-'.1[1'|M'.|.1|1i ard the € ATIPRENE feut
Rome, This was the subject of nne of Cole’s hnest pretures [ the ane shown here |
He relioved the urch magnificently against o great white comuolos oloud.!



44. FTALIAN LANDSCAPE: ROMAN CAMPAGHA, 1H58

Parnting by George Inness | Amevican) Neze Britmim, Conneciicnut,
Art Musewm of the New Britaon At Fnsfituty

Here the Clavdian Aquechsct and the arches of Pope Sixtus’ Acqua Felice streich
south towird the Alban Hills, with Monte Clave, their highest point, on the horizon,
In the middle distonee viscs ane of the esquisite stone pioes (hat are the miost
charncteristic: of Roman trees, Nothing could harmonize more perfeetly with
Henry Jumes' deseription of the Campagna in Transatlantic Skefches, 1875—"the
long, gontle swell of the Allan Mountaing’ with “the broken line of the Clindian
Aquedoet, carrving its broad arches far away inta the plain’. An almost dentical
view, painted by Thomas Cole in 1843, 15 in the Wadsworth Atheneam, Hartford.



}5+ THE TEMPEES IN THE FORUM BOARITUM IN THE LATE
NINETEEXNTH {CENTURYX

Water-colowr by Ettire Roesler-Franz (Nalian ). Rome, Muses di Roma

Roesler-Frang's mnterest lay in the whole Roman scene; its buildings, s life, its
atmosphere, the very stones of 118 walls and streers. The rainy seasan was especially
congeninl 1o his mood ; here the grey light of a clearng vain has turned (o mirrors
of the silvery sky the old paving blocks over which donkevs plod their way.

At the lefi s a corner of the rectanguliae temole dating from the ancient Roman
Republic, popularly called the "Temple of Fortuna Virilis”, although its troe name

1 imbknown. Bevond it is an equally mysterious round temple, long, but mistakenly,
called the "Temple of Vesta',



Ilrl. FHE TEMPLES IN THE FORUM BOARIUM

.I'I_rui.l.l i ._;.",1' rlilnhl._‘lrra;lfr

This photograpl was tuken [rom the direction oppasite to that in Rossler-Frane's
painting. [he 'll‘mp]r aof Vesta® s m the el 1i|l'1-glrnlllll. The “T' miple of Fartuna
Virilis' 15 at the nght, half-hidden by a building long since demolished. Beyond
appears the medieval House of rescentius | Plates 18818y,



47- THE PORTICO OF OCTAVIA, 1858
P-'.'J'J'.'f.l'.r.l';' by Allert Bierstad! { American’, Baston Athewsenm

This painting shows only & small part of the remaining ruins of the partico built by
Augustus in honour of his sister but recomstructed afier a fre in the reien of
"‘lr'[nimllh Severus (A

tgg-211). A medieval brick arch replaces two of the
]r”l'Tiu o's Cornthian columns, The artst J'l.lil’.lh"l.'l this view inside the portico, thon
used as a lish market, his back toward the church of Sant®Aneelo in Pescheria,
lookimg toward the old Ghetto down a visia of narrow strees Jong since eleared
away. Ihe lish marker was removed and some excavation done inthe 1870, b
the presemt tdy appearance ol the portico is of more recent dite. Storv described
this portico in 146Gz

“atomeshits, broken ad grappled by dvan hooks; steetel out oo etther side jinto the
sirnet, and wsnrp it so as 10 leave no carrageibile wiay beoween them. TEIE De murket=day
yim will see them covered with every kind of fuhes. Green crusty lobsters, Sr T
crawtish all alive, heaps of oo mullet, baskes of litle shining sardine JGreay dark
hiles apern into the honses behind, bemmmed with dive and smoke. Above streiches an
ireh "r['|“-l“'5! ||:- Iadanitk Toe dtniks, enver which s rearee] o series vl ||.|II||1|"'- e Jhits ot
CEH Y |

iron e the Tamern which illominaies feehily e soree ab night: and heee, moa

grimed corner, | }':--I' eol i Midonna sheing with an vnien-sliaped Lomp oo Delee 1,

William Wetmore thl'}. Roba i Rame.



(1]

(f. THE FPORTICO OF OUTAVIA BEFORE ITS CLEARING IN THE 187078
From an old plotegraph

This photograph testifies to the literal exactness of Bierstadt’s painting. lhe view
is nearly the same as that in his picture, execept that it begins a litde closer 1o the
guter arch. About the time the photogruph was taken Jean Jacques Ampere wrote
of the portico:

Ttis one of the most remarkable puins of Rome; it offers one of those piguatil contrasts
bétween the pase and the present that are a perpetual delight to the mmagination i this
city of eoprasts, The Portbeo of Ocmavius is today a fish market. Tis columms and pediment
rise i the middle of the dirtiest place in Rome. Their effeer is rendered even more
picturesque, perhiaps, by their setting. The site 15 made for a warer colour. When boght

sunshine lighis up the ancieny debrs; the sombre old walls, and the marmw streets whers

fiuh are sald from straw mas x|_||;|:_'“'||'! ACTTES 1n.|'||r'|' '|'||:H1'||l' at:nhx, Yyl h.q". e bwsides I|||-*
Roman momement, the spectacle of o medieval minrkel place and even samething like
the memory of an Oriental b

Jean Jaceues ‘h,ml--_'-gv_ £ Empire Romamn & Rome, Poris, 1867



10. THE FORUM BOARIUM AND EAST HBANK OF THE TIRER
REFORE 1Hyt

From an old photagraph

Here, between tume-scarred walls that were rebmlt and soraighened in the
fate nineteenth century, the Tiber flows peacelully, as is its wont except in its
switt nnd unpredictable Aoods. In front of the round *Temple of Vesta® the ancient
Cloaca Maxima, Rome's oldest sewer, empties into the river. The wriple arch IHay
dite frome thie ficst century B orF earhier: the sewer itselll ballt not (o carry off
refuse but to dedn the Roman Forum and other low-lving sités, is much older,
Tl photographer was evidently standing on the Ponte Palatina,

Behind the retaining wall runs the Lungotéveres Aventino, thronged now with
hurtlmg traffic. The “Temple of Fortuna Virlis' and House of Crescentius

Plates 188-18g) are hidden from view, The medieval clock rower is that of Santa

Mana in Cosmedin | Plate 186), which stll wears its eighteenth-century barmogue
fagade, removed between 181 and 1851,

In the background, behind the “Temple of Vesta®, rise the ruined arches of the
substructures of the palace of Seprimius Severus on the Palanne (Plawes 77-Ho)



2. THE AOUSE OF CEESCENTIUS XEAR THE TEMPLES OF THE
FORUM BOARIUM

Fromn am old plhotograph

Ihe House of Crescentius, 3 muscum today, 1s the most vlabomte remaining
example af a 1type of medieval domestic architecture onee common in Rome, Tt s
thie lower part of 4 tower erected by a member of the Crescena family 1o control
the traffic of the adjoining bridge across the Tiber, the now roined Ponge Rolte or
Bioken Brdee, In its medieval brickwork are sot assorted fragments ol carved
stone from the buildings of anclent Rome

In the foreground a steeot leads w the temples in the Forum Boanum or cattle
pirket: at right aneles, another street In the loremroand runs toward the Tiber,



50 THE PORTA SAN AEBASTIANO AND ARCH OF DRUSES,
LOOKING TOWARD THE APPIAN WAY

From an ofd _,fnrfufu_-_rr.'m.’?

The Arch of Druses, which stands just inside the Porta San Sebastiann, cannot be
identifivd with the Druses whose name it has long bome Actually, it wis one of the
arches built in the reten of Caracalla, early i the third century s, o carry the
branch of the Aqua Marcia that supplicd the water fir the new imperial baths,
The present Porta San Sebastiano, through which visitors pass o rravel the
Appian Way and see the catacombs, is the old Roman Porta Appia, named from
the Bvmous ancient mead, Like the city walls than extend here on both sides; the
gate was ongimally built by Aurclian lare in the third centurv a.n., and vestored
by Honorus i the lourth, Most of the present strueture is probably that of
Honorus, It bearsa Greek inse ription thankme God [or savine Rome from the

Goths in A gozoand another in Litin recording 1 Roman victory over Robér,
king of Naples, i 1927,



A2. THE SUBSTRUGTURES OF SEFTIMIUS SEVERUS ON THE PALATINE
From an old plotegraph

This phintograph shows, walled up for use as storage, the lower tier of arches of
the great substructure of ane of the Palatine’s last imperial buildings, Beginning
with the MNiddle Apes these arches, then the properiy of the monks ol H,Lu{-iri'gntil'!,
were rented out forvardous purposes, Eventuadly they came 1o be used exclusively
as havlofis, "The abuse was suppressed,” wrote Lanciani, “in 1862 alter the teerifi
fire which eonsumed in one night thousands ol hales of hay, and theeatened 1o
destroy the whole mass of buldings,

. Radolin Lanciam, B and Excavalions af Ancrent Rome, 18G7.



F3 YIEW TOWARD THE ARCH OF TITUs AND THE TEMPLE OF VENUS
AR HOME FROM THE COLOSSETM

From dan old plotagraph

Thisview is abmost (demdcal with Turnes's painting of 181 Plate 91, excr pi fia
{ T appearance of the Arch of Titss, The medieval buildines ar b sides haed been
removed ond the areh isell renoviatee] soon alter th E}.Jil“! s visht 1o Boone. At the
lelt i the Arch of Constantine; o Hithe Lorther swav, gt the oghe, is one coffered
apse of the ruined Temple of Veuos and Rome, The other apae of this double
temple was hidden then,as nos, within the group of buildings comprising thechurch
of Santa Francesea Romuana and s adjoining convent.

In the backgrognd at the Telt is the Palatine hill, wath the castern end of the
Farnese Gardens murked by two square towers, Boyond the Areh of Tous in the
distance strvtches the Roman Forom with the Capiiol ar s western end.,

The costume of the visitors dates the phoweraph abow 18601865,



5 IF'HE TEMPLE OF ANTONINUS AND FAUSTINA AND A GLIMPAE

D%~
OF THE NORTH S3IPE OF THE ROMAN FORUDM

Mhotegraphed befare 1876

Except for a difference mn angle this photograph closely resembles Turner's
drawing of t81g [Plate 112), Most of the Forum as it appears in the photograph
still retains the high level of ground aceumulated through centuries, The small
excavation abaut the temple’s steps was made eaddy in the nineteenth century;
the min boedy of the steps and the sides Close by were excavated o 1856, The old
houses beyond, which covered the site of 1le Basilica Aemilia, were demolished
inn 1 Bgo for the basilica’s exeavation,

The photograph shows, also, whit is hidden by the lusariant eleanders in Plae
11, the temple’s exquisite frieze carved with griffine and garlands.



35 THE WEST END OF THE ROUMAN FORUM ABOUT 18508

From an. old photograpl

Fhe view above shows this part of the Forum still the halfexcavated Campo
Facewno, oy Cow Pasture, as it looked during the Last period of papal rule befire the
achievement ol Italian independence, Excavations neat the Chapitn] had been car-
ricd on Jmternittently, and the séetion west of the circling carriaee drive had been
dug deeply, but the generul level of the ground was still much higher than todiy.

In the T kL_:Tlllmll is the Senator’s Palace, buill above the old Tabularium.
At the right the medicval church of Santa Maria in Arscoeli shares the Capitol
hill. The manuments clustered here, reading from lefi to fght, are: three colummns
ol the Temple of Castar; cight of the Temple of Satum; three corner columns of
th |r'|l'|[1|.1' ol \ |-!]r.|hiJT|. which, owing to the angle, HPPEAT 10 be ondy two - the
Column of Phocas, standing alone | the Arch of Septimins Severus; and the church
of San Gluseppe de’ Falegnam, crecred over the Mamertine Prison at the [oot of
the Capiioline slnpe.



Fl. THE SORTHWEST ANGLE OF THE PALATINE WITH A VIEW
EASTWARD ALOXG THE ROMAN FORUM

Pharagraphed before 1387

On the Palaone hull, in the upper centre, the sguare rower of the Farnese Gardens,
land ot im the sixteenth centinry, sull stands above the buned Palace of Tiberius,
which had been partially excavated by Napoleon 11T s’ mpssive petnining wall
runs down inte the Forimm through the site of the Howse of the Viestals, <61l hidden
beneath the carily Ar the Kor af che Lill 8 the chireh of Sant Maria Liberatrice,
temelished o rgoc—gor for purposes ol excavation, Tt was erceted in the Middle
Ages on the site of the abandaned church of Santa Maria Antiqua, which had bern
built imo part ol an ancient Roman structure asually called the Temple of
Augustus, but perhaps & monumental entmince 1o the Palusine. The barogue
Fagade and cupola of the choreh were added in the seventeenth century. Houses
which appear in pighteenth-century engravings still nestle against the towening
walls of the so-called Temple of Augustus,

Uloward thae deft, rows of trees still run down the centre of the Forum to the Arch
of Tius v the distance, though they had been removed long sinee from the wes-
rern end of the Forum: In the foreground s the broken surfiuce of this excavaned
WICRLerM BCC 00,



37 T CAPPIOL HILL

Lerapdiane viese {onking vast, radn

The Capitol bill §s 10 the centte loregemmid. Bevond i the Roman Foram sieeiolie
tovward the Colessram, with the Palatine all a0 the rghit.
I ancrent fimes the B R two distiner summmis: the northern of Avg and i

somcharn or Captolivum, The lower ground brrween was enllod e Aavlum b

Romulus was satd 1o have made 11 o celuge for ughives, Erosion and Blline s

radle thas part, mow the Capirod prceea, ook almest level with the re al the hill
uz seen from the air

o Capnier of monument of Vicsor Fmmaooel TT adll ¢88% 04 |
2, MNledievil chureh of Sanm Maris iy Mmool
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G, Chnmservaiorn Museans, frmesdy dhe Palwer ol the Consarvaters or CHy Coupeillors

laiaily Bilbpergily sl sixteenili century

<. M Neoeo | New Museam ), oree e sixieenib-ceniuee Caflaeelll Palaces dhein it
Germal Embassy: Tuer, dher considernble change. the Muien St

e foumdations of the Femple of Jupier Caprofimus, datng from the st cemury

.0, e benesuth 6 and 7. The traement of podivm wall shown i Plae 4 staneds aomong

the trees bl 7

B The Salita delle Tre Pile, beside wohich Lie fragmerids o Iumithan's Temple "I.l"["""
Capitidirnd  Pliee By, it fies) eeniury Al



I SOUTHEAST CORXER OF THE PFPLATFORM O] I PITERE S TEMPLE
OF THE SIXTH CENTURY B.C., VIA DEL TEMPIO M O10VE

f';rrrﬁ'l_:_:' Titfs fed T Q4T

Phis corner of the temple’s platform has been visible 0 comparatively short time
Hoand twer other corners have been known gt least sinee 'H‘._':J' having been dis-
covered when the site was definitely Incated on this peak aof the hill, but they were
uncaveretd only during excavations from 119 to 1921, Dionvsius of Halicarnassus
relates the legendary ovents that accompanied the founding of this temple by the
elder Targuin, last king of ancient Rome | traditional date 616570 pac. i

It was ar this time, they say, that o wonderfyl prodigy appeared under ground @ for
when 1Irl"5. Wi :!.:11:_11[“,:‘ the tondations and the recovation hied been carried down e a
greal depth, theee swas fotind the bead of & man sewly slain with thee faee like that of o
biving rmuan and the blood which fowed Frome the severed beugl warm and (Fesh, Tat-
l.|lj.:l|||1'-, seeiie Lhis qu'n{liqr. vrdered the warkmen w lease off digyring, sl asembling
the purive sooth=ayers, inguired of them what the prodiay meant.” These men being
uninble tooexplain it Tavepuiin sent out aebissadoms, who, with eosidesn ble difficulty,
ohtaimed an explanation from the FPyrrhenian soothsivers:

*Ramans, well your fellow cinzens it s ordained by fare that the plice in which you
fonrd the head shaldl be the heasd of all Tely" Sioee thay tine e place s called the
Capitaline Hill from the head that was foand there; for the Romans call heads capita
e 1f'IFI|Ph‘ thistt was budlt in the tme o sur Eithers atter the |'|||'|'|'||||_i_: of ihs o

Dionysius veferred oo 0 fire of By nae | was erecie] upmti the same foundations, and
dhiffered from the ancient sinictore b aethine but the costhiness of the materials, Baving
three rows ol colums on the Tromg, Gwelng the sout, and o sinele o onesch siide, The
temple cotsians of three parallel shdves, separanvd by party walls: the middle shrine is
dedicared o Jupiter, while on one side stands that of Jund and on the utl
Minerva, all three being vnder one pediment aned one rool,”

Dionysis of Halicornwssis, Noman Antiguatios, Book 1V, Chapters LIN-1L.XI]

r thut ol



£E0. A WALL OF THE PODIUM L |'|'I=iTT-T{-.\- SIXTH-CENTURY TEMPLE

Photagraphed 1040

Ihas streteh of masonry, | i alsout 1|.||.-“=|~_|'||~| crnturies AL, has |H|||.I.i|l|.". alwavs
stoodd 'l\[1'-\:-1 1oy Ve, Irn-nf']""l-ilr"i in the garden wall of the Cadfan IH Pulace o

A

thee sixteenth century, it 15 loeated behind (97 on the aeroplan view (Mate 59
A parallel wall of the same structure is built into the link  between the old
Conservaror Musoum and its extension, the New Miseum, and may be seen ity the
Gallery of the Roman Wall.



By, FRAGMEXT OF THE UORNICE OF THE LAST FEMPLE OF JUPITER
OGN THE CUAPITOL

.I“n':.'-'-'-r"-';_'ﬁ;'_lr'nr.' ed gD

This fragment of a cornice belongs w tie rebuilding of the trmple by Domitian
alter a hre m A, Bo. With several shwilar picoes it now lies beside the Salita delle
Tre Pile, on the hill below the Cons rvator Museum, ruu:,_-‘hlw:, in the location
marked B on the e raplane view, The annules or linds rings carved betwern the
tooth-shaped blocks, or dentils, which project beneath the cornice, are charace
terstie of Domitian’s timi

Pluturch described Domitian's temple s well as those bl befire:

“The fourth wmple, which Is tuw standing on the same site as the others: was both
campleied and comseoruied by Domitlan, ks sid thai Farguim expended wpon s
foundailons fints thesumzpcd _:llll.l:--'J al silver. But the eresitest wenlth now atirithmed
any private cltteen of Rome would mi pity the eost of the gilding alone of the present
I1']||.|r|i' which was more than twele thimsaned  alent IA elassical seliolar in Ley
reckoned the talenr as ihoutr 1200, ] Tis l_.ill_.rx. are of Pentelie muarkile. aned their thick-
hiess was onee musl bappily proportioned o hieir lenwth s Tor we saw them st Athens. Bl
when they were recut and seraped ar Kome, they did no gain as much in polld os they
Lot i ST LEYy il |H'.L=‘.|;:. andd they noew look 1o slender and tlun”

Plutarch f.;,’. uf Pubficola, earlv second century ALD.



Bhi. THE TEMPLE OF JUPITER ON THE UAPMITOL

Roman relief, secomd centimy A0, Rowe, Canservatiors Musenun

The |'r:|1_:l1|r111 ol ornice --|h['-n_'-j|s ciame from this ||-||t1'-11 il Diomitian’s time. The
temple isat the lefi: the wall surrounding the enclosure is at the right. The temple's
portico actually had six columns across 1w front, although anly four appear here.
In the foreground the emperor Marcus Aurelivs, acting as Pomrifex Maximus with
covered ||L',H1. 15 nann: solemn sacrifice.



62, THE CAPITOL AND THE SEXATOR'S PALACE AROUT 1300

Enlarged detail of a manuscript of 13201328, Venice. Library of 81, Mark's
(The west is at the top, reversed from the direction in Plate 3

At the top of this detail s the medieval Senator’s Palace, a battlemented foriress,
Below it, upside down, stands the Colosseum, shown with & dome in
with the tradition recorded in the Mirabitia. Berween the two buildings stretehes
the Roman Forum. At the 1eft is the Palatine hill, labelled Palaciun Maius, Grearer
falace, with rows of conventonalized arches which suggest its massive substruce
tures. The medieval tower at the vight, labelled i remmatts, is probably that of the
Cont, which actually stands beside the imperial forums 1o the north.

This aldest known medicval view of the Capitol shows it roughly as it must have
laoked to the writer of the Mirahifiz: to Master Gregory in the twelfth centurv: o
the pilgrims who thronged Rome for the fisst papal Jubilee in 13007 and 1o Dante,
who wrote: *I am of the firm opinion that the stones that remain in her wills are

deserving of reverence, and that she is worthy. bevond all that is pradsed and
glorified of men.”

accordance



63. THE CAPITOL HILL LOORING NORTH, 1532-1535
Detmil of a dracing by Marten van Heemskerck [ Duteh). Berlin, Print Room

“Behald the rich and ancient Clapitol
That was my erown, and men have called
The pride and summit of the world!*

Fazin degli Ubertl, Dittamonds, fourtesnth century,

The desolate site of Jupiter's temple is in the left loreground, partly covered by
riucks for drving dyed cloth, Just beyand them s the back of the Conservators’
Palace, The Caffarclli Paluce was begun only o few years later, where the drying
racks stand here,

Toward the right, in the Asylum, rises the Senator’s Paluce with its tall bell
tower, The face toward the Forum, shown in Plate 62, cannot be seen in this
drawing. Beyond the palace, to the left, is the church of Santa Maria in Aracoeli on
the northern summat of the hill, Between it and the Senator’s Palace 1s the medieval
tower of the Milizie or city militia, wrongly labelled. The drawing shows a teature
of the hill no longer there: the obelisk standing beside Santa Mara in Aracoeli,
removed in 1582 10 the Villa Mattei on the Caclian il

To the night s the Roman Forum, with the Temple of Saturn just below the
brow of the hill: in the Backeround s the tower of the Cont, which hos béen
labelled “tower of the Milizie',



D, THE ANCIEXT BOMAN TABULARIUM WITH THE SENATOR & PALACE
ABOVE I'T, SEEN FROM THE ROMAN FOHUW

Photographed 1545

Directly in front of the Tabularium are three corner columns (ane hidden belined
its companion in this view) which belong to the Temple of Vespasiun. The vight
enlumns ax the left formed part of the Temple of Saturn. The ledge in the loreground
marks the wop of & restoration of the rostrum from which the emperors and other
dignitaries spoke.

Roman masonry of THRC renches above the open arelvways of the Tabulorim,
Cmnee all the arches were open; that at the right bis abways remained so, The others
were elosed from some time unkoown vutil a few years ago, when two more were
apenedd,

The sepuare wwer at the right still stands much as it was reconstructed in the
fourteenth cemury. Above the back wall of the Senator's Patace rises the sixteenthe
centurs bell wwer of the Capital.

It wis of these massive Tabularium walls; supporting such a weight of later
history, that Hawthoroe wrote in bis French and Halian Notebooks in 1858

"Wight betore last, my wile and 1 wok 5 mooolight ramble throueh Romie. Wr
aseended the Capitaline Hill, and 1 fell o sarisfaction in placimg my hand on those
frmnense blocks of sione, the semaing of the ancend ['.'l.[ri:rui, which form the foumdanion
ol the present edifice, and will miuke & sure basis for ns may edifices ws posterity may
chouse o rear apon it W e el of the warl, 18 & wondedial, the solidity with which
those uld Romans built; one would supposs they eontemplated the whole course of Time
as the only Tt of thelr edividal 1ifE"



5. THE TABULARIUM AND SENATOR'S PALACE BEFORE 1575
Etchina feam Dy Pérar's Vestim, Rome, 1575, New York, Metrapolitan Musewm af Art

From the one open arcliway men are carrving salt, a state monopoly which was.
stored in U Tabulardum until the seventeenth century: and which has seriously
croded its masonry, The tower is still the medieval campanile, taken down i 1574,
ti be peplaced by Martino Longhi's preseat structure.

Through the debris of centuries, the level ol the Forum had risen wuneil the
columns of Vespasian's temple were half buried in Du Pérac’s dav. This aceumula-
tion was removed by nineteenth-century excavations, which were carried down o
the early impenal level and, in some places, even liawier.



66. THE CAPITOL PIAZZA aABOUT 1760-17635
Drawing by Hubert Robert | French), Valence, Museum

At the left are the Capitoline Museum and the statue of Marcus Aurélive which
Pope Paul TIT moved to the plazza from the Lateran in 1530 At the right is the
front ol the Senator's Paluee with the saircase planned by Michelangelo sharply
foreshortenied. In the distance is the staircase leading 1o the church of Santa Maria
in Aracocli,

In or near this church Gibbon, in 1764, concelved the idea of his monumental
Drcline and Fall of the Roman Empire.



';',:- THT CAPTTOL PIAZZA 1IN MOUDERN TIMES. VIEW LOOKING NORTH
MLONG THE STATHWAY OF THE SENATOR'S PALACE

Above the fountain at the (oot of the statrway to the Semivtor's Paliee dis the sall
from which the city flog fies when the Counedl i3 in sessions Inothe distanee s the
tower ol the Milizie.



O, THE CAPITOL JLLUMINATED
IN CELEBRATION OF THE PROCEAMATION OF THE ROMAN REPUBLICU,
FEBRUARY 0, 1849

Nustrated London News, Februar 24, 184y, Naw York Public Library

To the Tahan revolutionaries who illuminated the Capitol in celebration of the
Republic of 1834, Rome and her ancient centre symbolized at once & heroic past
and a hopetul futare. Their leader, Ganbaldi, wrote of this fechng:

"Whaot elue wos tliis 1:11'!, Lo frer, o Terven Josver ||l‘.1r|1iquil_\‘, Linat I]!rnlpir.tl ol the whiopld
A dethrowed queen! Yes: but from Her ruims. immense, sublime, gigantic. there emergpe
a Tuminous spectre—the memory of all dhae was geeat 1o the past Biv selsir the Rome
of the future. beanng within her hean the passion ol regeneration for p penple pursued
by thie yealous epomry of the Powers, because thai people was born great and hos marched
i the van of the notons. & ., Rome to me i the one aoed ondy symbol of Talian ity



b, CELERRATION DF THE BIRTHDAY OF ROMFE
IN THE CAPITOL PIAZZA,
APEIL 21, 1G5

Since the sstablishment of Rome as the nation’s capital mo 1850, the Cipitol hill
itgedl Hus ]}l wver] o less |:|nﬂ|[[|| b et in pational and nvecisiional alfors, 1t was
from the Palazzo di Montecitorio, seat of the Talian Parliament, that the vote in
tavour of the present republic was announ: ol June po, gty but when the delayed
proclamation was muade on June 16, the flag of the old republic of 1B48 was dis-
F‘i*"‘_“ il above the staircase Htii'hr|.1lll.:1'1rl bl |P1-1IIIII d for the Senatn™s Palace,
As Rame the city 1s older than Taly the state, it s firting that the Capitol should
remain essentinlly the ertv’s centre, the ‘-‘Lm|}|1|. asin Vi 1Lli saluy, of her Ildllltllk
streneth ;s as such, i is the mose e of all plices, o this city of historic legend, for
the vearly celebmnon of Rome’s Jegendary begimmngs more than twenty-seven

COMTUTICS Ao,



70 SANTA MARTIA TN ARAUDELT AND THE SENATOR 5 PALADE
Photographed 1556

Avthe left j=a corner of the monument of Victor Emmanuel 11, with the ruins of
the sreient Romun apaciment house below it. Above the broad starrease, built in
1348 ol marble taken from the muined Temple af the Sun or S¢ rapis on the Quirinal
Plates 154-5,, rises the bare brick acade ol the ehurch, At the vight of the stairway
i the Capitaline Museum. The Conservittori Museum s too far to the night 1o be
steen b the background 8 the Senator’s Palace. The facade of the ehurch was w
have been Beed with mosaic, but after sis hondred vears the raw brick-work =il
waits 1 be concealeds Ar the leli of the central window, ther appeirs viry [aintly
g witlbed=1ooutline markimg the location of the alock which reeulnted the ey Life
of Rome for centuries belore 18 removal wothe bell wower of the Capitol, The
shallow starrense called the Cordonata. toward the vight, Teads up 1o the Capitol
Piazza.



-

Fh. SANTA MARIA IN ARACOELL AND THE SENATOR'S PALAGE
IN THE SIXTEENTH CENTURY
Dvawing by the Anonymus Fabriczy | Netherlandvsfi . Stuttgart, Print Raom

I this sixteenth-century drawing the Capitol Piazza is not yer compleied
accordance with Michelangelo’s plans, althoogh the statue of Marcus Aurelius
stands in its centre, where Paul T placed it in 1538,

The Conservators’ Paliee, i comner of which appears at the extreme rght, had
been givien part of its new fgade, but the Capitoline Museum, now opposite, was as
yet unbuilt and the statues have not yer been placed on the edie o the Capital
Piazza, The clock, which was later transferred 1o the Capitod bell wower, is shown:
still on the front off Mary’s church.

In general, however, the pinzza and Senator's Palacr have begun o lose their
medieval aspect ofa fortified place and o ke on their present ordered appearance.



2. HUINS OF A ROMAX APARTMENT HOUSE OF THE FIRST LENTURY A.D
AT THE FOOT OF THE CAPITO)

f‘.".'-'-'.'-u[,'?.'.'f'.f.'rnl' 1953

A the lelt 5 &4 corner of the Victor Emmanoe] monument: behind i a -_-||m|£}'\| ol
Santa Marmo m Araees i, o carner of thi {.:.\,'I_F_I:‘Illll_ijl ?\.l||hl'||||;|_| and the bell tower ol
thie Seputors Paloee. Tlu gt statrway 1o the church leads up sthowe the ruitieed
hoise, which was onee six stories hieh, Thie belloy 1 =iy from the ancient building
belongmd to the medieval chirch ol San Biagio di Mercatello, built no the pirt-
ment hois
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7%, THE S8ITE OF THE ROMAN APARTMENT HOUSE I8 1hbs

Engtaving by Givpanni Battivta Falda (Nalivn). Reme, Library of the dwierican Avaden

The |r.un{;|u|- vhurch of Santa Rita da Casecia which covers part of the site was
demalished in 1927 and reserectind near the Theatre of Marcellus, Pars of the
church of San Biagio lay bencath and behind this laer church,
Berween the date of this CTETN inj_: angl thar of the sixteenthe CoIury fiT;!'u‘L'il'l_E
Plare 71) the Piazza has been completed acoording o Michelangelo™s plans,
though with some alterntions. The Capnoline Museum confronis the Palace of the
Conservators: the shallow staircase of the Cordonata has been finished ;- and the
stalues are in place an the Balnstrade at i top.



FHE PALAMTINE HTLIE

|J'|'-'||'-|'I'|'|"|'| preeed from B soubheast, a@owd 1095 i
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75. THE SOUTH SIDE OF THE PALATINE HILL

Fiew from the Aventine novass the site af the Cirens Maximus. Photograplied 1440

Ihe side of the In l"\"lllllﬂi\II.tI.: the cirens [aces Hlll!’jli]‘_\ southwiest : that overlonk-

northeast; but for the suke of simplicity they are wsually referred
o as the south and north sides.

At the right bnd centre are the greai arched substuciores beeun by Domitian
ind completed by Severus wy increase the building surface of the hill

ing the Formm,

Above them
15 the Belvedere: nearer the contre the rumned walls of the baths and prerhiaps ol
other structures balle by Severns: and the exedra of Doimrtiaon overlooking the casi
sice of the Stadium. The Stdium’s south end fses just bevoned the round tower in
ithe centre oreoround.

In the backgrmound, beyond a clump of evpressed, i5 o caorper aof the Palatine
Museum, marking the site of part of the Vills Palatina-Mills, The square dark

doorwuy tothe left is an entrance 1o the courtvard of Domitan's recemy excavated
risidenial palace
Somne distance o the el s the small 1;p.'HI1'-'!I|I|'|-| Eniury casimnn witha !|||_[',_1::'!.1

tlevorited 10 the manner of l{.r|i||-|ri. Farther to the left mses the monument of

Victor Emmanuel.
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76, THE SOUTH $IDE OF THE PALATINE HILL
IN THE SIXTHEENTH GENTURY

Elching from Du Pérac’t Vestigi, Rome, 1575 Neaw Vork, Metropolitan Museam of Art

At the extreme right, beyond the substructures of Severus, stand the remains of the
Septizonium, built by Severus and demolished soon alter this erching was made.

The site of the Circus Miaximus is here planted with vegetables. A lengthwise
path marks the line of the old spina, or low wall along it centre. The caption that
Du Pérac adds 1o the erching notes that sn obelisk lies buried here.

There were. i fact, two obelisks liere, both excavated in 1587 by Pope Sixtus V.
The first, the smaller ane. had been brought by Augustus from Heliopolis and set
up in the cireus. Sixtus moved it o s present position in the Piazza del Popolo.
The uither. the last and lirgest hrought to Rome, came from Egypt in A.p, 357 in
4 galley with three hundred oare T was set up by Stxtus in front of the basilica of
Saint John Lateran,



T-THE SURSTRTULTLURES OF SEPFTIMIVE SEVERUS AND THE
EEPTIZONIUM SEEN FROM THE EAST, 5321585

Draunng by Marten van Heemskerck | Duick). Bevlin, Print Room

The inseriptron on the drawing, "Her very ruins show how great Romie was', is
found in almeost the same form in Franeesen Albertim’s Opooeudume de Virabilibay
uorar ¢f veferis urhis Rowrae, first published in 1510 and re-printed three times in the
nest bew years, T seems o e guoted theee from some earlier source, similar 1o but
aot identical with the famous Bament of Hildebert of Toums, Sebastiann Serlio ased
i, s f!ill'ii:.rtl by Van Heemskerck, on the Iiﬂt-—ih!u:-n!'i:i\- T iied Baok -Ef'_lnfr:frr-.'m.‘
in 1540, Sinee then it hias been o commeoen inseription on publicitions of Roman
memuments, Fifty yeurs alter this deiwwing was madle Sixtus Vo decreed the destrue-
tian ol the Septionum o prosade o quarny foe his geeat building projecis,



8. LOORING OUT EASTWARLD FROM THE SECOND FLOOR OF THI

N RCHES SHOWSN IXN VAN HEEMZEERUR B DEAWLENLG
From an il ot

Benenth the terrace i a fne mnee of lally ¢h b onarches, [raming lovely glimpses

of 1he Alban Hills "
Augosios Hiure, [Valki i Rome, piita,



LER

OF BEVERUS AND THE AQUEDUCT

70 THE SUBSTRUCTURES
ARCH OF TONSTANTINE AT THE

DOMITIAN., WITH TIilE
END OF THE Via DI SAN GREGORIO

Elclung, first half pf the ranetvemth cemture, Rome, Natienal Lifron

Few of Rome’s trapenal remnanis appealed morve strongly o the pimeeenth cen-

wry's love of the picturesgue than these grem substructures an the edee of thy

Palanne, George Hillard's deseripoon of th
the eteching and the realivy:
Oine harelly krosvs whether so call the scene a lnndseape o 8 foin 1t

il vaults, wches

withol o pla
Creorae Hillurd, Six Mowihe in fial

Palace of the Cacsars” saitetl equally

s dalnymint!

broken walls, and Iragwments of colomng; o mighty maee of desalatis
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B LOORISO DUTWARD FROM THE ARUHES IN THE ETCHING
OPPrOSITE TOWARD TITE Via DI sAXN GREGLORIO

Frowpr an ol l|’||".'|||'rl_‘.rr'|'|".":l'

The arches af these substractures, whother seen from withing as liere, or from with-
fully justified the comment by Augustus Hire:

o, as i the ewching opposite,
birick

“Few compositions can be Aner than those formed by the huge masses o stately

arches. fuden with n wealth of birastinus, cyvtisus, s other Bowering plints.”
\n:_l\uﬂn- Hire, 1alks in Rome, B8z



vl HUING OF THE BATH: OF SEVERLS AN THE sTADRND'Y RipX

f'.‘i"-'-'n'--'_'-'-.l'.l'-l'n'-'n'.' i ,l".l

I'he roins of the baths are ar the el those of the Stadivmean the riehe



B2 REUIN® OF THE BATHS DF SEVERUS AND THE STADIUM BOX
SEEN FROM THE GARUDEN OF THE COXVENT DF SAINT BONAVERTURA

f.'.".f.'n;_'F.-J,.'u’-. early mineteenth century. Howee, Nateeral Primi { -.".".--"-""'. Palaz o Wrsind

‘Tmagine: a fll, upwards of a il m circiit, and less than two hundeed feer higl,
strewn with shapeless ruins and vireming with escavistions, 10 el an exienl thin the
wrizinal sanl e alinost I|:-J||':|| el iy Trarnents af brick aml morta in:-.r-p:'r'ce il with
kitchen sarders i the erowineg: of such matier-ol-hel vepeinliles o caulillowet, arti-

chelies. aned lermees throw in eevastonadbe the vine, e faueel) thie cypress, amd e vy

viverehsdow 10 witls Here s theee o sely oak: coown thie whisle With mesmmare, e
villi [ the Yilla Paluthyg NEHEST and v will have somne oot of phe Palace of thi

George Hillard, Siv Manthe i dtaly, iy



H:‘. LOORING SOUTH ALONG THE STADIUM OR SUNKEN GARDEN

Pﬂrr.lh.a_q J’r;j.l.ﬁ el 1o 4%

At the left s the curved wall of Domigan’s exedr, overlooking the Stadiom, with a
glimpse of the Baths of Severus.

The stumps of brick columns parallel w the enclosure walls mark the outline of
the ancient portico of Domitian, The cross-wall in the foreground shows the line of
a portics added luer. The oval enclesure at the T end was probably construeted

by Theodoric.



ToAW AR

4. LOORING NORTHWEST ALDNL THE s1AlIUM

BOMITIAN'S RESIDENTIAL PALACE: THE LAST OF THE VILLA MILLS

,:'Jlllfaa::Jlf;-'-'lf' o 1!.r"fl . P
Tlus view 15 takon from the opposite endd of the Studium to thit shivwn i the pre-

ceding plate. The small square building crbedded T the ancient Roman walls
Falatina-Mills, wlich

near the left centre s one of the lagt remmams of thy Villa
2 0l ddemioki-

had stood on tie site of this patace for conturies. 1 was in the final arag

L whien this Fr]lllllll_'l-?l|1h was aken,



B5, THE LOWER PERIATYLE OF DOMITIAN'S RESIDENTIAL PALACE,

]
LOOKIXG SORTH

Photoprapificd about 1538

I'has peristvle is one of the two apen, colonnaded courtvards abour which the palace
wis built. The main living roams were grouped about a second, higher peristvle,
Birther north, entered Tom this upper levels

Until 1g926-1427 much of the northern part of the palave wias covered by the
building and grounds of the Villa Palatine-Mills, begun by the Maitei family in
the sixteenth century and adeded te at "L'.I.'Ii1""l]"'\- [1|-r'1nr1. In 1868 the nuns-of the
Cheeder ol the Visitation, which had boughr th property, added a new wing o ther
convent. 'In the left of the tree appearss oo corner of this wing, which has bern
considerably remodelled, and 15 now used as the Palatine Museuin.



B0, THE VILLA PALATINA-MILL: RISING BEHIND THE LOWER
PERISTYLE OF DOMITIAN 2 RESTOENTIAL TALAGCY
I THE NINETEENTH CENTIRY

Frame an ald phitagraph, conrtesy of the Doeectar of the Fovym und Polatine

The Tlllim ot 1.1'-".'.- hore 15 I'.‘\‘-"rln.l“'{t' thie samie s i the :|I|Iflll".[!-t'|l|| (VK wile | Plaw
tnl. Between 1818 and 1833 Charles Mills had covered, with the sham Gothie
facade, which appears here, part of the old villa begun by the Matted family in the
sixteenth centurv, When this was removed o 1g2b and the compartively modern
structures demolished, it was discovered thar these loer walls often enelosed those
OF the ancient imperual palace.

In the ©regroand Tie some of the hall-buried voies abour the lower pensovle,
trc luding the ‘three underground rooms’ whiich [areiant described poth |=5!.n'ﬁ Ak
|||.iti||.|.l'|;|_ 't'-i'h i'.‘. ._|_|]|.| ey !;in, l.]]:"-l'l.lljl, -_ _-‘11_ I|:|_|' ]{'“ i"-\. ”H FIesws” WL, ‘i'.|l|.i'l_| iJ‘\ ”I.I!'

ns i (868 and now forming the Palatine Musenm, which still marks the ground
bevel of the Vil Pabivina-Nlills,



7. A CORNER WALL OF 'THIi BASILILA OF THE FLAVIAK PALALCE

FRAON HE =0UTH

Pl'lu'u.'.‘r.':".' -.'In'n."'r i L L]

At the nghtis the comer of the Basilicd with tragments of markle columns belone-
g 1o the |

lortito which surrovmnded the western and northern sides of Dot
stale i1_|_[,-,|. i, Tl "Hall ol Isis’ }I.H[.'.I'i!. irl L :.L1I;_-|||i.|lx dav
the Hewr of the basillea. J:’.‘i:'-l-

an's
A 4740 ), Hes beneath
fhcial section of Domitian's palace was onee piart ol
the Fornesé estite ony thie Palatin

A the Ieh are the presem Furnise Gardens, laid our above the Palaes of Filveris
in the siceeenth century, Fhe shady modern rond leading up Irom the Foram
rallels the dividing line berween the Palace

rrilichily 1
the hill. T

ol Tiberiua and the rest of
it bl b-subterrancan ( ryproporticus lies bevond the hedee anthe leli



B, THE ORYPFTOPFORTICUS BUILT HY NERO 170 CONKEGT THE

FALATINE WITH HIs GOLDNEN HOUSE

Frog g modern frliotograplt

The arched openings ar the right through which the sunlight sifis, rfse above the
ground in the present Farnese Gardens. The steps at the left lead up into the gar-
dens themselves

In the distance at the northern end ol the Ceyptoparticus o stairway leads up o
an opening on the landing of the Farnese casino - Plate gg..

Par of the tow vaul in this shadowed passageway still retains s delicate stuceo
orraiment i low relicl,



1 L L ""r_;; !_.i}__:F'“

Hi. THE SITE OF THE FARNESE GARDENS ABOVE THE PALACE OF
IIBERIVSE AR NEEN FROM THE TOP OF THE ARCH OF TITUS

f".n"rrl.'u;,"u.!.'f-':'rf 10.40

The roof of the old Farnese casino rises at ilie lelt among the thick trecs which now
mask the hillside, Past it the Clivgs Fictoris e, excavated now to 1S ancient leve -1, Tuns
beneath the partally excavated substruciures of the Palace of Tiberius.

Ihe ruins of the House of the Vestals, on the near or eastern side of the Temple
ol Clastar, now lie uncovered where Vienola's wall ran until the ecarly 1880's.



Qit, THE FARNESE GAHDEXNS IN THE EIGHTEENTH CENTURY

Engraving by Carle dndontrs after a drawmz by Francesco Panani | faltan
Vew Fork, Metrapolitan Musemn of At

Abthe lelt in the engraving is 1he Farnese casino buili by Rainaldi in the seven-
teenth: century at abowt the level of the old Roman Cfiew I-ururfm or Street ol
Victory, named lrom the temple of Victory which i passed. Considerably re-
modelled, this casing remuns waday, 1ts cestral [Duntain 1.’|r[ppi|if intor a basin on
the lowest terrace, On the first landing of the casino’s right-hand stairw: 1y st michi
with a statue hides the present opening | Plate g3} into Nem's Cryptoporticis. An
apen door in the high supporting ficade of the upper trrace, o the right, suggests
at least some commomication with [|I1 brumed substmictures.

At the fiar end ot the garden the arched substruciures af the Palace of Tiberius
ernss the upper rerice like fving butiresses 1o endd agamst o soquare tower boilt by
the Farnese and 1orm down between 1881 and 1oty | Plate g5 Bevond this wewer
more of the palace substructures rise above the Forum. Ay their fbot is the eupola
of the chivrch of Sanim Movia Liberastrice i the Forom bevond, just below the
Capitol, the columns of the temples of Satwrn and Vespasian are Bantly shown, Al
the extreme lower fight & o sugoestion of Vignola’s sixteenth-century wall and
wateway, demolished between (881 and (882, ruoning throueh praciically e
micldle of the rined and bured Hoose of the Vestal Virging



9l. THE FARNESE GARDENS FROM THE FORUM ArOUT BB

Above are the gardens when excava-
tiom ol the Palace of Tiberius was fadrly
well advanced but many of the ancient
walls along the slope were still covered
The wall with Vienola's eare still stood
al 1ts foor. Below s the gate’s cartouche
as 18 now lies with other [rugpments, 16-
cluding the inseription

By tiiflo the central group in the gar-
dens, consstine of the casinog with lis
doulil stalrcase ani founlains on twio
levels Tl e n tedueed L]TTHHI o 1E
present condition  Plate By, The niche
o th hirmi |.:11r|i.‘5r:\ il thee starmcises
h.“' .Lrl'l'h ~'|!l'| el '|T|.q| Iromt the une al

the vight 1t was possible tor ener the

2. THE CARTOUCHE WITH THE Crvptoporiicus | Plawe 88, Bebind the
FARNESE ARMS FROM YVIGNOLA'S GATE casino o the feft vises the corner of th
LYTNG NEAR THE BATHS Flavian basilica | Plate 87). Left of this

OF BARAZALLA, 1957 lies the new wing adeded 1o the Villa

Milatina-Mills | Plate B5) by thie Ordees
0l ”I.I' 1'|..I."-|1._'|I,.I||||_ "'q.l |.||| PR RS AT ]|'|_II
ure the pinnncles of the Gethie Facads

aeled o the old villa by Charles Mills



o ] % ORNER OF THE FARNESE UASINO WITH THE ENTRANCE TO
NERO 8§ UCRYPTOPORTIOUS

Photographed rep0

Al the left, thi uppet oo sull dnps irpon moss and lerms o wf!l.'.\h softlv into
I|11 Ir.|\i.=| n I||.| 1:1“4| LTI e, I'..l iii!r' |J||' ooy, '|';|||'1|' ill. ’!u' |'-IU'|II|'-'II||I-
cenlury q1|-1|',|.1.i|“_: ol the -._r.|:|.|a i [Plale o) a siptie filled the miche, the way is
apen now o the wil, shatddowy labyrinth of Neny's Creptoportions. At the right o
statrway leads ap, past honeyscoloured walls where traces ol gl freseo sl remidi,
toe the remuants of the gardens Iving above the Palaer of Tiborios, From this
terriee there 15 o delightul view of the Forum



Ga. THE PARNESE CASING, WITH THT

EXCAVATED SUBSTHRUOTIURES

OF THE TIBRERIAN PALACE IN THE DISTANCE

_.p.'l'nl'-'l.'_' recfiled & LY

In the foregound s the Tef-hand staivway Teading up bBeside the casium 1o 1he tovpr ol
the halle The [ urs-rlie=ls which decnrzte i K

froom the J'.IJ nesi cost-ol=arms. The
Cnlranci

Plute g3} to the CGryptoporticus ol Nero (Plae 881 is [rom the landing o
the right-hand stairway bevand, under the arch whiose g is bawrely visihle here

|.1|J Tit .|I|! :i_-: u!. M I|'|.1| Ry |.i_ 1.||_.|.|,]|'|| |_|'\-. ||rr .|!'||:|1-'|-_ L,_|||:| st |'i|:'-||".

15 the fountain
ol the FIA Te R TS

In the distance, the (o Victorrae | Plate g6 runs beneath the substructures of

the Palace of Tibedus, whose arches, still halefilled wiih rarth. appear in Pinelli's
painiing, npposite,



05 ROMA SPARITA, VANIZHED ROME] HALF-BURIED sUBSTRUCTURES
OF THE PALAGE OF TIRERIUS IN THE EARLY SINETEENTH CENTURY

Painting by Bortolommen Pinelli | Ttalian|. Rome, Musen di Koma

In Pinelli's painting the great arches supporting the palace are buried nlmost o
their springing, as they continued (o be unttl the excavatons carried on by
X.:!ualu'nn 111 i ehee 1860, The Farmese tower, aeainst which they abut, was not
demaolished unal 18811882, Tt is impossible o see the Capitol's bell tower through
these arches as the artist has shown 1 here,



'LI'-I BEXNEATH THE sUBSTRL FUHRESDF THE PALACE OF TERERIUS

Fhotagrapfied 100

Lo the foveermund s the ancien! Boman pavisig of the Climo Fictariae, which passes
here under the arches shiown in the precedmg prcture, Above them, what romains
of the Farndse Cuardens is still supportod by the massive vaulis of the *Patace of the
Carsars .



Mol thie now dark .'.1L'i|“.|:.~. Facing on this street there wis onee a line view
ALTTRS ||lr' 1'! VLRI i'..lll'l'!u'an\ I:Jll'T Ih.|.'|'| [ 1|i|'r.r“-'q. ll||||:._l| |h|-_\iq~ .H.'hqh, ACTOSS '|h:' f i/ 8]
Firtariar like o bridge, making it o tunmel-like passiage through the mienor of the
palace. In some of the hidden rooms opening off iv and now inacessible 1w visitors,
there sne still rraces of paintings done almost twe thowsand venrs ago. Belare thie
excavarons of the 1860 these archies were fBllied wath earth above the level of the
baleony marked by the restored marble vail
pper part of the great oreground prey,

[here i mmach restorntion also tn the

ﬂ:. FHE GCHUVKREH OF 2ANTA MARIA ANTILUA

BULLT ABOUT THE 2IXTH CENTUEY INTO AN ANCIENT STRUCTURE
BETWEES THE PALATINE ASD THE FORIM

Prliats |_H_r_:,|.,h||.||'|.|" 1645

Fronm the iy Victoriue o doubly mmp leseds doswn i Sant Nz .":.tl.!||||j.|.,
Here, onthe walls and ancient Roman colummns, are Christiun paintings, done
from the sigeh ter tle eigbinh centry, and renewed about eve ry ity yesirs owing to
the damaee caused by dampness in this ane, The frescoes of the seventh conturs
show Greek nmbuence s they were done by artists who wen rehigess i Rome from
the Arab invasion ol the Ensten Roman provinees.



FALACE OF TIBERIUVS AXD THE 51TE

O, THE SUBSTRUGCTURES OF THE
LIBERATRICE, BUILT IN THE MIDDLE AGES OX

ALMOST THE S5AME SITE AS THE CHURCH OF SANTA MARIA ANTIQUA

Photographed ro44

OF §ANTA MARIA

The entrance (o the church of Santn Mana Antigua is through a low arch just o

the right of the litle pemt-roof

The Forum has been excavated and many huried ruins have been discoversd
since the etching opposite was made, One of the notable bindmarks is the site of
the Regia, the official reidence of the Pomifex: Moximus, which lies in the

ill'lrlii'[lﬁll*‘ Illrl"Lfr'I"lllﬂil.'



00, THE SUBATRUCTURES OF THE PALAUE OF TTBERIUVS AND THE
CHURCH OF 3AXTA MARIA LIBERATRILCE, 1_-:_],:-;

Etehing fram Giusepipt Tasr’s Magnificenze di Roma, Rome. 1753
Rome, Library of the American Adaiden

I the loréground s the north side of the Forum, known gt this dme as the Caegpd
Vacerns or Cow Pasture from its commuon use. The Farnese Gardens, at the upper
Ieft, show the neglect that overtook thetm after they passed in 174 w the Bourbons
of Nagples,

Fhe medheval church of Santa Maria Liberatnes, standime almost upon thie site
of Santa Mana Antiqua abandoned in the ninth century, shows the barogue fagads
which 1 retained wntil 1t was demolished in rgoo-1got for the excavation of the
older building and of the ramp leading to the Pabanne,

The mass of ruins to the right of the church belongs vo the ancient struciure e
which it wiis banli.

Beliind the fountain ave the three columns of the Temple of Castor,



100, THE ROMAN FORUN

f...::'.irl;_: Ll .,'"”,1_13; the Fariine biv he {,.lJ_,"'In'm'l 1044

The Tarim s abot northwest and southesst b Tor simpheire the nghe side,
s eipe bices i {..I.'_I||II.|I i sl eallod thivnseth, the other the south. llii'l Saared
Was runs Jengthwdse loge (Te noegleside, The Palating Hill s ot thie Tefl. The view
witk taken foaen e top ol the Areh of Tikus,

Lemple ol Castor,
z. Basiica Tulia, named tor Juhus Cacsar whi began i
poSmall ound Temple of Vean, partially restored
| I--|||||Ir--|'| Satiam

j_...”-l;llh. id e sppasbaatl, frasl whiteh trrummplal prvsesdops moved Lo TSR | |||'|Iu|

B, Clbun o Bhsdine

—

o ——

‘ich of Severys, The opey space begween it and the Tem ple oF Castor is tlee et ol
1t Rl ii'll_l ]||||,||||

Formdiuioms ol sstman Dedon Dy Coaesar. from whitch dignutaces jaoke

Apot where Cacsar s Doy was Dotned i g B where the senate ereoloel o altar
anil vempie m hos: honoor, and oesee which dgrem) made his famos spesch

Sennte Howse, begun by Caesar, lasc restored by Dioeletion (an, 48303

Chorel of Sants Martma andt Loocs babt o mooms of an annes to ihe Secate Fleivise
an et of the ancient Comnitham o open pliee of assermiliy

Pemple of Antoninus amd Faosting, sith chovels o San Lotensa dn Sl Dodlt
babes 15, The Basiliia Avmilia Hes beisweenn this and the Seoate Pl

vndhent baildine leaie gsed ag vestibule of cliurely ol Saines osrrias oo Daiean
AT 111 |.'.'.i||r||1l_: L ||.||_|_u;|||;: i l|'.|' |.|II|III| wil I'l.l-."_. tiew Clinrehy Of Saants L Oasnins
andl Damiait, On it northowilll the Marhle Plan was fastened

Western apse of Basthies of Constunone or Maxenuus, The column i the distance
s thar of Trajan in his foron



RN THE SQUTHWEST ENDN OF THE ROMAN FORUM
Pl‘ﬁrh‘r_[."iullf_l hed 1o £i

Al the lelt are the eolumns of the Temple of Castor excavated 1o show th
chambers within i Joundotions, A lew reconstructed arches of the Basilica Julia
rise. bevond i o the right. Ay the foor ol the Clapitol stand the columns of the
temples of Saturn and N espasian

The row ol restored columns on tall bases that borderthe Forum's OPCN SPACE
the right probuihly oee supporied statues, Ong of these columns hides ibe Columy
of Phocas; om 1.1.'|11|'|1 onve stood thit l'mpl'nkr-- bronze 51 e,

At the nighr 15 the Arch of Septimins Severus, which remained partially b
unitl the bempming ol the mneweenth cenrs



LO2. THE SOUTHWEST EXD OF THE ROMAN FORUM. 1532-1535
Draawing by Marten can Heemsherck | Duteh), Betln, Print Roam

This drawing is the lefi-hand side of a panoramic view of the Forum from the
Palatine, the other half of which appears as Plate 110, Here, at the left, the three
eolumns of Casior's remple are buried w their bases, _]ii:-?[ in fivmt of them the
House of the Vestals lies beneath the earth, where cautle graze between low
enclosing walls. A few almost buried arches mav belong o dhis or wo some other
ancient building,

In the distance, but srrmi:ig closier becaase of the nrtist’s fnl’rﬂhﬂﬂlfllinq, e
the vight columrs of Saturn’s temple and the three of the Temple af Vespasian.
Beside the Colummn of Phocas vises a small medieval towey later used as licence office
for the cattle marker, Behind i, very sketchily deawn, is the church o Saints
Sergius and Bacchus, deconsecrated in the sixteenth century.

The Senator’s Paliee, in its medieval form, rises above the castern face of the
Capital hill in the background; the Gamous palm and the obelisk stand beside Sanwa
Maria in Aracocli toward the night.

The |'|1'i]wiT|.g ijIT'Ih;.i]_jI\.‘ shiows the Formm i11!-1 biefore 1t was eleared for the pree=
cession of Charles Vi 1536, There are no teaces a8 yet of the trees planted 1o
border the triumphal way to the Arch of Severus at the nght,



Tog. COLUMNS OF THE TEMPLE 04

CASTOR, |62
Dirasving by Clande Loreamn | Fronch!. London, British Musenm

Few of the Forum’s monuments have been drawn more often thant these three
eolumns of Castor’s remple. When Claude sketehed tliem with his churacteristic
springing line, he knew them by the name commaon o Lig time, 28 remmints of the
Temple of Jupiter Stator. The founding of this temple, as related in Livy's Roman
Hustory, was connected with a victory by Romulus over the Sabines, and was a
thank offering (o Jupiter rather than 1o Castor and Pallus.



Ifg, THE FORUM, T7473
f’r.'HrF.'-'.!_'.; hy Jdpbonis Cangletto | Dalfan) TV bl Castle, Royvd Colfesfrnn

Reprosluced by gracions 1rr'4rr|i--.i|m of FLAL The Quern

The columns of Castor's wemple rise prominentls here in the loreground; bevond
tierm are those af the I'r‘llliﬂr ol Satierms om the Bl above s the Senatior's Palace
Thee pannting is siened and dated XXV Ovtobirs, MOCKXLITT | tegq), the artist
hiving omitted the 1 thar should have followed the Roman mimeral M,



LO%. THE TEMVPLE OF YESTA IN THE FORUM, PARTIALLY RESTORED
IN THE 143450°s

.I".Jrrl."l]_;".fr'.‘lrr.l'.lu-.'_.|l 1040

In the partial reconstruction of the Temple of Vesta, illustrated above, the
datker portioms are the original marble fragments, Behind the oleanders an the lefi
iz the little round building which ffrmed the vestibule of the chureh of Sains
Cosmas and Dumian, with the broken vaulting of the Basilica of Constantine rising
high bevond 10, At the right are the barmeqe facade and medieval bell tower of
the church of Santa Francesen Ronmmana, at the east end of the Forum.



tob, THE TEMPLE OF VESTA IN THE FORUM | ¢
Roman relief, perhaps of the first century A.D, Flovence, Uffizi

The peliel shown above and pictures of the temple on coins were used in the partial
reconstruction of the 1930%; some believe, however, that this relicl may represent
the temple of Vesta on the Palatine, The capitals here are lonie insicad of Corin-
thian like those found in the Forum and used in the present reconstruction, but
this may simply mean that the reliel shows an older form of the building than the
fragmenis pr:m'h-i-d fielity, which date from a restoration by the wile of Septimius
Severus late in the seoond contury A Ancient coins show the space between the
colummns filled with grill-work as here.



107, THE NORTHWEST CORNER OF THE FORUM
Photographed 1545

Atthe lefi is the triumplal Areh of Septimius Severus, erected in A, 2035 NEXT (o
it, the church of Suints Marting and Luca, first founded in the seventh century in
thee remains of an annex of the Senate House, and rebuilt in 1640, The heighn of s
floor above the Forum is striking evidence of the general rise in ground-level from
the paving of Augustus’ time, in front of the arch; to thar of the seventeenth
centuTy.

Beside the church, on the old Jow level, is the Senate House begun by Julins
Caesar shortly before his death 1o gy poc., 10 replace an older building, 1t was
completed by Augustus, rebuilt by Domitian, and again restored in the time of
Diocletian (A0, 284-505). Originally, its lower walls were faced with marble slals
aniel the upper part was covered with stucco patted in imitntion of marhle. Tt was
hirst converted into a church, dedicated 1w Saint Addan, in the seventh cent Lrv;
i seems never 1o have had an elaborate baroque fagade like those added (0 sn
many ancient churches, In 1035 i was restored as nearly as pessible to the form of
Dinclenan’s time.

I front of the Senate House, under o slanting rood, is one of Rome’s mysterious
relics—a black marhle paving covering @ much older buricd stone carved with an
incomplete inscription, still 2 mystery as to meaning, but the oldest monument we
have of the Latin language. The ancient Romans themselves were divided as to
whether this marked the grave of Romulus or thar of another hero of ancient
times.



(08, THE RORTHWEST CORNER OF THE FORVM BEFODRE I&TS
Eitching from Dy Pére’s Vestigl, Rome, 1575, New Yook, Metvopolitay Museuny of Art

The etching shows clearly the depth o which the Senate House had been buried
by the sixteenth century £ it had then to be entered by o fght of steps leading down
rather than up as originally built. Later, the ground rose still more and a niew door
had 10 be opened on a higher level

The low group of buildings in the cenire, with « mitheval bell-gable; is
libelled the ¢hurch of Saint Martina in the inseription below the erching, which
adds that “inside it 13 o much runed temple of Mars', The Senate Houose, witha
bell 1ower, 8 there called the Temple of Saturn, or church of Sant" Adriane.

At the [ar end of the Arch of Severus stands the battlemented tower remaining
Fromm the days when this rewrthern section formed part ol o baronial fortihcation,
Vian Heemskerck evidently did not ¢hoose 1o emphasize such medieval semnants in
his drawing (Plate o2,



g, THE TEMPLE OF ANTORNINUS AND FAUSTINA AND FHE YESTIBUVLE
0BF THE VATRCH OF SAINTE COSMAS AND DAMIANY ON THE
NSORTH SIDE OF THE FORUM

f'i.lrfh':'i'l.‘! F:Tlf.'il:'q'af ! B

At the Ieft 5 a corner of the Senute Howse; next o ity the site of the Basilica
Armilin, Behind this rise the Column of Trajan and the domes of the two churches
in Trajun's Farum.

Next (o the basilica is the Temple of Antoninus and Faustina, with the seven-
teentli=century church of Sun Loromzo in Miranda within i,

Fo the right is .2 round pagan building of weathered brick ealled by various
niames and long used as the vestibule of the church of Sainis Cosmas ad Divmian,
Fhe two solated columns in frone were part of a portico belonging to a side niche,
I'he bronze doors are the originals, more than 1,600 vears old,

Behind the liule budiding is the main body of the ¢ hurch, an ancient hall, con-
siderably roconstructed, which had some connection with Vespasian's Forum ol
Peace 1o the north. o the Back will of this hall was attached e Marble Plan of

Reme.



110, THE TEMPLE OF ANTONINUS AND FAUSTINA AND THE VESTIBULE
OF THE CHURCH OF SAINTS COSMAS AND DAMIAN, 1582-133%5

Drawing by Marten van Heemskerck (Dutch), Berlin, Print Room

This drawing, the other half ol thar shown in Plate 102, may have been done jusi
before the “tidying up’ of the Forum early in-1536 for the inumph of Charles V.
The sketchy outlines of the old church of San Lorenzo between the temiple’s
columns, for instance, may be due to the et that it was in bad repair; to the
artist’s comparative lack of interest in medievil remams; or o the offoris beng
made to clear it away inorder to give a better view of the portico el One of the
changes pecorded in clearing out the Forum for Charles Vs procession is the
remiwal of the three chapels of the ."‘i.ptlthq'r:nriﬁ' Guild which stood within the
portico. These chapels are not shown here, but as the artist has left om other
structures that should appear in this view, their absence cannot be atiributed
with certainty to the prepasations for this triumphal entey,

Van Heemskerck included not only the Colomn of Trajan but also that of
Marcus Awrelius, moved somewhat eloser o the Forum than it actually stands.
The towerning num shown on the top of the Quinnal hill 1o the background is thai
ol the Temple of the Sun or of Serapis, destroyed i the nexy century. T'his rumn is
the Frantrspizio di Nerone, “Emperor’s Table', or “Tower of Maccenas’, which appears
i Taddeo di Bartolo’s view of Rome [ Plawe 8), and again in Plaves 155 and 157,

At the foot of the hill are the muins of the Temple of Minerva in the Forum of
Nervit, most of which have alsa disappeared.



PP YIEW ALONG THE MOKTH SIDE OF THE FORUM

LOOKING TOWARD THE CAPITO]

Fhatograpited o0



TT2. VIEW ALONG THE NORTH SIDE OF THE FORLUM
LOOKING TOWARD THE CAPITOL, 1B1g

Dreawing by 7. M. W, Thrner | English). London, British Musewm

Turner’s drawing gives a sharply foreshortencd view along the north side of the
Sacred Way, looking roward the Capitol and the western sky. The late afternoon
sun gilds the columns and fagade of the Temple of Antoninus and Fausting and
spills over to the baroque front which still rose above the litile rouid vestibule, The
shadowy distant columns of the temples ar the Capitol's foot are almost indis-
unguishable from the trees which still line the centre of the Forum; only the lone
Column ol Thocis and (he Arch of Severus are recognizable, Light and delicate, as
Turner's topographical drawings always were, this is precise for all its impres.
siomistic lightness of wueh. 1t has caught o perfection the flecting moment when
excavation and restoration had just begun, when the Forum was still assentially a
landscape. The artist has merely indicated the litter of ruins which Shelley hadl
described the vear before in a lewter to his friend, Peacock:

*The Forum isa plain m the midst of Rome, & kind of desert (ol ol hieaps of stones and
pits; aned thongh so pear the habiations of men, is the most desolate place vou eay con-
reive. The rains of tensples stand i and around iy, shattered colimins and ranges of athers
completr, supporting comices of exyuisite workmanship and vast vaults of shatiered
dismes distinet with tegular compartments, mmee filled with sculprures. of ivory and
lernes,’



113. VIEW OF THE FORUM FROM THE FARNESE GARDENS.
Peainting by 7. B. €. Covot | French). Paris. Loucre

T14. VIEW. OF THE FORUM FROM THE FARNEAE CARDE %A

Pobofo v atod
|'.-.I'l'l.l'|' '|r"'"“ “." i



To Platv 113

Corot, 10 whom the tallan sunlight came as o revelation, represented the Forum
hy hrosud masses ol Hght and shade saber than by delicate line, The flow of ligh
which he so loved he used o ereate hiurmony and unity in a scene which must have
presented many disparate clements of trench and gaping hole, He took few liber-
ties with his subject; he needed only o follow the guidance of nature (o achieve the
imifving effecy of hghr.

The buildings are those already seen-ar rthe west end and north side of the Forum.
The columns of the temples of Satarn and of Vespusion blend indistinguishably
from this point of view. The artist purposelv showed the dome of the chureh of the
Holy Name of Mary in Trajan’s Forum more widely separated from that of Saints
Marting and Luca in the Roman Fornm than they really are, in order to silhouette
them both more clearly against the sky..

There is a sense of movement here, from the Capitol dovwn int the Forum and
towards its castern end, paralleled closely in Longfellow's description, as he saw
it two years luter:

T is mow past midnghie: The moon s full and brighr, and the shadows lie so dark and
mussive i the sireews that they seem a parn of the walls thar cast them. T have just
returned fren the Coliseun. o . o O ooy way o the Coliseam, T erossed the Capitoline
hill, and descended into the Roman Fornm by the broad stairway that leads to the
triumphal arch of Septumius Severus, Clase upan my right hand stood the three remain-
ing columps of the Temple of the Thunderer [the Temple of Vespasian | and the beautifisl
lomie portico of the Temple of Caneord [the Temple of Saturn|, their bases in shadow,
anld the bright moonbears strikiog glunt wpon the brokey entabiliatures aluve, Before
me rese the Phoclan column—an soloted shafy, like o' thin vapour hanging in the iy
scarce visilile, and far to the lell the three colossal areles of the Temple oF Peaice [thie
Basilica of Constantine ] —dim, shadowy., indistinet—seem o melt away and mingle with
the sky, 1 crossed the Forum o the foor of the Palatine and ascending the Via Saera
passed lwmeath the Arch of Titus"

Henry Wiadsworth Longfellow, Rame o Midswmmar, in Outre-Mer, 1835,

T Plate 114

Since Corol painted this scene in 1826, the monument of Victor Emmanuel has
risent to dwarf the Capitol. Otherwise little hos clanged except for the addition of a
few modern buildings in the distance or along the edges and the general lowerimg
of the ground level by excavations, The removal of olld buildings north of the
Forum gives a elearver view of the dome of the churel of Santa Mara di Loreto
left centre) and that of its sister church of the Holy Name of Mary, both in
Trajan’s Forum. The dome of the latter almost overlaps that of Saints Martina
and Luca facing the Forum.



115 THE ROMAN FORUM LUORING EAST TOWARD THE
COLOSSECM AND THE ARUGH OF TITUS, 1735

Painting by Giovanm Panta Panmini’ | Jialian ). Detrote Tastitiise af Aty

T'his view looking east along the Forum is almosi phatagraphic except for a slight
inclination of the long axis w0 give a fuller view into the interior of the erear arches
of the Basilica of Constantine at the fur lefi. Santa Francesea Romana, with the
Caolosseum behind it rises as today. The space berween v and the Arch of Titus is
here entively filled by low buildings and the arch itself still has s medieval addis
tions. At the right rise the Famese Gardens on the Palatine. with o glimpse of the
church of Santa Mana Liberawice ar their foot, behind the three columns of the
Vemple of Casior,

fo Plate ti6

In the etching opposite, Vasl lis swe P the envitons of Rome into a daringly
fareshortened panoramic view custward from the Capitol. He has shown not only
all the familioy monuments of the Forum snd many of those on the Palatine in his
day, but also the lines of vulned agpueducts which earried the bountiful water sy
ol ancient Rome, and the outlving hill towns from Palestrina (lefi) a the southern
enel of the Sabine Mountains, 1o Castel Gandolfo and Albano richt) in the Alban
Hills,

In the foregmund are two strictures which seem 1o be used in connection sith
the cattle exchivnge, since Vasi has named one the licence-office of the market, Th
one ta the right of the eolumn of Phocas mayv have held some remnants of the old
church of Saints Sermus and Bacchus,

Beyond the Forum are such lundmarks of Tater Rome as the basitica of Sain
John Lareran (above the Colosseum) and the church of Sanin stelano Rotondda

above the Palatne). In the deep loregrinmed emerges the comablatiure ol the
Temple of Vespasian, carved with mplements of sacnifice, and identifiod as the
Temple of Jupiter Tonans” m Vasi's « aption,



110, THE FORUM OR CAMPFO VACOING, 17b5
El -'H'H_r_' .'r:‘:- f-'l'u'n'JHl,I'rf Faxt (Haftan), Newo Yok, .'I.J'r."mlhr}.l';'f.r.rﬂ Muisetinr af 2Art



YT EVENING

Eleanor Clark's phrase, “the For-
wrn, that lovely lake of time’, apth
characterizes this low, quicl, sun-
nv spot between the hills, Here,
ball the Forum's length apun
pagan ruins and a Chrostan chureh
span the centuries. The muarhle
fraomenis i loregronnd [unr{r"
ably belong to the Arel of Augus-
tus af 19 8.0, Found in (852, they
wire hesped here om the site of the
Repia, official residence of the
ancient kings and of the Pontifex
Maximus, opposite the Temple ol
Antoninus  and  Faustina.  The
church is that of Santa Franeesea
R ommana, on theruiris of Ui Temply
of Venus and Romie, Tis bell towey
= mecievil s i barogue Bacade was
added by Carlo Lombardi in 1615

I'N THE FORUM, 1949

118, A CAT AMONG THE HITTXS
DN THE REGLA



FEf)e LATE SUNLIGHT GILDOS THE WEST 3ITDE OF THE ARCIHE OF TITIS

SEAR SANTA FRANCESUCA KOMAXNA ON THE 3UMMIT OF THI
SALKED WAY

.Ir'lﬂl:llllrl.l__ I-|'I|".'.'l:'|'..lI 1944



F20. THE EAST SIDE OF THE ARCH OF TITUS LOOKING TOWARD
THE FORUTM AND THE CAPITOL

Pf'i'ra.hl_:g.h'.llr?ﬂr'r.l' e

I'he tnsenption on the attic ar this side 18 the odginal, almost nineteen hundred
vears old, It reads; sEXATVS © POPVLVSOVE « ROMARVE* BIVO - TIT0 * DIV
VESPASTANT = FILIO| * VESPASTANDO = avoeveto" The Senate and People o
Rome 1o the deified Tious Vespasian Augustus, son of the deified Vespasinn,” The
L'.l'|1!'1;1l‘_-i Gl the lateral coliomns are the carliest existing e |;;1m!].]-. ol the hivbrid
compost e order, combining the acanthus-bell of the Cérinthian arder with Tonii
vidutes. The inseription on the west side of the arch (Plate 11g) 8 moder.

Ta Plate 521

The view threngeh the areh has o hanged livtle in the centurics since Van Heems-
kevek's dravwing apposite, The Forum has been excavated, the Seoator’s Palaee re-
miclelled, and the monument of Vietor Emmanuel bult: The obelisk which the
artist shows beside the church of Santa Marna in Aracoell has heen removied and
s wpper part B now in the garden of the Villa Celimonmna | Marttel) on the
Cachian hill,

Van Heemskerck copied the mscription fairly carefully, partly in Roman and
partly in cursive letenng, The reliel on the inside of the arch s that npposite the
tamons 'Seven Lamps', and shows Titus riding in trivrrph in o fue-horse chariot
led by the goddess Roma and crowned by o Vietory.
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ARCH OF TITUS LOOKING TOWARD
FHE FORUM AND THE CARITOL, L552-1345
Diawing by Murten van Heenskerch | Dutel) . Bevlin, Print Roont
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[22. THE SPOILS OF THE TEMPLE OF .-“'-'HI SALEM CARRIED IN
THE TRIUMPHAL PROCESSION OF TITUS
Relief on the south jamb of the Arch of Titus

The seven-branched candlestick and the other sacred utensils twken from the
Temple of Jerusalem by Titus were deposited by Vespasian in his Temple of
Prace. In 455 the Vandals carmmied them off 1o Carthage, whenee they were rescued
and sent o Constantinople by Jusanian’s general Belisarius when he conguered
the Vandal kingdom in North Africa. According w Procopius, the Emperor
Justiman sent the candlestick back to Jerusalem, where it Fnally disappeared,
possibly when the Perstans sacked the city in 614

To Plate 123

Though Healy's painting opposite was not completed and dated until 1872, the
preliminary work was done and photographs taken of the whaole composition and
of the vanious groups during Longfellow's last brief visit 10 Rome in 186q. The wirl
is the “Edith with golden hair® of The Cleldren's Hour, OF all American authors, he
with probably the most widely loved and honoured in Europe. Lowell had written
Irom Paris some vears carlier: ‘Owver here 10 35 more of reputation w knew Long-
fellow than to have witten vanous immortal works” Thete still exists in Rome 2
Society of the Friends of Longlellow.

U'he other ligures here are representative of the Americang colony of residents aned
visitors who enjoved the pleasuris of the artises life a3 well us the ruins of anticuty
in nineteenth-contury. Rome, Seated at the right, sketching, i the lundscape
patnter, Stanlord Glifford ; behind him s the s wlptor, Launt Thompson, Healy
himsell stands ot the nght, watching the progEress of the skerely, Traces of 4 {iur
beside Longfellow ave still visible bheneath the paint; the photograph of this I
on the spot, though rather indistinet, suggesis that this was probably Jervis
McEwee, American landscape painier,



129, LONGFELLOW AND HIS DAUGHTER EDITH UNDER THE
ARCH OF TiTrs, 186g

Parnting by Coeorge Peler Augustus Healy | Amenican). Newark, New Jersey,
Neward: Musenm Assoctation



124, THE ARCH OF UONSTARNTINE WITH THE ARCH OF TITUS
IN THE DISTANCOE

Photographed 1qy5

The round medallion on the near end of the arch, contemparary with the monu-
ment itsell, represents the moon in her chariot sinking into the sea. The band of
narrow reliel below is also of the fourth century Aun., but the larger panel above
and the freesstanding figures, considerably restored, which stand above the
columns are of carlier date,

The cirele on the paving toward the right shows the place where, until 1934
there stood the remains of the ancient fountain, which marked the meeting-point
o four of the fourteen regions into which Augustus divided the city (regions I, T11,
IV, X). Thas fountain, the Meta Sudans, was removed 1o widen the styeet and parts
of it were placed in the Municipal Antiquarium.

At the exreme left, on the Palatune, is a glimpse of the convent church of San
Bonaventura and, at the right of the avch, of that of San Sehastiann,
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125, THE ARCH OF CONSTANTINE WITH THE ARCH OF TITUS IN THE
DIETANCE AND REMAINSY OF THE META 5UDANS IN THE FOREGROUNID

Eicking from Du Pérac’s Nestel, Rowne, 1575. New Vork, Metiopoliton Museum of At

The eiching shows clearly the imseaption which still remains on both fuces of the
arch: 1MP = CAES *» FL * GCONSTANTING * MAXIMO » B = F * AVGVETO
$ P Q- K- lz"r'“h "INSTINGTY "DIVINITATIS "MENTIS " MAGRITYVRINE-CVM
EXERGCITY"AVO"TAM *DE"TYHANNDO " I"!_\.'.-\\r "DEDOMX]I " EIVS"FARTIONE
YNOTEMPORE * IVETIS * REMPVEBLICAM = VLTVE * ESET * ARMIS * ARCVM -
TRIVMPHIS * INSIGNEM = DICAVIT

“To the Emperor and Caesar Flavius Constantinus the Great, the Pious, the
Fortunate, Augustus—inasmuch as through the inspirstion of Deity, and the
greatness o his mimd, He, with his army, avenged the Stiate, with righteous arms
both en the Tyrant and on all the partisans of his Getion—the Senale and People
ol Rome dedicated the Areh adorned with Trivmphs.



t2h, RELIEFS OVER A SIDE OPENING OF THE ARCH OF CONSTANTINE

The circular medallions above, of much finer workmanship than the band of

relief, were taken from some carlicr monument, perhaps one of Hadrian's time
{A.p. 117-138). The head of the emperar in the boar-hunting scene seeins 1o have
been replaced by one of Constantine; that in the sacrifice to Apollo may be an
older hewd reworked,
The band of reliel” below, executed with fourth-century carelesness, shows a
unique anciont view of the west end of the Roman Forum. In the centre is the
rostrum (Plawe 100, No, #) on which Constantine, sorrounded by his court,
stands to address the people. The emperor’s head has been broken off, perhaps
during one of the revols against Christianity, Statues of seated emperors are ot
cach end of the rostrum,

At the rightis the wiple opening of the Arch of Septimius Severus: at the extreme
left are arches of the Basilica Julia, several of which have been restored. Between

thuem and rthe rostrum s the single Arch of Tiberius of which only the foundation
and a few fragments remain,



12%, DETAILS OF FOURTH-CENTURY SCULPTURE ON THE EAST END OQF
THE ARUH OF CONSTANTINE

All the sculpture of this central section of the arch’s eastern end belongs 1o the ttme
of Constantine, In the round medallion the artise has tnied (o [ollow the earlier
roundels opposite,. The design of this scene, in which the moon sinks into 1 sea
represented by the reclining god, Oceanus, is delightful, but its execution, in
comparisem with the older medallions, is coarse.

The narrow hand of relief below muay represent Constantine’s army somtimg oot
from Milan in g12 for victory over Maxentius. Two trumpeters lead the way.
They are followed by soldiers bearing statues of the eods most venerated by the
armv—Victory and the Mithraic deity, Sol Invictus, the Invincible Sun. This
reliel, Mrom Constantine’s own century, demonstrates even more forcefully than
the re-used medallions of sacrificial scenes shown opposite the strong pagan
element of the time. The Romian drmy then, and for vears alterward, was i
stronghold of Mithrusm, Christianitv's most Tormidable rival; the representation
ol these gods evidently seemed o matter of course on the eve of Constanting’s
recoenition of the Christian Gith,



128, THE REMAINING ARCHES OF THT

NMORTH AISLE OF THE RARILICA
OF COMNSTANTINE O MAXENTILUS

Fhotographed 1041

Ihe last remaining column which stood beneath the vault between the st and
secotd bavs was removed tn 1B o stand in front of Santa Maria Maggiore and to
bear astatue of the Viemno, The overhunging masonry is unallected, pseifyving both
o the purely decorntive function of these huee columns and o the strengih of
Roman concrete,

In the right pier the remains of an ancient cireular stair lead upward toward
the vool of the nave ) there may once have been several simitir staireases. A i il
one s embedded in a great fragment of pier and vaulting which fell northwird into
the Forum ol Peace some ume in the Middle Ages.,
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120. THE REMAINING ARCHES OF THE NORTH AISLE OF THE BASILICA
I% THE 3IXTEENTH GQENTURY

Eiching from Du Pérac's Vesugi, Rome, 1575, New Vork, Metropolitan Museum of Ar

The eolummn is still in place between the first and second bays. The caption of the
etching tells us that this ‘temple” was the repository of “all the rfiches and oma-
ments of the temple of Solomon which Titus brought in triumph 1o Rome’,
It makes the nld mistake of identifving the basilica with Vespasian’s Temple ol
Prace.

The artist hus shown the mol covered with the conventiomalized foliage like
that in his erching of the Baths of Diocletan | Plate 158). Rodolfo Lanciani states
that this roof was granted in 1547 0 Eunalo Silvesin, who laid out a garden there
and filled it with antiques,



130, THE COLOSSEUM SEEN THROUGH THE ARCHES OF MAXENTIUS
PORTICO OF THE BASILICA OF CONSTANTINE, 1823

Puainting by 7. B. €. Carat {French), Paris, Lowor

Here the basilics’s castemn III'IIT'iI'11 forms. & monumental loreeround for the
Colosseum's mighty bulk. This painting, dated December, 1825, was one of the
hirst Cloror did in Rome, to which he came late in that vear, He wrote early i the
mierth s i cannot say much for the climate of Rome: sinee T have been Here it has
done nothimg bur raim; That does not atleet me, however, for [ espocted it He put
w0 gewwed use; however, the winter's golden momenis, [Gr the arches of Maxentiis
glow 1n the lighyof the settiag sun,

More than any of his spring-time pictures, showing Rome soltened and viiled
by feathery trees, this painting embodies the artistcs feeling for the city's ineampar-
able severite and grandour of mass, There is an etnphists here onsolid fomm absent
[rom The Forum from the Farnese Gardens | Plite | 15 antd The Calossenn from the Farmese
Coardeny [Plate 135, both painted in March of (826,



P41, VIEW IN THE BASILICA OF CONSTANTINE LOOKING TOWARD

]

FTHE LDLOSSELUM PREPARATIONS FOR A CONIUERT

F.J.'nlf.-l; r.;!’..".'r g,‘ 14 £0

Ak thE etrenio Teft i the Baglica’s centril apse inte which the concert shell has
been buile. Towartd the right are the pumned brick piers of the dlen southerm
atsle, O these adventurous boys find seats for night concers, when floodlights
illuminate the Colosseum bevond the portico and the chureh of Santa Francesca
Romana beside i



132 THE SOUTHWEST SIDE OF THE COLOMSEUM AND THE
ARCH OF CONATANTING

Photographed 1544

"This view was tuken from the top of the Arch of Titus, In the foreground appear
ruins of part of the Temple of Venus and Rome: between the Coblosseum and the
Arch ol Constantine a circle in the paving marks the site of the Meta Suduns, re-
moved in 1934, The buttresses which suppart the broken edges of the Colossenm
were built by Pape Leo XIL the outer one being completed in (825,



I35 THE SOUTHWEST SIDE OF THE COLOISEUM ARD THE
ARIUH OF CDXSTASTINE
Divazenneg by the Anonymney Excurialensis, about ¢ ggr, Madrid, Eworial Callection

Here the walls of the outer arcades are broken and crnmbhing and o illlfﬂﬂ*'ikf
core marks the Mela Sudans.,



134, THE SOUTIHWEST $IDE OF THE vovrossevs, t81g
Painting by J. M. W. Turnir (Englich). London, Britich Museum

Here the outer and inner arcades of this side next the Forum are siill crumbling
and unsupported, as they were when Byvron visited the Colosseum in 1815,



145, THE COLOSSEUM FROM THE FARNESE

CARDENS ON THE PALATIXE,
sMARCH, 1H20

Painting by 7. B. C, Corot | French). Paris, Lossone

This painting was done shortly atter the buttress ol the Colosseum’s western wall

had been completed by Leo XIT in 25 At the left is the Arch of Titus as it had
been reconstiucied by Valadier in 18

1822, The frame of trees and flowering shrubs in
the loreground pives the panbing a more preturesgue eHieer than most of Cornot’s
Reaman works: by its very nature the scene lent isell o such a presentaton




136, THE covosseum; 18z

Drawing by Friedvich Olivier | Gevman) . Dieesden, Primt Collection

Phough only vight vears had elapsed sinee the French weeding of the Colosseum n

1612, this drawing reveals s lusuriant growth uprati s ancient walls, The American
pamter. Rembrandt Peale, deseribing the ruin as he saw 10 182, suggests thal
some gpreenery had been spatred ]!-IH]MH{"IH'. ‘bomespos,” be savs, * L oare lef -
lected and covereed with plants and shebs, as o sample of its former guise, My old

friend, asan artist, is among those who regret the change: for he remembers seving

the Colosteum a beausiful wilderness of rins, vines, and shrubbery,”
Olivier spent most of the yeurs TH18 o fBas

5 ivand aboul Rome and Glled several
notebooks with draw ings ol Ltalian scenes. The one 1o w hich this drawing belonged

has been divided among several collections : another, entive, is now in the Albertina
m Vienna.



L37. I8 THE UPPER CORRIDORS OF THE COLOSSEUM

!‘,":5_';'.-;."-!?.1_;; after a drawing A1 7. P Cockburn, fn Views of the Colosseum, Rome
Londom, W, B, €onke, rdtgr

Fotrteen vears after the engraving of this romantic view 11 a shrub-decked corridors
of the ruined amphitheatre, Richard Deakin published s memorable Flora of the
Lofisenm. Nothing could express more aptly the popular sentiments regarding this
mspect of the Colosseum than a passage from g Introduction

“The olyjeirt of the present hittle volume s to call the attention of the lover of the works
of ereation uy these (Toral prodluctions. which flourish, m trinmph, upon the ruins of 2
single building. Flowers are pechaps the most graceful and most lovely oljects af the
creationy but are pot, al any time, more delghul than when associated with what
recalls o the memory time and place, and especially that of generations long passed
Wy .llllﬂi"'.' lorm a |II'|;. i the meTonry, .-!u] (RN T ]] L ||||i;.1-|_':|_|_ ||||_|_ cl:l::hinl_! |II"'1‘N~1!\. _|_|||i,t1
the sadiess of bypote ages.”



b, INTERIOR OF THE COLOSSEUM LOOKING NORTHEAST. 1766

158,
Etching by Grovann Battista Pivanesi | Italian), New York. Metropolitan Musenm of Art
The most widely known views of the Colosseum in Byron's dav were still those of
Piranesi. Belore long, however., thy poet’s deseriptions of moonlight in the Calos-
seum led o such engravings as Cockburn’s view appasite, which is so completely
Byronic iy inspiration that it might serve a8 an illustration for one of the famous
paxsages bn Childe Flavold :

when the fsing moon bemiom o climb
s topmwt areh anid gemily patises there;
Whiess the stars owinkle througels the listigrs af ke,
And e low night-Yerze waves along the air
The garloned fvest, which the oray wolls weea
Like hiurels on the bald G Cossar’s head
When the light shines serene hut doth wot liee.
Fhen in the megtc, circle rse the desd
Heroes have trod this spot-—"ts on their diist ve bread,”



130, MOONLIGHT VIEW IN THE UPPER CDRRIDORS OF THE COLOSSELUM

Engraving after a drawing by 7. P Cockburn, « Views of the Colosseum, Rome
W. B. Cooke, Lomlon, 1841




Egin, A CONCERT IN THE COLOSSEUM, SUNDAY AFTERXQON,

DUETOBER 7, TO5T
For thus concert, a memonal of the Bfueth anmversary of Verdi's death, the butld-
ing was lluminated by Hares a1 the intermission, when dusk was caming on
Crechestra and singers from the opera were direeted by Oliviero de Fabrits: e
audience numbered about five thousand.
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142 AN ARCHED TOoRRIDOR IR THE EARSTLIERN

QOLDEN HOUSE, DISCOVERED LATE IN THE FIFTEEXTH

Hers R.’I|'lh-:t s assisrant Caovanm da Udine and other artsts wiik Lheir noemes
hieh up near the arch. Monots from the paunitings i Hus corridor influenced the
decoration of the Vatcan logrie done under R iphael’s supervision [ Plate o t5 ),

and many ather works as well.
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1453, PAINTING ON THE CEILING VAULT OF IHE ARCHED CORRIDOR
SHOWN OPPORITE, FIRST CENTURY AL,

Slender-columned T1_|~.i|:im1:., such as appear here, furnished a vecurmng motil Lo
decorative painting of the Renaissance and Laer periods.

The small scale and fine detail of this siyle were appropriate o the maodest
rooms of Roman villas such as those of Pompen and Herculanewm. Here in the
vast halls of Nero's palace it is difficult noy only 1o appreciate but even to see theis
delicate fantasvy,



140. A PAINTED UURRIDOR 1IN THE
i

EASTERS WING DOF THE

BOLDEN HOUSE NEAR "THE HALL OF THE GILDED CFEILING

Vasurt deseribes the ear |\. excaviations of these o s and ther effecr oo arcsis:

Execavatioms were maie ot San Plero in Vineuly | I, o damone the ruins al the
Palace of Titus | the mame by which the Baths of Trajan were then known ] with she liope ol
finding statues, when certain subterranean chambers were discovered. wie these were
tecorated all over wath mnwite groffesche, some Reores, stories, and Grubsenis exectwed
i stucen in very low relief, These discoveries Raflaello was raken w see, and CGiovanni
U itline | avcompmanicd his master, when they were both setred with astorstirment at the
tresliess, Leawty, amndd eceellent manner il '||r'-||' wiitks,

l..||,-:_.-||:.‘L.--.l::,.|'l-. of the M Ew

went Egenlers, Seulptors, amd



145. ONE OF THE VATICAXN LOGHIE PAINTED ABOUT 151717519
BY RAPHAZLS PUPILA, SHOWING THE INFLUENCE OF THE
GECORATIONS IN THE GOLDEXN HOUSE

Ihousl it s probable thm Ginlio Romane did much of the paintiteg i this lggia,
Viasar credited considerable of the work o Giovanni Udine, the assistant who
wrote his name on the walls of the arched corndor [ Plate rg2):

These prontesche (Rie they were called grotteiche because they had forst been B in
these grottoes or suliterranean places|, exer uted with so much care did s deeply
enter into, and vake possession of the piind and heart of Glovanni; thar he devoted

humsell whoelly 1o the sty thereal



140, THE LAODCOON.

DISCOVERED TN 1500 ON THE SITE OF NERO R GOLDEN HODE]

Rome ) | .'I'-""n LU L \ .hl LT i

The missing parts of this statue have been restored several times. The present
restorations, made i the carly nincteenth century after it was returned from

France, [ollowed those of the eighteenth cemtury; they are now believed o
iHcormect.
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P4 T THE LADGOOEN SO0ON AFTER IT WAS FOUXD
Engraving by Marco Dente of Ravenna, died 1527, New York, Metropotiean Musewm of Art

I'he stutie wis found broken in several pivces, with some pirts missing, chiefly the
right arm and shoulder of Laocoin, the right arm of the vounger son, and the rnght
hand of the elder



i, LOOKING THROUGH THE SIDE ARCHES OF THE CEXTRAL HALIL

OF THE BATHS OF CARACALLA TOWARD TS
FRIGIDARIUM OR COLD BATH

Photographed 103

These great bock and conerete walls, built more than sevenleen centuries ago, ar
bleak and bare today, their marble columins gone, their painted stucen Gwings des-
trovidd, their immense vaulis mllen, thew halls open w the ik 1_l||i1| relons o,
except lortourists and the summer opera throme, inowhat was onee one of the ciry's

lareest and mest luxurious bathing estiblishments



140, THE BATHS OF CARACALLA FROM THE CENTRAL MALL
TOWARD THE FRIGIDARIUM, 1560-1560

Dirawing by Ciovanme Antonie Dosto | Halian ). Florence, Uiz

When this drawing was done two of the eight immense grey granite columns sull
remained against the piers of the central hill, The one ot the right was taken to
Florence between 1561 and 1565 and ser up there in the Piazza of Santa Trinith.
The fate of the other is unknown.

The witll of the cold buth still had some of s original colonnettes and pedi-
mented niches, but this marble decoration was probably removed soon after the

drawing was made.



P50, VIEW 1IN THE SOUTHERN PERISTYLE OR OYMXAZIUM

(O0F THE RMATHS OF CARALALLA

Craping linles 1o the bock and concrete walls show wherse thi marhle decorations
have been torn away, Pary of the mesaie Qoor is stll in place, though considerably

sunken : other masaic frormenis lean aeains the walls



151, CUOMPOSITE CAPFITAL FOL XD

IN Tl HATHS OF A H A LLLA

J‘l.'-lr.'.'-. ol | armeall

[This « ipital, with o figure ol Hereulis

resembiling the [imous statie  (Plai

iga), was found in the central hall, no

lar Imom where it stands tiodav, 1t forms

il

one of the supports e the highting

|1'|- "||r {1}

STATUE DDF HERKOCU LES

IR
FOUND ENTHE I'540 s TN THE
BATHS OF CARAUGALLA

Vaples, National Museum

[Tus statue, sirned Glveon ol
Vithens and probably based on
a work by the Greek Lvsippos,
wis carved nothe hrst centur
H Found in the central hall of
thie baths, 1t was almost immie-
diately acguired by the family
ol the reigning pope, Paul 111
Farnese, andd 15 olten Known as

thie Farnese Horeules



1583 LOOGRING NORTHWEST ALONG THE CENTRAL HALL OF THE BATHS
OF CARACALLA

Photographed rygh

I 1814, when Shelley was working on Promethes L nbound among the trees and
flowers an the tops of these ruing, he deseribed them in a letter to his friend,

Pt'.“ L L

“In one of the botresses that sapports an mmense and lofty areh, *which bridees the
very winds of heaven'', are the crumblinge revpatin of an antigue winding simirvase, whise
sides are open imomany places w the precipece. This vou ascend, and arrive oo the summit
af 1hese piles | here grow on every side thick entanesled wildernesses of myvetle, and the
mvrletas, and deay and the ﬂil'tl.i‘r'llu'_ |.|I1T||'|"|||||-_ whumse whie !'|||-\.,n.n||1'.\. are  JusEr
develuped, the white fir, and a thousand nameles plants sown by the wandering winds.
These wouiids jre jtersecied on FVery sitle |y paths, ke sheep-tracks through the
|J||:-:1'-1.'.-'us|.| il steep s, wliie I wind 10 every patrt o the immense laliveinih,
Froum the midst rise those prowicles and puisses, themselves ke mountdns, whicly ol
hiave seen [rom below. Tn one place you wind alone o narrow ‘II'.!p eof weed-genw i Fuin:
on one side 15 the mumensiy of carth and sky, on the other g nareow chasm, which s
bounded by an arch of enormous size, fonged by the manveealiuretd

Iolirpe |
hlossoms and supportmg o lofty and rregolar pyramid, overgeown Tike isell’ with the
all=prevailing vegelation



154 THE TOPS OF THE PIERS IN THE CEXTRAL HALL OF THE
BATHS OF CARACALLA, ITHST

Dvaemme by Elika Vedder | American |, duthor's € wllection

Ihe arched opening in the pier shown in the drawing is the same as that which
appears, considerably restored, in the second pier of the photograph opposite. Ttis
probably the door through which the American painter, Elthu Vedder, entered
the staircase to climb the piers thirty-eight veuars after Shelley had written there his
Promethens Unbound, Vedder's skewch of 1857 and his deseription i Digresstons of 17
writlen many vears later, StEEest that time had hr"'ll.li_glll few changes 1o the runs in
these Interviening veurs,

As an older man, in his grevmons, Vedder dwelr wistfully upon “the twilight
passed on the great piers of the Baths of Caracalla, The lallen masonry formed such
greai heaps that the door of the staircase by which we ascended is now hulbway op
one of these piers. The levels above were one mass of Aowers, and the mosaic pave-
ment up there could have been gathered by the bushel.” In these later years hs
pencilled on the drawing’s mount: “This was some time in June 1857. . . . The runs
were wonderfully beautiful before they were “slicked up™. This view from the 1op
tan no longer be had.’

It was from this same spot that Jean Jacgues Ampete looked out at this same
view, with the dome of Saint Peter's Asine against the sky, *the sble work ol man
that has seanething of the grandeur of the works of God',

J"i'lll_l.l-: s .'&1]1!11'*”-_ .f.‘f'.ln'.'ﬂ_f'l.lﬂ Romiine & Rome, Puris, 1B,



I55. THE BATHS OF CARAUCALLA! THE TWO REMAINING PIERS O]
i
THE CALIDARIUNM SEEN FROM THE sOUTH

Phintographed before 1037

The lirst of the papular summer opera senics was given in these baths m July, 1937,
The steel scafolding crected to support the stage 15 so constructed -as not to harm
thi 1111“L|:|]m| and to e visily remavahle. s however, lelt in F]E;:“; histween the
seasons, so thut a photograph such as appears above is not now passiblie.
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156, THE BATHS OF CARALALLAY THE STAGE BUILT BETWEEN

THE PIERS OF THE CALIDARIUM SET FOR PUCUINITES OPERA, |

Phitographed 157

[he settinge for the st acy of Le Tosea, a8 presented o the openimng season ol 1947,
T -|1:.l.45; _|t|||-.. ] E.. aciwm |‘|_'_ﬂp-:. |_'.|_|._a -|| i |||. ]{:liin % sl Limous monimonis,
Hadran™s Tomb, of the Castle of Sant” Angelo, used as a i!l.ﬁ"'lt fortross at the
time in which the opericis set. From its battlements, over which the statue ol the
Archangel Michae! sheathes his sword in token of the ending of & plague conturies

before. the heroine throws hersell o desth alter the villainous chiel of police has

exvcuted her lover on the castle plattorm.



[537- THE DENTRAL HALL OF THE BATHSY OF DMIOULETIAN,
SOW THE CHURCH OF SANTA MARIA DEGLI ANGELL
Fhotagraphed togp0

Muost of the vaulting and eight of the red granite columns are ancient Roman
wartk, This view., !r.'ll_l',tln';i.ﬁ:' .Lh‘lnﬁ the ceniral hindl of the baths, follows the onenta-
tion used by Michelangelo in rempdelling the anciem Tl a3 a church in
1565-1566. In 1749 Vanvitelli changed 1, making the entranee in the south side,
through a hittle chamber opening into the old calidarium 110 the Teft). The present
church is theretore considerably wider than 1t s long



"!I. THE CENTRAL HALL OF THE BATHS OF DIOCLETIAN NEFORE
% THE CHURUH OF

MICHELANGELO REMODELLED 17

SANTA MARIA DEGLI AXGEL]
575 New York, Metropolitan Musewm of et

Elclang from Dy Pérac's Vesuer, Rome, 1

Ihe owcliings m Du Pérac’s book were often based on drawings considerably
older. In this case the Lall had been completely converted into o churcly soma

vears belore the book was i.l||11|:i:.\'!:t'1|,
The view Is taken alomg the main axig of the hall, Being in the same direction

as the phatograph of the church shown opposite.



150, IR MOSES EZEETIEL ON THE DALCONY OF HIS UPPER STUDIO
IN THE BATHS OF DHIOCLETIAX

Phatograph from Fettlen fuatiT) Il”fl-'-'?f-'.-'-'_-,
L

Muoses Jacob Ezckiel (1844-1917), whose studio in Diocletian’s baths was re-
nownted in Rome, was born of a cultivated Jewish family in Richmond : fought in
the Confederate army during the Civil War; then ook up painting and soon after-
ward scolpture, He studied in Berlin and in the 1860°s won a0 s hiolarship which
ook him to Rome, his residence for most of his life. The title of cavaliere was con-
ferred upon him by King Victor Emmanuel 11 that of Officer of the Crown of
Lraly by Humbert 1.

D0, THE UPTER STUDIO OF SIR MOSES EZEKIEL IN THE
BATHS OF DIOCLETIAX

Photagraphed 1 886

"lu"i.liliilt HIBRE RS Phet yeur hr'l'-nr- thie Tvalian LsorvveTTimie |n.'-.|.; over the studio as
part of the prosent National Museum, one author described the gatherings in this
studlio, where Liszt often visited and plaved :

Chice noweek lhrlllll_;Jlllllr "|'|r' WINICT SEAsOn, S "HTI.-_u-. “"F" __'._|r|| il!'- '.'||I.i|i' Feiac ke
eotl and reoelves D 2uests, anel tliere 55 ommasc on (hese nfternimn bwv the first

Artists, musicians, and poets
ire thrawn thete by the sympaihy of o dike earmeanes of lile amd i PP

prianige ancl the fowuar Aones) striong-musicinns iy Rome

I'he vl ied

tinel fl the studio, lined with the dime-tineed eaclands of eaves, i the same ol that ha

shel teved the genermiiins ol the Buctimting populistions of “the Erernal Ciev™.

h.||1_1.lr|l|!' B 1'u"l.It"ll-\ih...l.llll i he T 0rld’ ”'-ln{l v, [E1] \'lnl..a-:“h.--l fapiny .



161, THE BATHS OF DIODCLETIAN AND THE EXTRANCE TO THE
CHURCH OF 2ANTA MARIA DEGLI ANGELL SEEN FROM THE
PIAZZA DELL'FAEDRA

otz .l'u'II"-':Jh‘nf ) f,c_'-’f'-'

Phe entrance to the church looks, as Hawthorne said, ‘like o confused pile ol
ruined brickwork’, fisr it is simply the naked brick corve of o small apse opening
from the now vanished calidarium into a livde chamber of the biaths which forms the
vestihule of the church, Above it rise the clevestory windows which light the church
fromm above as they did the grear ball i aneient dayvs. All exierior beauty of fimish
had lome been gone before Michelangelo ranstormed the hall oo a ehurch, and
httle has been added since. Yot nothing in Rome sugeesis more immediately the
contity ol pagan and CThrstion ity than thos ancient entranee curtained with
the changing colowss of the Clinrch’s sedsons,

The eross marks the central vault of the great hall into which the vestibule opens,
AL the right, toward the rallway station, lies the cotrance to e Nationgl or Terme
Musgeum, which stretiches away behind the church. Moses Ezekiel's studio was
located among the ruins at the extreme right, close to the Museum's catrance,
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182, TUHE COLOXNAGCE, LANT REMNANT OF THE EXUCLOSING
VALL AND PORTICO OF THE FORUM OF NEREVA,. AT THE LORNER
OF THE ViA DEI FORI IMPERIALI AND THE VIa CAVOUR

Fhotographed 140
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164, RUINS OF THE FORUM OF NERVA,

ABOUT 1441
Drgeing by the Anonymus Fyourialensts, Maidvad, Escovial Collection

At the lelt is the temple of Minerva; at the right, the Colonnaive, with the medieval
towerof the Canti rising behind it The arch to the right, through which the anGem
street called Argiletum continued o the Esquiling, is sometimes said 1o have been
called *Noah's Ark' in the Middle Ages, from o contraction of arcus Vervae, Arch of
Nerva, into @ce Noe. Some, however, believe that the name was .|T.l|11ii.‘r.! i the
temple, which, according 10 Master Gregory, was used as a storchouse for grain
and might have sugeested Noah's laving in of provisions for the Flood,



]']_I__ RUIXS OF THE FORUM OF NERVA: THE COLONXNACOE ANOLUT 1770
Etching by Chrovamm Battista Prranest | Ttaltan). New Torvk, Metrapolitan Muvewm af Art

I'he streer operung at the right in Piranesi's etching is the Via Alessiandrina, built
in the sixteenth century, and recently destroved to make way lor the broad Via dei
Fori Imperiale, formerly the Via dell’ Impero,

To Plate 1hi5:

The photograph oppesite shows the muins of the Forum of Nerva as Hawthorne
wrote of them in The Marble Faun in 1850:

Thesy J];h-dd thie [lrrl'lif-r al a -[:-hirpjr | ‘il.lt'l*f\.-l. muwt Tich and beautiful o
architecture, but woefully gnawed by time and shattered by vinlence, bsides hrm[‘;
buried midway in the accumulation of soil thal rises over 4[.-"1 Rimie like 5 Aood -tide.
Within this edifice of antigue sanctity, o boakes shop was now established, with an
entrance on one side : for everywhere, the remnants il ald qr.uu{!-l.”' and d“j_“iu,- |_|__.|!._'r
heen made available for the meanest necessities of today.”

The baker's shop appears at the dight, with the sign Forme ‘oven' or ‘hakery’
above its doorway; the paving ol small lava blocks still rises to the level on which
Hawthorne's party walked.



ibn. THE COLONNACCE BEFORE EXCAVATION
Fron an old photagraph



16BH, THE NORTHEASTERN HEMICYULE OF THE FORUM OF THATANK
BUTLT EARLY IN THE SECOND CENTUEY A.D

Plntographed 144y

The arches of the ground Aoor remained almost buried rom some time i the earls
Mitddle Ages until the exvavations which were begun in the tgea’s, while these of
the upper stories were slmost completely hidden by bater buildings

I'he medicval buildings uncovered when these later structures were ¢leared
away belomged largely 1o the Pnory of the Knighis of Malta, essablished in the
vwelith century, The square medieval tower in the rieght backeround is the
Torre del Grillo,



IE‘?. PART OF THE NORTHEASTERN HEMICYCLE OF THE
FORUM OF TRAJAN, t5fio—1560
Ihraring by Cirovannt Antonin Dosto (ftalian), Florenee, Uffizt

Only the tops of the ground-floor arches are here visible above the earth.



1B, FART OF THE NORTHEASTERY HEMICYCLE OF TRAJAN'S FORUM
BEFORE THE EXCAVATIONS DEGUN IN THE 1g20's

Fram an old photograph

Though the lower arches have been somewhiat dlearcd, those of the WHPCT SLOTics
are more campletely hiddon by later buildings than wn Dosio’s drawing. The Via
Biberatica, named lrom the PCPPET | fafera) sellid here inancient tmes, runs above
the upper arches. The seene as a whole probably looks much the same as when
John Dennic deseribed 1t the 1ioo’s:

Che eustade of the Forome s el pleased o show whio he calls “The Baths: of
Paulus Aemilivg”, but neither are they baths, w had the geear general of Republican
times any conneetion with the pluce. A door in a wall iz ualocked for the visitor; in i
marrow street called Campo Carles, [t ks o singular ruin, & brick building in three
staries, following the huge curve; badf of this i open, o lengil of sver two hundred leet
the vest is partly visibile over RJigh walls of o maeden. There is the aneiens pavemenl il
rl-lli'lﬂ.?'\- tirree, of whaeh the Tava hlocks gre silid us eyver: oy boouluis o LR, (i the
|l'i1.\r'l |||rl|I:. a mw ol the l].-Gl.I:rr Eipmy I‘:HHI:.lII '!n!l.illh' Wit l|||itl':l. .|.||1||.|_I LTAS _i'r'l'l \I:'llt_l_j_l_ 4 |_|,|_1.rd
with mosaie of groy and white teerar ; inside there ave the remuing of studes an the walls.
Ihere are noowindows, bur each Hitle room opens upon the road, with o tall archway
intes which is set a kind of architmve of traveriine, and the doorsill i in place, with its
groove o hold the wooden rom, and the groove also i the travertine b, I one
could see the shop, with e aneiem silver wane, ar fis rigs andd woallem stutls, it would

bring the old lime a e nearer cortainly ) yveol the bmagination reaedily suppilies the



details, Hardly anvthnng in Rome makes the evervday life of that spe more distinet
before the mind than this row ol linde shops; A flighy of aociene stams, fad o wles non
very much broken, leads from the level on which the modern sireen passes by ths
tragmment of antiguity; here vas the second Roor, of rooms bess important evidently; and
v Ereat stmrcase, movw all broken WY, fed o NPPCT s erdinng ar the YVEry o vl
I'majan’s excavabion of the hill. Al alowt this linle ruin of the second century modemn
lile wesess ion very birskly, Part of the aoeient beick Doildinge isell serves as b Dlacksomth's
shop, facing outwarnd o the Via di Campo Carlen

Johin Dennte, Bome of Foday and Feterday, New York, 8g3

LB, LOOKING ALORG THE AXCIEXT SHOPS ON THE YVIiA BIBERATICA
AT THE UPrrElk LEVEL OF THE HEMICYCLE

l|r''Iir.'."l'_'.1-'u".l]_||"'|'l.'.' d I Gt

U'he view above, including part of the Priory of the Knights of Mala (lefi
shows the opposite end of the exedra from that illustrated o Plate 164



150 FTHE COLUMN OF TRAJAN AND A CORNER OF THE EIGHTEENTH-

EXTURY CHOURCH O} HE HOLY NAME OF MARY

:“-':'I':'l'.1'l'|'.".‘la'l "

N ]

This eolumn, ercted I AD. 11 oconmemorales i | ri)an & successiul campalgns
From 101 to 107 agamst the threatening Dacians, inhabitants of a region north of
the Diinube toward the Black Sea
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L3I, THE COLUMN OF TRAJAN AND THE 'ZITE OF HIS FOoRLM™S
LIBHARIES IX THE SIXTEENTH CENTURY

Etching from Du Pérac's Vesugi, Rome. 1575 New York, Metropolitan Museum of Ant

The church at the left is that of Santa Maria di Loreto, which lies above part of the
site of the temple built by Hadran in bonour of the deified Trajan. Its dome has
been comipleted since this etching was made; in the sighteenth century the church
of the Holy Name of Mary was built an the rght o balanes it,

The sunken pit about the columm, first excavated by the French early in the
nineteenth century, has been famed [or vears as the centmal feeding place for
Rome's homicliss cats,

In the view opposite, the steep Via Magnanapoli leads down from the Quirinal
to the column. The name of this street is of uncertain origin, coming from that
evolved during the Middle Ages fior Trajan’s hemicvele liself—Balney Neapols,
A larer name was the Balnea Pauli, or ‘Baths of Paulus Aemilios’, which Dennie
noted as erroneous (Plawe 163,



172, I“'ﬁ]-'ﬁﬁ-“! ARMY CROSING THE DANUBE, READY FOR AN
IMPERIAL REVIEW

Detail from the lower part of the Column of Trajan

Thespiral relick of the column give n-magnificent pretire, in continuous narrtive
form, of the Reman army an parade, in daily routine, and in combat, The lower
row begins with the urmy setting out from a walled city to pass in review before
Trajan. The soldiers cross the Danube woward Dacia on a bridge of boats, while the
recd-crowned god of the river looks on. The last to leave the Gty are the regular
legionaries. They wear the conventional dress of the Roman resulars. with kilted
tunies that show helow cuirasses made of metal strips fastened on leather jackets.
Their swords are belted on: their crestless helmers are hung over their right shoul-
ders; their oblong shiclds are on their left arms, Over their left shoulders they carry
stakes from which hang thar kis; including cooking and cating pots and bags that
prabably held food and rools. The standard bearers appear at the extreme right,
following the officers who are out ol sight around the column,

The action continues in the upper spirals, showing the army pitching camp,
builditie communication stations and permanent bases, lighting and caring lor
the wounded, .



t, AOLDIERE BRINGING TREAJAN THE HEADE OF DAUCIAXNS

Detail of a Fr’.l':e_'l,'luil'] the Codumn af Trajan

I'he soldiers who appear here show the differences in dress that were already fore-
telling the gradual change from the classic o the medieval world. The cavalrymen
wienr trousers. such as were the common garb an mest non=-Meditcrmanean lancds
aned were adopted by the Roman army as useful for service 1n cold chimares. Even-
tually they were worn in Rome itsell, in spite of laws prohibiting them. The soldicrs
Liolding the Dacian heads may be cavalrvmien who louaght dismounted,



I'74 FEAGMENTS OF THE TEMPLE OF THE SUN OR SERAFIS AND
PERHAPS OF THE BATHS OF CONSTAXRTINE, LYINGC IX THE
COLONNA GARDEXNS

IJ*JI.'Jll'll:.":'."li'I!'J.Ilrr'rfl Py
At the right s the giant comer from the cornice of a o mple of the third centur
v, “the largest hlock of marble in Rome’, lving upside down as it fell more than
three hundred vears agn, The part embedded i the ground 1« the pedestal of its
acroterium or angle ornament, which appears in the etching Opposite,
[he fragments grouped at the left may have come from this temple, from the
Baths of Constantine, or from both.



175, THE RTINS OF THE TEMPLE OF THE UN DR SERAPIS AND THE
STAIRCASE RAMPE ENCLOSING MEDIEVAL RUILDINGS OF THE
COLONNA FAMILY I'NS THE SIXTEENTH CENTURY

Etching from Du Pérac’s Vestigi, Rome. 1 575. New Vork, Meteopolitan Miseum of Art

Here the corner of the pediment still crowns the fragment of wmple wall, against
which rises a lortified tower of the Colonma. Colonna structures also lie between the
ruins of the two double stairwayvs of imperial times,



170, LOOKING DOWN ONE OF FME COOLOGNNA GARDEMS ALLEY

TOWARD THE SUBLTRUCTURES OF A ATAITHUCASE RAME AT 1TH
NORTHWERSTERN END

f'.ll.'.'l.f.".-:!.l.-ff.f.'-: i 140



77« SUBSTRUOTURES OF THE STAIRCASE RAMDPS
IN THE SIXTEENTH CENTURY

Anmymans draing. Berlin, Print Roam

Above the southeastern ramp of the staircase rises the remnant of the temple. with
the section of cornice and its supporting modillions still in place.

The stone fram these staireases furmished the material for the stairway 1 Sunta
Muaria in Aracoel on the Capiol in 1948.



I?r-. FHE COLONKA GARDENS IN THE EIGHTREENTH DENTURY

Engraving by Carfo Antommt after a drawing by Francesco Panning | Ialian®,
New York, Metrapolitan Museum of Are

The fragment of the temple cornice lies out of sight at the right on the npper ter-
race. In the distance at the end of the garden are the staircase mmps  Plates
L75-177 ), wpped by buildings which still stand oday.

At the lelt are the bridges which cross the Via della Pilotta from the gallery of
the Colanna Palace 1o the box parterre of the lower terrace,



178 &4 CORNER OF THE UPPER TERRACE OF THE COLOXNNA UARDENS
IN THE EARLY NINETEEXNTH CENTURY

Fainting by an anonymomns ardist. Rome, Museo dv Rama

Here the frugments of ancient architecture are placed {arther apart than (hes
actwally lie, probably in order 10 give a better view of the tower af the Milizie in
the background. A tall buildine hides this tower now.

S0 the gardens and their ruins tooked when Charlotte Eaton wrote in Rame in the
Vincleenth Century: ‘Tt was just such a combination that » painter would by
wished. It was more than piciuresque. It was what his faney could never have
tormed, but his tasie must ot opee have selected.”



40, THE BRONZE BOXER FOUND 1N TH3 QUIRINAL

RUINS AND
NOW IN THE TERME MUSEUM

The statie i a1 present thought o be 3 Roman copy of 3 Hellenistie work done

abot the second century nu



THT. THE BRONZE BOXER AS DISCOVERED N 1885 AMONG THE RUINED
SITHATRUCTURES OF THE TEMPLE ON THE o1 IRINAL UK THE

ADJOINING BATHE OF CONSTANTINE

Phatographed 1885

Phis is the ‘phowograph taken ar the moment of the discovery’ o which Lanciani
relers in his Anctemt Rome i the Light of Kecemt Fxoavanons, alter the *serm-barbaric
athlewe” had been uncovered “as if awakening from o long repose’, See Text,
page 111,



02, THE THEATRE OF MARCELLUS

Phatographed .49

The columns at the rght, discovered durmg the clearing of the neighbourhood in
the 130's and re-erected in 1440, are believed to belong to the Temple of Apollo
restored by . Sosius in the first century 8.0, and called after him the Temple of
Apallo Sesianus. This temple enjovs the reputation of being the carliest important
marble structure that has survived from anuiguity in Rome,



18Y. THE THEATRE OF MARCELLUS 1IN THE SIXTEENTH CEXTURY

Etching from Du Pérac’s Vestig, Rame, 1575 New York, AMevropolitan Museun of Art
g 573 ;

Ihe colonnaded hall 1o the left with the arched passageway through it was part il
the ancient theatre. The archway was called the *Areh of the Savelli’ during this
family’s occupancy of the theatre; it disappeared, with the medieval construction
abowe it, in the seventeenth century,



tHY. PIFFERARD PLAYING REFORE A SHEINE OF THE MADOXNXA
AT THE THEATRE OF MARLELLUS, 18

(]

1
I'.-.I':'.il.'fri:'_" by Bartolommen Pinelli | fialtan _H.-Irr.'q" National Librar

Here, as elsewhere in Rome, the customs of the papal city blended harmoniously
with their ancient settings. Pinelli's cichinge shows a seene loved and desort bed
and pamted often in the nineteenth century but vanished almost entirely now
The pifferare, peasants from the mountain: of southern Daly, mads pilgrimages o
the cities duringe the Christmas seuson, picking up welcome cash from housseholders
who emploved them (o sing and play belore their shrines. ‘Their song’, wrote
William Wermore Siary in Roba df Roma:

i called o worens from 118 bemg sung for nme éonsecutive dive— first, Ror niie dave
previous: i the Fesia of the Madonne, which occurs on the Sith of December, amd
afterward for the nine davs preceding Chrstmas, The same words aned music serve.
however, for both celebrations. The piffrran always go in couples; one plaving on the
sepegid, oF begpipe, the bas and treble accompanment, and the other on the
piffere, o pastoral pipe, which carries the air; and for the month before Chrsimas the
sl of their instruments resanuls thrigh the streets of Rome, wherever there s a
shrine, —whether at the cormersy of the streets, in the dephe of the shops, doswn liele lanes,
in the cenirve of the Corso, in the interior courts of te praclinces, gr g the starrwiys of
private houses,”

Fhe bamps kept burning before such shrmes were almost the oolv iluminaiion ol
Rome's strects until modern times.



145, SHOPS IN THE THEATRE OF MARCELLUS PEFORE |q2-

Fram an old photograph

['hiis }."|!|.1'-ln:'|:r.|i;|a shivws (he theatre 85 11 remained unidl afier togey, mueh ns
Hawthorne hind described it in his Fronek and lalian Notebooks, ‘closely linked in
indeed identified with, the shops; habitations, and swartmne hile of modem Rome'



1B6. THE "TEMPLE OF FORTUNA VIRILIA AND "TEMPLE OF VESTA" WITH
THE CHURGH OF SANTA MARIA IN COSMEDIN IN THE BAVEGROUSD

Phatographed 140

At the leftis the comer of the “Temple of Fortuna Vinls®; st the nghu the “Temple
of Vesta', so called from its round shape. The Tiber hes oun of sight st the right
e church of Santa Mana in Cosmedin, facing om the Piazza Bocea della
Verita, is closely interwoven with the pagan pase. Builtin the sixth century in part
of o liall used as a disttibuting centre lor grain, it also vests partly on the Funda-
vons ol an aliar and 1:'!:'.§|]| which mav have been dedicated 1o Herowles, These
structures probably dlated [rom the davs ol the R |"|:I|.l§.l'|]l: *they must have been very
large, since Pope Hadran 1, when he destroyved them to enlarge the church at the
entl of the ril.{iﬂh crnlury, ok A vear to lrl‘.[.uhr af then remaing,  he ancienl
columns embedded in the walls of the ¢hanch are those of the grmin hudl built in the
fourth century a.p. as a centre for distrbuting free grain to the papulice, As the
imperial administration decayed, this Bmction was taken over by the Church in



digrontae, of "deaneries” established in chiurches on the sites of the old granaries.
Sunta Maria in Cosmedin was ome of these and Santa Maria Antiguicin the Forum
another. The bell tower and extensions of the chusel are medieval.

In the early Middle Ages the chureh wis wsed by Greek refugees from the Arab
conguerons and was known as Saint Mary's in Sehola Coracca.

banls mads

187, THE "TEMPLE OF FORTUNA VIRILIS AND “TEMPLE OF VESTA®
WITH THE CHURCH OF SANTA MARIA TN COSMEDIN
IN THE SIXTEENTH CENTURY

Dvawing by Matthoeus Brill | Flemish). Vienna, Alberting

Matthaeus Brill's drawing shows, somewhat indistinetly, the sixteenth-century
location of one of the church’s popular curiosities, Leaning against the lacade, o
the right of the porch, is the round stone known as the Bocea delta Verita, which was
placed where it now stands, imside the portico, in 1647,



IBE. THE HOUSE OF CRESCENTILS

.F’.r"l.'.'.".'ul.-_'r.':,n.l.'; d 1o

Coarved marbles from buildinegs of ancient Rome decorne the medieval brickwork
of this house, the remuant of & once tall tower. The inseription which bears the
names of i twelfth-centory builder, “the First amone the Fiest, the gveat Nicholas®
and of his @ither, mother, and son i apon the arclitvolt above the doorway, A
Latin couplet still marks the place where a bust of Crescentiug originally stood neas
the entrance.
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18g. THE HOUSE OF CHRESCENTIUS IN THE SEVENTEEXNTH CENTURY

Drawing by Claudio Coello | Spanish). Vienma, Alfbertina

This seventeenth-coninry arist, chicfly known for hus religions paintungs and por-
iranis, has drawn with loving care the classic ornamenmnon of this ruinous buildinge.
The medieval brickwork scems 1o have interested him less, for the structure 15 left
icomplete.

There are lew medieval records of this building in pictures or even in words,
excepi for those which deal with its use in the processional Passion Plavs, when it
was called “the House of Pilate”, and those which assoeiate it wrangly with Cala di
Riernzi. It was left for the nineteenth century'’s vevival of interest in the Middle
Apes 1o bring §1 to the attention of visitors,



TG, THE EXTERIOR OF THE PANTHEON

.;’fln!-r_":n.‘lir."a-':f Ly

Phe inseription below the Pantheon's pediment bears mute evidence to the pre-
cautivns Hadrian took when he rebuih the emple in order not to claim for his own
the structure first built by Agrippa. It reads:
MIAREVS | AGRIPPFA - L I VEIVAD o F - L0O3 TERTIVM - FEGIT

Mareus Agrippa, son ol Lucius, butlt this i his third eonsulship.” The empiy
matrices of this mseription, which had kept the names of Agrippa and his futher
visible through the conturies, were rehilled with bronee in rBgg. Holes in the stones
of the pediment iself show where bronze ornuments were once affised

Crriginally the Pantheon was approached by a Hight ol steps, bul the surtound-
ing carth has risen until the entrance is now at sereet level, The sunken area around
18 sides and back was exeavated o 1881 - 1 BR

Ty
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FGt: *IDE VIEW OF THE PANTHEON IN THE SIXTEENTH CENTURY
Eicking from D Péree’s Nestun, Rome, 15750 New Vork, Meteopolitan Musesnm of vt

Du Pérac’s etching shows clearly the relieving arches of the brick facing and
gives as well a glimpse of the ruined Baths of Agrippa behind the temple.

In front of the building stands a collection of ancient sarcophagi and other seulp-
tured objects, to which Master Gregory referred as early as the twellth eentury
‘haths and other marvellous receptacies of porphyey, and lions and other igures al
the sume material',

In this etching one bell tower mises from the centre of the pediment. Other
pictures show such towers on the gable ends as well,



Q2. THE EXTERIOR OF THE PANTHEGN BEFORE 1881

Fram: an old photapraph

By the seventeenth cemtury the medieval bell towers had became unsafe, and
Bernini erected the two shown liere. Known Liter as the ‘asses’ ears’, these were
fimally demolished in (884, Th photograp also shows the empty mutrices of the
INSCTI LG

The excavations of 1881 about the sides and back of the gtear tunda had not
vet begun when this view was taken, Some tdme sinee then the sow sunken aren
has become one of Rome's many sanctuiries for homeless cats,

"Thousands of cats’, writes Elcanor Clark in Rome and o Filla, *n citv of cats: bs of
lountaing and churches, and as naturally. . . . The cas are: drawn for some reasoi
to ane place or another, which may remain the haunt of their descendants for cen-
turies, and people come and feed them. . . . One of the smaller ancesiral centres
that remains is in back of the Pantheon, where there is a colony of twenty or thirty,

The photograph apposite shows most of this eslony in the deep trench now
apening ofl the narmow street beside the Pantheon



13, CATE IXN THE EXTCAVATIONS AROUND THE PANTHEON

Phi iografhed 1o



||J|_ THE IXKTERIOR OF THE PANTHEOGN
SHOWING THE CENTRAL OPENING AND THE HIGH ALTAR. AROL 1 |J‘.1"|..'{

Elclnang by Cioranm Ballista Piranes (Halian), Neaw York, A fetropolitan Museum of Art

‘But thow, of temples old and altars new,
Stundest alone, with ﬂll!hg'"ul' like to thee
HByron, Childe Harold, Cane IV, 87

I'here was nothing like it in the Empire when it was built, at least no of compar-
ahle size; it stands out in the history of architecture as the first of existing ancient
Iuﬁhlirh!;.\ that wis « llm]‘ltl.‘irﬂ A5 an interor.

This view was taken between the columns of the central niche @ the right on
cntering. The entrance 15 ar the lefi; the high altar faces it at the riphi.



145, THEINSTERIOR OF THE PANTHEON

Painting by Grovanm Padle P prmee | Tafien) . TV axlpneton, Nahowal Ciallery of Ant

Samue! M. Kress Collectton

_‘.I_In|‘a'|.,'|' 'Ii'll' -i'l.'rl_l_[.I! lllH'I'IIIIE 'l.'l.i' |'||-|1|ﬂ|‘\-L IIT|1I'|.| IT\ &0 !!'I.I:J'I:- "|"|"ii|§'r'|"'. MDVEe CToss r.hl

binlliany skv. The artist here faced the portico, looking out o the Piazza delle
Ratendn, with his back ro rhe high altar. Raphael’s tomb s out ol sighi an the nghs




11__pFr, THE PYRAMID OF CESTIUVE WITH THE PORTA SAN PAOLD

Photagraphed 145

Plis tomb, raised almost two thousand vears ago and built into the walls when
Aurelian lortilied the apen city in the third « entury A0, his scon siege after siege
and defence after desperute defence. One of Rome's few monuments 1o be scarred
by bombardment in World War 11, it survived this peril as well. First a Roman
citizen's tomb and now a guardian of the dead from alien lands, it stands wday a
symbal of Rome’s timeless endurance, OF ir, as of the ciry isell] it mav fittingly be
satiel ¢
"In this perspective a year 15 not epochal and no event is final. Before such a
record of indestructibility 1t 1s impossible 1o despair,’
Amne O'Hare MeCormick, New Tork Times Magazine, December 30, 1951



197, THE INNER FACK OF THE PYRAMID AND THE PORTA SAN PAOLO
IN THE JIXTEENTH (ENTURY
Drawing attribited to Bartolommeo Ammanati (Mtalian), Cambndge, Harvard Univernity,
Fogg Museum af Ari

The setting of the pyvramid has changed much since Ammanan’s day, but the
pyramid scarcely at all, except for the excavation of its base in the seventeenth
century, when the doorway of the burial chamber was found. The drawing above
suggests o wild and desolate spot; today the pyramid Lices inward toward solt
green grass and flowers shadowed by pines and cypresses, beneath which the dead
of two centuries lie asleep.



FrHE GRAVE OF SHELLEY BY THE ATRELLIAN WALL
NEAR THE PYHAMID OF CESTILUCS

1qH.
Engrating after @ drawing b W, B. Scait 1873

Inthe engraving an acanthus grows before the flar and simple slab which marks the
erave of Shellev, Just bevond lies his fend, Trelawney, who, with Byron. claimed
and burned the drowned poet’s body when 1t was washed ashore along the Gulf of
spezia in tdzz and placed this slab above the ashies. In the Light of his own un-
umely end dnd fimal resune place, Shelley’s Prelace 1o Jdonais (the vear belore
seerns prophetic: "It miglt make one e love with death woothink tha o should be
Burded in so sweet o place,



iGn. VIEW OF THE FROTESTANT BURYING-GROUND, rB3e—1B34

Parnting by Thomas Cole [ American . Collechion of Mrs. Lonis P. Church, Hudson, N. 1

Cole's londness lor romantic indefiniteness, together with the fact that the cemetery
walls have been changed considerably sinee his time, give the scene an unfamiliar
appearance. The Old Cemetery, where Keats is buried, is in the left foreground,
almost hidden by trees. The New Cemetery, with the grave of Shelley close by
the Aurchan wall, lies to its right. These two graves are mamtained now by the
Kears-Shelley Association, whose headdguarters is the house in the Pinzza di Spagna
where Keais died.

"As we approached the walls', wrote Bayard Taylar, ‘the sepulchre of Caius Cestiue
came in sight—a single solid pyramid one hundred leet in height, The walls are built
aginst it, and the lght apex rises far above the massive gate beside it which was erected
by Belisarius, But theve were other tombs at hand for which we had more sty
than thiat of the forgotten Roman, and we turmed dside to look for the graves of Shelley
and Keuts,

“Ihey lie in the Protestant burying-ground, on the siche of a mouny that slopes genily
up o the old wall of Rome beside the pyramid of Cestius. The meadow armund s still
verdant and sown thick with daistes, and the soft green of the Italian pine mingles with
the dark cypress ahove the slumberers.”

Biward Taylor, Fieny Afoot, 1846,



200. MADRIANTS TOMB, OR CASTLE OF ‘EA.\'I-.-‘LNIJEI.IJ, AND THE BRIDLI
OF SANT ANGELO SEEN FROM DOWNSTREAM

Photographed 1940

Hadrian lumsell completed the onginal bndge as an approach o has tomb; s
ancient name, Pons delius, came from that of the emperor, T, Aelius Hadnanus.
Only the three centre arches belong 1o the 6ld Roman bridee, a8 one arch was
added at each end when the Tiber banks were straighiened and strengthened in
18ge—tHoy.

The ten colossal statues of angels were done by pupils of Bernind, after his de-
signs, in the seventeenth century.

In the backgronnd is the Palazzo i Giustizia, or Courts ol Justice, built in the
nineteenth and twentieth centuries; in the loreground, a gromp of nver bath houses

The photograph was taken Irom the Ponte Vittorio Emanucle, first bridge
dowmstream from that of Sant’ Angelo.



o0, THE CASTLE AND BRIDGE OF SANT ANGELO FROM DOWSSTREAM,
ABCOUT LGl

ﬂf'.'m:.rrl_l_;l -"fl Hee .|.r:rrFi|.rH.'i'- Escomalermms. Madred, £ arnitd Cooflection

The drawine shows the monument just before the extensive alierations carried out
b the Borgia Pope Alexander VI, at the end of the fifteenth century, The bridge-
head aevoss the Tiber 15 heavily fortified by towers and walls: once across the
bridge one wias wlready in the Chastle.



=f12. THE CASTLE AND BRIDGE OF SANT ANGELD AND THE DOME OF
SAINT PETER 3 SEEX FROM U'PSTREAM

Painting by F. B. C, Cored | Frenek) . San Franciico, C.aliformia Palace of the Lesion of Hanor

Corot, the painter of light, was charactenstcally, uninterested in the barogue
angels an the bridge or, indeed, in any par of the scene which did nit present sur-
liaces suitable for broad massing of licht and shade.

This painting and the photograph opposite show the scene of which Gearge
Hillard wrote;

"The most familiar view of Rome embmees the castle and the bridge of 51, Anzelo
and the church of St. Peter's. A thousand times had 1 seen it in ehgravings, and it was
with a peculiay feeling —hall recognition and hall surprise—that | beheld the real LU

in - the smokeless alr of o0 Roman December, The combination & s happy and

picturesque that they appear io hive wrrauged thermelves for the especial benefit ol
wrtists, and 1 be good-naturedly standing. like models, 1o be skerchied

hey make o
poture mevitable,'

Cieorge Flillard, Six Mk in flaly LH‘IJ'_



ad, THE CASTLE AXD BRIDGE OF FANT ANGELD AND DUOME OF

)
SAINT PETER S SEEN FROM UPSTREAM

From an old phatograph

The photograph of the castle and brdge was tken before the change inthe Tiber's
banks and the adidition of the new arches 1o the bridee in 18g2 tiog.



=)

L4 * - T A
47 A BEE1M S W Tt 408

i
4

204. THE GIRANDOLA AT THE CASTLE OF sANT ANGELD
CELEBRATING THE ANNIVERSARY OF THE ELECTION OF A TOPE
From an engraving by Ambrogw Brambetli in Lafreri's Spreulum, o

575
Near Yok, Metropoliten Museum af A

The text engraved below this plate, made about o hundred years after the first
recorded display of the girandola, describes it as *a sign of joy which is performed in
Rome, and which is called “the whirling ane”, | . . It would seem that all the stars
in heaven are Falling to carth, a thing verily most amazing, and vastly marvellous

t see. . .. That it may be understood by all, this drawing of it s newly pubihished
with every diligence.”



2015 THE GIRANDOLA AT THE UASULE OF sANT ANOELO, 11y

Fan fimeE ) Franz Theodor Avrmr | Nuorss), Kome, Museo o Koma

Sharply foreshorened and dramaueally lighted, the angels of the bridge show
clearly the barogue restlessness wlich led to their being called Bernnn’s ‘hreees
Munines'. The girandola of this pamting, done during the long reien of Teo XTI,
was one of the last displavs ol Drewdorks (o be given ot Clastle Sant Angelo,



200. THE VATICAN OBELISKE IX THE PLAZZA IN FRONT OF SAINT PETER'S

a“.‘lzl.'.fr."_:.l |.‘If.'.fl.'.r ;'i|I Ty ':.'_._

At the lek is a corner of the Vatican Palace; the sweep of colonnade 1s part of that
erected by Bernmmi. The fountam ar the right is by Carlo Madema, whi completed
the facade of the church: the other was constructed vo matel iU soie vears later.



207. THE VATICAN ODELISK IX 1542-1895 IN 113 OLD LOUCATION

BY THE SACRISTY sOUTH OF SAIXT PETER S

Dasoing by Marten can Heemskerok | Dutch), Berlin, Print Room

On the wp of the obelisk is the ball believed in the Middle Ages 1o contain the
ashes of Juliug Cacsar. This was replaced by o cross when the abelisk was moved
in £586. The rotunds behind the obelisk is a Roman mausoleam of the second cen-
tury, later converted into a church dedicated 1o Saint Andrew, and semving Saint
Peter's ns sacnsty until the present sacristy was built in the cighteenth ceptury.
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bt THE MOVING GF THE ORELISE 1IN t580

Engraving from Lafren’s Specalum, Keme. 150, New Toek, Metrdpalitan Museane of At

Ihe j'-irmrr ives o telescoped view of the event. Ar the left; the obelisk appearsin
its old locanon: at thie right, as it was sef up ML new place, Av the fefi 3 the un-
hmished dome of Saimt Peter'sz et the nght the Viatican Palace and the Belvedere
In the comre are stnges 10 the lowering, the moving, and the re-erection of th
ohelisk,

Fontana erected three other obehisks for Sixtus V. one o front of Sami Jol
Lateran: the others in the Piazea del Popolo and beliind Santd Maria Mageiore in
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the Piazza dell’ Esquilino. The engineenng fear he pedformed in moving and ereci-
ing these huge monmments ("pyvimids’ in the parlance of 1the dav] awakened
wonder even owside of Dailyv, A Shakespearion scholar, Leslie Howson, hus recently
found an echa of Fonrana's operations i the poet’s Sormet 125 inowhich he sces
harmsell o untowched by oo

Uhy pyramids built up with mewer mighy

T pae wre nothitge novel, tihing strange
Phey wev oy cleessings of a0 lormee sighe

Ohwgr dhite=s ape birie!, und hierefore we wldmire
What thig disst foist apan us that bsooll”
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200, A PAPAL BLESSING FROM THE FRONT OF OLD SAINT PULTER™S
BEFORE THE ORELISK WAS MOVED TO THE PIAZZA
Engrating fraom Lafreri™s Speculum, betiween 1504 and 1346

New: Feek, Metmpalitay Musenm of el

In this engraving the dome, still onfinished at Michelanegélo's death ino15by, rises
abowve the old Bade, To the reht is the Vatican Palice, The obelisk stood bebiiniel
the left end ol the Creade and therelore could not beseenin this view.

To the interior of the basilica the partition wall which had divided the sastern
and western paris ol the structurne dor mng the long course of 1ts rebuilding was still
i place. When the western end, with the dome; had been completed, the old
vastern secnon was demolished between 1605 and 1615, The wall was removed and
a foew vears later, o 1626, the new Sant Peter’s was dedicated by Urban VI 2
hundred damd twenty vears alter the lavine af bs cormer stone,



TID. RBAINT PETER 3 PIAZZIA, 150, WITH THE CROWD AWAITING
A PAPAL ANNOUXNCEMENT

O November 1, 1950, Pope Pius XTI, Eugemo Paccelli, pronounced from the
baleony above Samnt Peter’s portico the dogma of the Assumption of the Virgin.
Tlhie erowd '._{:lllll. red about the abelisk, pan ol the i]il-..',l'jin throng that visited Rome
for the Holy Year, seeme in its changing continuity to be a2 eternul as the city's
THOTUTIEnLS,



211 FRE EQLUESTRIAN ETATUR DF MARGUS AURBRELIUS [% THE

CAPITOL PIAZZA TODAY

Photegrapifed 4040

Muaost fomous of all Rome’s unbuined staroes; this bionse horse with his t]j'l}_u']’i..ll
rider was moved in 1538 (o the Capitol from the site near the Loteran where it haed
stiac] throughout the Middle Ages,
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D12, THE STATLUE OF MARCUS AURELILS
AND THE HEAD AXD HAND OF THE BRONZE COLDESLS
BRESIDE THE LATERARN

Enlareed detatl of an rarly fourteenth=cemtury maneserepl, Vemee, Ftbrary of S8, Mard”

In thig detail Fom the oldest known miedieval view ol Bome the siatoe, then
ornerally believied 1o represent the |'.Iii|:u't'lll Clonstantine, 15 |'ii.i.'|!|.i!1'l.|. between i
basilica and palace of the Lateran, above the linde building erected over th
Siafa Santa, the Sacred Steps said w0 have been brought from the palace ol
Pilie in Jerusalem.

Fhe bead and bancd, together with the orh indwated here by the arele i the
hand, were believed in the Middle Ages to have bolonged to the sun-gid swhich
stood betore the Colossenm: thev are now i the Comscervaton Museum



217 THE STATUE OF MARCUS AURELIUS RESIDE THE LATER AN
ra32-1335
Draaing by Marten van Heemskerck | Dutel), Berlin, Print Rowin

Part of the old Latcran Palace, before which the statue is shown, had been badly
damaged by fire during the absence ol the popes in Avignon in the fourteenth cen-
tury. It stood until kate in the sixteenth century, when it was pulled down and
rebult on small scale. The Sacred Sweps, entered from the arcade @t the left, were
re—erected cluse to their old location, The four columns in the foreground supported
dslal of marble thiat wis thought o mark the haghn of Christ



21 4: THE STATUE OF MARCOUS AURELITVS 1X¥ THE CAPITOL PIATZA
Ix 15b5

Engraving from Lafreri’s Specalwm, Bome, aecond half aof the sixteenil centirs
Newe York, Metrapolitan Musewn of Art

LUncler the arcade of the Conservators” Palace ar the right is the same colossal head
whieh appeared beside the statue 1o the varly plan of Rome (Plate 212).

In thr background, beside the sercase wn the Separor's Paloce, are two nver
gols, also among Rome's unhuned statues, broueght here in the sscteenth cenmury
from their old location on the Quirinal. A Jupiter which in Michelangelo’s desien
wits destined Tor the central mche between them was never executed, and its place
wis thken, twenry vears afier this pont was made, by on dnimposing hgure of
Minerva, lound in the Avrelion wills and trmnslormed by an aliered detail or pwa
into a personthcation of Rome.

The stiaircase at the left leads o the choreh of Santia Moo in Aracoeli.



215, HEAD OF THE BRONZE COLDAsLS

IN THE COXSERVATOR]I MUSELW

enturies beside the statue of Mareus Aurelius al the
Middle Ages believed it 1o be the head ol
diseribed by Martial, which Nero

his head, swhiclh lav Tor
Literan, Las borne muiny naoes, T

thut “wondrous eolossis et with ravs,

erected near s Golden Howse, closre by the Later site of the Caloss: iR T T
rw Delievied 1o tepresent eme ol the sons and soccessors of Constamine the Creat,

Phe erovwn ol the head is missing, as though & dindem had been removed, Tlhis
agrees with the Graphia’s deseription of the colossus as *having oo his bead 0 emawn

of gold dight with jewels'



216, THE HEAD OF THE BRONZE UDLOSSUS AND THE RIVEHR GoOlis
FIBWEH AND-XNILE FROM THE GLUIRINAL, LYING O THE CTAPITIN
I'532-1 5430
Van Heemskerch | Dutely) . Betlin, Print Koom

En the dmwing dtsell, the outline of the arcade of the Conservators' Palagce is
visible behind the head, which was evidently standing abouw where it appears iy
the engraving of 1565 (Plate 204 ). The sreades disappear in reproduction.

Phe river gods, which had been brought to the Capital in 1517, had nor yet been
plicedd belore the stairease of the Senator’s Paloce, but were still i front of the
dimlv drown aveade of the Conservavors” Palace.



21%. THE RIVER GODS FROM THE QUIRINAL BESIDE THE STAIRCASE

OF THE SENATOR S PALACE IN LayL0y

Between the gods stands an ancent red porplyry hgure of Minerva, disguised as
thie woddrss Roma and providing by its teo-small seale the on jarrneE note in the

renerilv hurmoniows compesition of the € ~L|ril"|.
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318, THE RIVER GODE FREOM THE QUIRINAL IX FRONT OF THE

ARGADE DF THE CONSERVATORS PALACE, 15421585
.’.i"rmw'ng |'21 Marten van Heemsherek ( Dutel). Beelin, Pring Room

Bevond, toward the right, is the fncade of the Senmor's Palace. lightly skewched i,

At the left are the obelisk and famous palm beside the church of Sanw Mana in
Aracorli.



214, THE HORSE TAMERS OR "MARBLE HORSES"
ON THE QUIRINAL PIAZZA
TODAY
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220, THE HORSE TAMERS OR "MARBLL HORSES OGN THE QUIRINAL
IN THE SIXTEENTH CENTURY

Engraping from Lafreri’s Specolum, R, 1500, New Vork, Metropalitan Museum aof Ari

The engraving, alier an earlier example by Salamancy, 8 printed in reverse,

Restored and moved slighthy from their ariginal positions in the late sixveenth
century, these statues were arranged i the bite cighteenth century gs they appeit
toclay, grovped ahout the obelisk from the Mausoleum of Augustus.



221. THE COLOSSAL RIVER GOD MARFORID IN THE COURTYAERD
OF THE CAMITOLINE MUSEUM TODAY

This river god's remote, withdrawn, hut watchful countenance still conveys somi-
thing of the feeling of unease which such images must have inspired when the
pagan world was dying and the Chnstian not vet frrmily established, To Chrstians
such “idols’ were both daneerous and detestable: 1o Julian the Apostate, Canstan-
tine’s nephew, secking to resiore paganmism, they wete redssuring. ‘*He who lovis
the gods delights 1o gaze on the images of the gods, and their likenesses® he write,
in a fragmentary Letier to a Priest, *and he leels reverence and shudders with awe
of the eods who look at him (rom the unseen world.

Ammianus Marcellings, who knew and admired Julian, noted that ill-fated
emperor's spectal devotion to Mercury, ‘He secretly prayed o Mereury,' the his-
torian wrote, “whom the u aching of the theologians showed to be the swill
initelligence of the universe, arousing the activity of men’s minds,” Aceording o
one tradivon, Julian was tempted to renounce Christianity by a statue of Mercury
which e had raised from the bed of the Tiber, According to the Mirabilia, the
tempter was a statue of Faunus, god of fields and rural life, ‘thar spake to Julian
and beguiled him', The stories are natural outgrowths of the Christian dstrust o
tmages of the ancient gods (with an wneonscions ribute. perhaps, to the power of

the arts) coupled with Julian's own feeling for the gods whe look on *from the
unseen worled'.
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222, THE RIVER GO MARFORID LYING 18X THE VIA DI MARFORIO
IN THE SIXKTEENTH CENTURY

Enyraving fromy Lafreri’s Speculium, Rome, +550,
New Jork, ) -r.-'fmfmf."lfr.'rr Vlssenan of Arit

The three calumns of the Temple of Castor in the background suggest the nearness
of the Roman Forum. An artist sketches the statue; Latin inscriptions indicate
bath the popularity of clissical studies and the battle of dialogue and wit carried
o by paiquinades, or lampoons, pt'nih'd near Mardorio and his pponent Pasquino,

Coneeived in the tone ol the pasguinades, these verses wll of Marforio's birth “in
these clothes and with this beard', lis age, ‘perhaps more than wwelve hundred
vears', s indiffercnce w crrcumstance and weather, *for which he cares nor one
cent,” and the quict, grave, and earnest character of ‘this noble Roman citizen.
Marforio'.







NOTES

INCE there are no footnotes it is necessary lo indicate in each case the exact
portion of the text to whick it refers. The numbers are those of pages when
referring to the text, or of plates when referring to the latter. The notes are arranged
in order of appearance under chapter headings, Notes on Text first, followed by
Notes on Plates for the same chapter.

FOREWORD

The closing quotation is from an anonymous sonnet on the ruins of Ninfa found
in a guest book there.

INTRODUCTION
TEXT

Page 1

The opening quotation is a variation on a theme which may be traced through
Hildebert de Lavardin of Tours in the 12th century at least back to Alcnin in the
cighth, It appears in the Latin Roma quanta fuil ipsa nona docet a3 an inscription,
believed to be by the artist's own hand, on Marten van Heemskerck's drawing of
the Substructures of Severus (Plate 77), done between 1532 and 1535, The closest
known source is a passage in Francesco Albertini’s Opusculum de Mirabilibus Novae
el Veteris Urbis Romae, Rome, t510, 1515, 1522, and 1523, near the end of the first
paragraph of the third book. Quanta and ifitg are transposed in Albertini’s volume,

For the Marble Plan and the Curiosum and Notitia see Jerome Carcoping’s Daily
Life in Ancient Rome, translated by Henry T, Rowell, New Haven, 1940, pp. 285-
286. The texts of the Curipsum and Notitia are published in Ludwig Urlichs' Codex
Topographicus Urbis Romae, Wiirzburg, 1871, vol. 1.

Page 2
Chesterton’s quotation is from his Reswrrection of Rome, New York, 1930,
pp- 166-167.
The quotation from Rutilius Namatianus appears in his Vopage Home o Ganl,
Book 1, 195-1g8.
(367)
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Page 3

The quotation from Alcuin is translited by Eva Matthews Sanford in The
Classical Weekly, vol. 40, No. 16 (March 3, 1947), p. 126.

The description of Charlemagne's round picture is from Einhard, Early Lives of
Charlemagne by Eginhard and the Monk of St Gall. Londen, 1926, p. 54.

Page 4

*These and many more temples” ete. is from the Mirahifia as translated in The
Marvels of Rome by Francis Morgan Nichols, London, 188g, p. 1157. All quotations
from the Mirabilia and most [rom the Graphia are from this edition. Latin texts
may be found in Karl Ludwig Urlichs® Codex Topographicus Urbis Romae, Wlirzburg,
1871; in H. Jordan, Tepographic der Stadt Rom im Altertum, vol. 2, Berlin, 1871; and
in Mirabilia Romar ¢ Codicibus Vaticanis Emendata, edited by Gustav Parthey, Berlin,
1864,

For discussions of the Mirabilia, the Graphia, and the works of Master G
and Ranaulf Higden, see Ferdinand Gregorovius, History of the City of Rome in the
Middle Ages, translated by Annie Hamilton, vol. IV, part 11, 2nd edition revised,
London, 1905, pp- 476477, 653 if; Charles H. Haskins, The Remassance of the
Ticelfth Century, Cambridge (Mass.), 1928, pp. 12:-124; G. McN. Rushforth,
Magister Gregorius de Mirabilibus Urbis Romae in Journal of Roman Studies, vol, IX
(191g), pp. 14-58.

FPage 5

Master Gregory's Latin text has recently been published in George B. Parks' The
English Traveler to Italy, California, Stanford University Press (n.d.), pp. 254—268.

The early medieval plan of Rome in the Library of $1. Mark’s (H. 8. Zan. law
3909) is discussed by Walther Holtzmann in Der alteste mittolalterliche Stadtplan von
Rom in Fahrbuch des Deutschen Archiologischen fnstituts, Band XLI (1g26), Berlin, 1927,
pp. 55-66.

For discussion of the seal of Ludwig of Bavaria see William Erben, Rombilder auf
kaiserlichen und papstlichen Siegeln des Mittelalters, Vienna, 1930, pp. 36-45-

Dante, “Come and behold thy Rome” from The Divine Comedy, Purgatory,
Canto VI, translated by H. F, Cary, London, 1908, p. 172 (Everyman ed.).

FPage &

The passage from Petrarch’s letter to Charles IV, 1350, is quoted from Jane
Robinson's Petrarch, the First Modern Scholar and Man of Learning, New York, 1904,
p. 366.

Quotations from Fazio degli Uberti are from the first printed edition of the
Ditta Mundi, Venice, 1474. ‘Come hither and thou shalt see,’ Book 11, ch. 33;
‘I saw her face’ etc., Book I, ch. 11. Translations by Walter Hauser.
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Page 8

The division of history into periods is well treated in Wallace K, Ferguson, The
Renaissance in Historical Thought, Boston, 1948, pp. 73-77.

Petrarch's discussion of the divisions of history in Letters to His Friends, V1, 2, is
guoted from Frances Eleanor Trollope, The Homes and Haunts of the Italtan Poels,
London, 1881, val. 1.

Page 1o

For Carel van Mander’s description of Van Heemskerck's Italian journey, see
his Dutch and Flemish Painters, transiated by Constant van de Wall, New York, 1936,
p. 211,

Pages 10-11

For the quotation from Montaigne, see The Essays of Monlaigne translated by
E. J. Trechmann, London, tg27, vol. I1, Of Vanity.

Page 13

Girolamo Franzini (flourished 2nd half of the 16th century) was the author of
Le Cose maravigliose dell’alma cittd di Roma; Giovanni Franzini (flourished first half
aof the 1th century) wrote the Descrittione di Roma antica ¢ moderna.

Page 14

Among societies founded in Rome by various nationalities are: the German
Archacological Institute, founded 1829; the Spanish School, 1874; the British
School at Rome, 1901 ; the Netherlandish Institute, 1904 ; the Biblioteca Heriziana,
19113 the Swedish Institute, 1926; and the American Academy in Rome, formed
in 1913 by combining the American School aof Architecture and the American
School of Classical Studies, founded respectively in 1804 and 18g5.

Page 15

Goethe's remarks on engravings of Rome are from Johann Wolfgang Goethe,
Travels in ftaly, translated by Rev, A. J. W. Marrison and Charles Nisbet, London,
tBgz, p. 114,

Page 16

The reference to Truth and Poetry is from Johann Wolfgang Goethe, Truth and
Poetry, ed. by Parke Godwin, New York, 1850, vol. L, p. 5.

Smollett’s comment on Piranesi is from Tobias George Smollett, Travels through
France and Italy, Collected Works, Edinburgh, vol. 5, p. 450.

De Valenciennes on Piranesi is quoted from Lionello Venturi, Prerre Henri de
Valenciennes in The Art Quarterly, Detroit Institute of Arts, vol. IV (1941), p. go.
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Page 17

Cassiodorus, ‘A city unfriendly to none’ is from Cassiodorus, Varae Episiolae,
Book I, Letter 39, in The Letters of Cassiodorus, a Condensed Translation of the Variae
Epistolae by Thomas Hodgkin, London, 1886, p. 1b5.

All references to Cassiodorus and most translations are from this volume, Here,
however, the translation is from Grant Showerman's Eternal Rome, New Haven,
1025, p. 352. The Latin reads: Nulli fit ingrata Roma, quae dici non potest aliena.

Anecdotes concerning Benjamin West are from John Galt, The Life, Studies, and
Works of Benjamin West, London, 1820,

Page 18

The guotation on artists at the Caffé Greco is from James E. Freeman, Gatherings
Srom an Artist's Portfolio, New York, 1877, p. 15.

Irving’s reminiscences of seeing Rome with Allston is from Spanisk Papers and
Other Miscellanies, New York, 1855, vol. I, pp. 144-145.

Pages 18-1g

On the absence of Roman sketches by Irving: *While sketches of people and
landscapes in England and Wales and on the Continent outside of Italy appear on
the leaves of his [Irving's] diaries, it seems quite certain that he made no drawings
while in Rome.” Letter of June 16th, 1952, from George S. Hellman, editor of
Irving’s Journals,

Page 21

Mary Shelley's description of her husband’s enjoyment of Rome is from the
Introductory Note by Mrs. Shelley to Prometheus Unbound in the Cambridge edition
of the poet’s works.

Pape 22

The quotation from Hillard is from George Stillman Hillard, Six AMonths in
ltaly, Bosion, 7th edition, 1863, p. 552. All quotations used are from this edition.
The first was published in 1853. It records a visit in 18471848,

Page 24

The quotation from Ludwig Friedlinder is from his Views in ftaly in the Years
1815 and 1816, London, 1821, p. 77, translated from his Ansichten von lalien,
Leipzig, 1819-1820,

Poges 24-25
The description of the Caffé Greco is from James E. Freeman, Gatherings from an
Artist's Portfolio, New York, 1877, pp. 11-12. e
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Page 25
Hans Christian Andersen’s descriptions are from The Improvisatore, translated
from the Danish by Mary Howitt, New York, 1Bgr. First published 1B35.

Page 26

The comment to Hawthome concerning the success of The Marble Faun is from
a letter of Henry Bright in 1860 quoted in Julian Hawthomne's Nathaniel Hawithorne
and His Wife, Boston, 1885, vol. I1, p. 240,

Page 28
Henry James® quotation, ‘golden air’, is from his William Wetmore Story and His
Friends, Boston, 1gog, vol. TT, p. 131.

Pages 28-29

Thomas Cole’s comments on Italy and Rome are from Louis L. Noble, The
Course of Empire ewc., New York, 1853. All quotations from Cole are from
this volume.

Page 29

Quotation from William Wetmaore Story is from his Roba di Rema, Boston,
4th edition, 1864. All quotations from Roba di Roma are from this edition.
Page 51

John Murray's comment on the lack of guidebooks is from the article under his
name in The Dictionary of National Biography.

Page 33

The quotation from Gregorovius concerning Rome after 1850 is from The
Roman Journals of Ferdinand Gregorovius, 1852-1874, edited by T, Althaus and trans-
lated by Mrs. Gustavus W. Hamilton, London, 1911, p. 437. All quotations from
the Fournals are from this volume.

Page 34

Verses of Louis 1 of Bavaria are quoted from Christian Hiilsen, The Roman
Forum, translated by Jesse Benedict Carter, Rome, 1906, p. 48.

Page 36
*. . all moments of history confront us." Edward Kennard Rand, The Building
of Eternal Rome, Cambridge (Mass.), 1043, Preface, p. vii.
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PLATES

Indispensable references for drawings of Roman scenes are: Codex Escurialonsis,
ein Skizzenbuch aus der Werkstatt Domenico Ghirlandaios, by Christian Hiilsen and
Adolf Michaelis, Vienna, 2 vols. (1g05-1906); Die Rimischen Skizzenbiicher zon
Marten van Heemskerck, by Christian Hiilsen and Hermann Egger, Berlin, 2 vols.
(1913-1916); and Rimische Veduten; Handzeichmngen aus dem XV. bis XVIIL. Fahr-
hundert, by Hermann Egger, Vienna and Leipzig, 2 vols. (1g11-1931).

Figure ¢

The Roman coins are illustrated and described in Harold Mattingly’s Coins of the
Roman Empire in the British Museum 3s follows: sestertius of Vespasian, Temple of
Jupiter, vol. IT, London, 1930, pl. 29, No. 6 and text p. 168; sestertius of Trajan,
Circus Maximus, vol. 111, London, 1936, pl. 32, No. 2 and text p. 180; sestertius
of Titus, Colosseum, vol. 11, London, 1930, pl. 50, No. 2 and text p- 26z.

Figure 2

The dircular view of Rome in the Hours of the Duke of Berry is discussed in
Paul Durrieu’s Les Trés Riches Heures de Jean de France, Duc de Herry, Paris, 1904,
text accompanying Plate XLIX.

Plaie 2

The relief of Marcus Aurelius passing a triumphal arch is discussed in H. Stuart
Jones, Catalogue of Ancient Sculptures Preserved in the Municipal Gollections of Roime, by
Mcembers of the British School at Rome, The Saulptures of the Palazzo dei
Conservalori, Oxford, 1926, pp. 25-26.

Plates 3—4

The Marble Plan is described in Rodollo Lanciani’s Ruins and Excavations of
Ancient Rome, Boston and New York, 1897, pp, 94-a7; 214-215.

FPlate 5
For the early medieval plan of Rome see note to page 5.

Plaie 6
For the seal of Ludwig of Bavaria see note to page 5.

Plate 7

The view of Rome in Fazio degli Uberti’s Dittamondo (Bibl, Nat. fonds. ital. 81)
is described in Giovanni di Rossi's Piante iconografiche e prospettiche di Roma, Rome,
1879, text, pp. 87-89; 142-143.
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Plate 8

For the topography of Taddeo di Bartalo’s view of Romein the Palazzo Pubblics,
Siena, see Enrico Stevenson, Di una pianta di Roma dipinte da Taddeo di Bartoli in
Bolletino della commissione archaeologica comunale &i Roma, ser. 2, vol. IX (1881),
PP: 74-105.

Plate 1y

The drawing of the Forum by the Anonymus Escurialensis is discussed by
Hermann Egger in Romische Veduten, vol. 11, p. 11 and pl. 8 and by Egger, Hiilsen,
and Michaelis in Codex Escurialensis: ein Skizzenbuch aus der Werkstatt Domenico
Ghirlandaios, Vienna, 1905-1g06, fol. 20 and text, p. 7g.

Plate 12

Van Heemskerck’sdrawing of the Garden of the Casa Galli is discussed in Hiilsen
and Egger’s Die Rimischen Skizzenbicher von Marten van Heemskerck, Berlin, 1913,
vol. L, fol. 72, pl. 74 and text pp, 35-40.

Plate 13

The Mantua painting is discussed in Giovanni di Rossi’s Piante Tconografiche,
text, pp. 104-111; 149-151.
Plate 25

Goethe's remark on Tischbein's portrait is from Goethe's Travels in Faly, trans-
lated by the Rev. A. J. W. Morrison and Charles Nisbet, London, 1892, p. 141.

Plate 26

Goethe's comment on the picturesque views in Rome is from the Travels as
above, p. 119; on the Palatine, p. 123.

Plate g0
Shelley’s description of the Baths of Caracalla is from The Letters of Percy Bysshe

Shelley, collected and edited by Roger Ingpen, London and New York, 1g0g,
vol. 1L, p. 677.

Plate 36

The location of La Gensola is given in a letter of March g, 1055, from the
Director of the Thorwaldsen Museum. It is referred to in Rimische Briefe von einer
Floventiner, 1837-1838, vol. 1, Leipzig, 1840, pp. 184-185. The Danish artists are
identified in a numbered chart in the Thorwaldsen Museum’s illustrated guide,
Copenhagen, 1931, p. 50.
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Plate 38

The building outside the walls in October Festiva! is identified by Karl Madsen
in Wilhkelm Marstrand, Copenhagen, 1go5, p. 6o.

Plate 43

Sanford Gifford on Cole’s Roman Aqueduct is quoted from Tracelers in Arcadia,
Detroit, 1951, p. 27.

Plales g7-40

The excavation of the Portico of O¢tavia is discussed by Rodolfo Lanciani in the
Bollettine dell’ Istituto di corrispondenza archeologica, 1878, p. 209 . Murray’s
Handbook af Rome for 1881 states that it is no longer a market.

Plate 49

For the date of the Cloaca Maxima see Marion E. Blake, Anieni Roman Cor-
struction in ftaly from the Prekistoric Period to Augurtus, Washington, Camegie
Institution, No. 570, 1947, pp- 38, 159-160.

Flate 5.4

Rodolfy Lanciani in Ruins and Excavations of Ancient Rome, New York, 1897,
P. 249, gives the date 1876 for the excavations of the steps of the Temple of
Antoninus and Faustina. Chnistian Hiilsen in The Forum and the Palatine, New York,
1926, plate 30, shows a photograph dated 1881 in which the steps have been
excavated but the old houses still stand, though the centre of the Forum had been
excavated in 1(878-1880 as noted on p. 57 of the same volume. The date 189q for
the destruction of the houses preparatory to excavating the Basilica Acmilia is

given in a letter from Pietro Romanelli, Supenntendent of Antiquities in the Forum
and Palatine.

THE CAPITOL
TEXT
Page 37
Opening quotation 15 from Vergil's Aeneid, Book VII1, 951 T

Page 38

The September Games, or Ludi Romani, with their procession of the gods are
discussed by Dionysius of Halicarnassus, The Roman Antiquities, Book VII, 71 ff.:
‘Before beginning the games, the principal magistrates conducted a procession in
honour of the gods from the Capitol through the Forum to the Circus Maximus. . . .
Last of all in the procession came the images of the gods. . . . Not only of Jupiter,



NOTES 375

Juno, Minerva ., . but also those still more ancient.” Translation by Earnest Cary
in the Loeb Classical Library, Dionysius, vol. IV, London, 1943, pp. 361-373.

For a general discussion of Roman religious festivals sece Warde Fowler, The
Roman Festivals of the Period of the Republic, London, 1gofl.

Quotation from Ammianus Marcellinus is from his History, Book XVI, 10, 14.

“The Capitol's unshaken rock.” Vergil, Aeneid, Book IX, 448.

Vandal plundering of the roof of Jupiter's temple, Procopius, History of the
Wars : the Vandalic War, Book I11, V, 4.

Cassiodorus on the Capital, Cassiodorus, Variae Epistolae, V11, 6.

Page 39
Flaminio Vacca on the fragments of the temple found near the Conservatori is
quoted from Lanciani, Rutns and Excavations of Ancient Rome, p. 299.

Page 40

*The Capitol . . . head of the world." Mirabilia, pp. 86-87.

The legends of the Salvation of Rome are treated by E. Rodocanachi in The
Reman Capitol, translated by Frederick Lawton, New York, 1gob, pp. 58-63. Vergil
as a magician is discussed by Domenico Comparetti in Vergil in the Middle Ages,
translated by E. F. M. Benecke, London, 1895, and by John Spargo, Virgil the
Necromancer in Harvard Studies in Comparative Literature, Vol. X, Cambridge (Mass.),
1934.

The Mirabilia describes the images, pp. 46-47.

For drying racks on the Capitol see note to plate 63.

Page 42
Poggio Bracciolini’s description of the Capitol is from his Historias de Varietate
Fortunae (Paris), 1723, Book I, pp. 5 and 21. Translated by Marjorie J. Milne.
The coronation of Corilla on the Capitol is discussed in E. Rodocanachi’s The
Roman Capitol, pp. 233-238.

Page 43
Gibbon's differing versions of the spot on which he conceived the idea of his
History are discussed in The Autobiographies of Edward Gibbon, ed. by John Murray,

London, 1896, pp. 270, 02, 405-406.
The establishment of the Republic of 1849 and its proclamation on the Capitol

are discussed by Margaret Fuller Ossoli in At Home and Abroad, Boston, 1856,
PP- 357-359. The letter quoted is dated Rome, February 20, 1849.

FPage 45
‘Where high Moneta lifts her steps sublime,” Ovid, Farii, Book 1, 638,
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Pages 45-46

The story of Augustus (Octavian) and the Sibyl is told in the Mirabilia,
pp- 35-38.

Page 46
The quomtion from Leo I is Grant Showerman's translation of a passage in
Leo's Sermon LXXXII, On the Feast of the Apostles Peter und Paul. See A Select

Library of Nicense and Post-Nicene Fathers of the Christian Churck, 2nd series, New
York, 1895, vol. 12, p. 195.

FPages 4647

For Roman apartment houses in general and that at the foot of the Capitol in
particular see Philip Harsh, The Origins of the Inmlae at Ostia, in Memoirs of the
Amrican Academy in Rome, vol. X11 {1935), p. 61; Jerome Carcopino, Daily Life in
Ancignt Rome, translated by E. O. Lorimer, ed. by H. T. Rowell, New Haven, 1940,
PP- 22-51; Antonio Mufioz, Campidoglio, Rome (1930}, p. 45 .

Page 47

Juvenal describes life in Roman apartment houses in Satire II1, 1g0-199;
232-230-

Page 4l

Faor the church of S. Biagio sce Mariano Armellini, Le Chirse di Roma, Rome,
vol. 1, 1942, p. 672.

PLATES
Platz 58

The discovery and excavation of the s.E. corner of the Temple of Jupiter as
well as the other parts of the platform are discussed by Rodolfo Paribeni in Notizie
deglé Scavi vol. 46 (1921), pp. 38-49.

Plate Go

The fragmenis of the cornice of Jupiter’s temple are discussed by Giuseppi Lugli
in The Classical Monuments of Reme and Its Vicimity, translated by Gilbert Bagnani,
Rome (1929), p. 36 and by Rodolfo Lanciani in Ruins and Excavations of Ancient
Rome, Bostun, 18g7, p. 299. Distinguishing marks of Domitian's time visible in
these comnice carvings are the annules or rings between the dentils, the small
rectangular blocks projecting like teeth beneath the cornice,
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Flate 61

The relief of Marcus Aurelius Sacrificing before the Temple of Jupiter is dis-
cussed in H. Stuart Jones' Catalogue of the Ancient Sculpture Preserved in the Municipal
Collections of Rome, by Members of the British School at Rome, The Sculfitures
of the Palazzo dei Conservatori, Rome, 1926, pp. 22-25.

Plaie 62

For the Capitol and Senator’s Palace in H. S. Zan. lat. 399 see note to
page 5.

The quotation from Dante is from Book IV, Chapter V of the Conuto ; the
translation is from Jane H. Robinson’s Petrarch, The First Modern Scholar and Man of
Learning, New York, 1904,

Plate 63

The drying racks shown in Van Heemskerck's drawing are discussed in Rodolfo
Lanciani's ‘Lo Monte Tarpeia” nel secolo XVI in Bollettino della Commissione Comunale

di Roma, vol, 29 (1901), pp. 245-269.

Plates 72-73

The date of the first century A.p. for the insula at the foot of the Capitol is given
in Mufioz, Campidoglia, Rome (1930), p. 46.

THE PALATINE
TEXT

Page 50

Claudian's description of Rome: Claudian, Panegyric on the Stxth Consulship of
Honorus, 35-52.

The place and approximate time of Narses' death are given in the Liber Pontifi-
ealis compiled by the ninth-century priest of Ravenna, Agnellus, which is printed
in Muratori, Rerum italicarum seripitores, vol. 11, Part 111,* p. 2532: Narstsque patricius
obiit Rame . . . in palacto quievit; nonagesimo quinto vite sue anno mortuus esi—"Narses
the patrician died in Rome . . . where he ended his days in the palace; he died in
the ninety-fifth year of his age.”

The campaigns of Narses and details of his life are discussed by Procopius in
his Gethic Wars, Book 11, 13 and Books I1T and TV,

FPage 51
The story of Numa and the brazen shield is told in Ovid’s Fasti, 111, 361-392.
Propertius describes the temple of Apollo in his Elegies, Book L1, 31.
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Page 52
The Graphia's description of the Palatine and the Greater Palace is incorporated
in Nichols' translation of the Mirabilia, p. 19.

Fage 54

Frances Elizabeth Appleton's description of the Palatine is quoted from her
unpublished Journal for March 11, 1836, at Craigic House, Cambridge, by
courtesy of the late Henry Wadsworth Longfellow Dana.

Page 55

The history of the site of the House of Augustus, later the Villa Palatina-Mills,
is discussed in English in Giuseppi Lugli's Classical Monuments of Rome and its
Vieinity, translated by Gilbert Bagnani, Rome, 1g2g, p. 286, and in great detail,
including an account of the demolition of the Villa Mills, by Alfonso Bartoli in
Seavi del Palatino, Notizie degli Scavi, vol. VII [1929), pp. 3-29. Additional details
concerning the changes made in the convent of the Order of the Visitation when it
was transformed into the Palatine Museum were given in a letter of June 21,
1952, from Pietro Romanelli.

Pages 55-56
Rodolfo Lanciani describes the underground rooms visible at the Villa Mills in
the 1Bgo’s in his Ruing and Excavations of Ancient Rome, p. 142.

Page 56

Marguerite, Countess of Blessington, describes the ruins in the gardens of the
Villa Mills and her mecting with Napoleon's mother there in her fdler in ftaly:
the Journal of a Tour, Philadelphia, 1839, pp. 276, 325.

The buried rooms beneath the Flavian Palace are described by Giuseppe Lugli
in his Classical Monuments of Rome and Ity Vicinity, Rome (1929), pp. 274-285;
Roma Antica, Rome, 1046, pp. 493-508; and I Monumentt antichi di Roma ¢ suburbio,
Supplements, Rome, 1040, pp. 109-118.

Pages 5657

The paintings in the buried ‘Hall of Isis’ are described and illustrated by
Emanuele Rizzo in Monumenti della pittura antica scoperts in Italia, vol. 3, La pitture
Ellenistico-Romano, Part 2, Le pitture dell’ Aula Isiaca di Caligola, Rome, 1936, and in
Lugli as given above.

Page 55

For Tumbull's engravings from these buried paintings see George Tumnbull,
Treatise on Ancient Painting, London, 1740, and A Curious Collection of Ancient
Pantings, London, 1747.
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Page 58

Bernard de Montfaucon’s comment on the Palatine's subterrancan passages is
from The Antiguities of Italy, Being the Travels of the Learnsd and Reverend Bernard De
Montfaugon from Paris through ltaly in the Years 1698 and 16yy, translated from
the Paris edition of the Latin original by John Henley, London, 1725, p. 130.

For the extent of the Famese Gardens see Rodolfo Lanciani, Ruins and Excava-
tions, plate facing p. 110; G, B, Falda, Li Giardini di Roma, Rome (16837); and
Luigi Dami, The ltalian Garden, translated by L. Scopoli, New Yark (1925}, p. 36
and Plates XLVI-XLVIII. Also inscriptions in place among the ruins of the
Flavian Palace excavated by the dukes of Parma.

The location of the lower retaining wall of the Farnese Gardens is discussed by
Rodolfo Lanciani in R. Accademia nazionale dei Lincei, Notizie degli Scavi di Ankichita,
1883, pp. 486-487 and Ruins and Excavations, pp. 156-158.

Pagz 59

‘The quotation from Ludwig Hermann Friedlinder is to be found in his Views in
Italy, translated from the Ansichten von Ialien wihrend einer Reise in der Jahren 1815
und §816, and published in London in 1821,

Pages 59-60

The excavation of the substructures of the Palace of Tiberius over the Clivus
Victoriae is discussed by Esther van Deman, The House of Caligula, in The American
Journal of Archavology, 2nd series, vol. XXVTIII (1924), No. 4, p. g72 i

Page 6o

Helen Hunt Jackson's descripuon of the Palatine is from Bits of Travel by H. H.
Boston, tBgr, pp. 18g-191.

Page 61

For the church of §. Maria Antiqua see Wladimir de Griineisen, Sainte Marie
Antique, Rome, 1g11; and G. McN. Rushforth, 8. Mana Antiqua in Papers of the
British School at Kome, Vol. I (1902}, pp. 1-119.

Livy's story of Marcus Curtius is related in his Roman History, Book V1I, 6.

Page G2

Cassiodorus’ plans concerning a university and a monastery are discussed
by Edward Kennard Rand in Founders of the Middle Ages, Cambndge (Mass.),
1929, p. 241, and by Thomas Hodgkin, Letters of Cassiodorus, London, 1886,
Introduction, p. 56 and note.

PFLATES
Plate 77

The inscription on Marten van Heemskerck’s drawing of the Palatine and
Septizonium has been discussed in the note to page 1.
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Plates 85-86

Notes concerning the history of this site and changes in the Villa Palatina-Mills
have been given in connection with the text on page 55.

Plate go
The date of the destruction of the lower retaining wall of the Farnese Gardens

and the Farnese tower is discussed by Rodolfo Lanciani in Ruinr and Excavations,
p. 156, and in Notizie degli Scamt (1882), p. 413

THE ROMAN FORUM
TEXT

Page 63
Opening quotation is from Propertius, Elegies, Book IV, 11, 4-7.

Page 63

“The Forum in which all justice is preserved.’ Cicero, Fourth Oration against
Catiline, I, 3.

For Poggio's description of the Forum see Poggio Bracciolini, Historiae de
Varictate Fortunae (Paris), 1723, Book 1, p. 21. Translated by Majorie J. Milne.

Page G5
“The Campo Vaccino was heretofore the Forum Romanum.” From An ltinerary Con-

tayning @ Voyage Made through Ilaly in the Years 1646 and 1647 by Jo. Raymond,
London, 1648, p. 110,

Page 66

The inscription on the column of Phocas is given in Corpus Inseriptionum Latina-
rum, Berlin, 1863, vol. V1, 1200, It is partially translated in Christian Hiilsen's
The Roman Forum, p. 04.

Cicero’s reference to the Temple of Castor is in his Second Oration against
Verres, XLIX, 129,

Page 67

Owid speaks of the traditional shape of the Temple of Vesta in his Fasti, Book VI,
gbi—270.

Plutarch mentions the shape of the temple in his Parallel Lives, Lift of Numa, X1.

Page 68

Dionysius of Halicarnassus tells the story of Castor and Pollux in his Roman
Antiquities, Book VI, XII1. Livy describes the battle, with less emphasis on the
supernaturil, in his Roman History, Book IT, XTX-XX.
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Page 6y
Thomas Babington Macaulay’s story of Castor and Pollux is told in his Battle
of Lake Regillus in Lays of Ancient Rome, first published in 1842,

Page 7071

The battle in the Senate over the Altar of Victory is discussed in Edward
Gibbon's History of the Decline and Fall of the Roman Empire, London, 1881, vel. I11,
pp. 406-413. Quotation is from p. 410.

Pages 72-73

The church of Saints Cosmas and Damian and the structure into which it was
built are discussed by Philip Barrows Whitchead in The Church of SS. Cosma ¢
Damiana in Rome in The American Fournal of Archasolagy, vol. XXXI (1927), pp. 1-18.
An interesting earlier photograph, taken when the excavations were less advanced
and the ground-level of the Forum considerably higher, is discussed in Rodolfo
Lanciani’s The Roman Forum, Rome, 1910, Fig. XLVI and caption.

PLATES
Flate 102

This left half of Van Heemskerck's panoramic drawing of the west end and part
of the north side of the Forum is reproduced and discussed in Hiilsen and Egger’s
Die Rimischen Skizzenbicher von Marten van Heemskerck, Berlin, vol. I, 1913, fol, 6,
pl. 7 and text, pp. 5-6; also in Egger's Rimische Veduten, Vienna, vol. 11, 1931,
pl. 11 and pp. 12-13.

Plate 103

Livy tells the story of the founding of the Temple of Jupiter Stator in his
Roman History, Book I, X11.

Plate rro

This right half of Van Heemskerck's panoramic view is discussed in Hiilsen
and Egger, Skizzenbicher, as above, fol. g and pp. 5-6 and in Egger’s Rimische
Veduten, pl. 11, pp. 12-13.

Plats 117

The identity of the fragments piled on the site of the Regia is discussed by
Christian Hiilsen in The Forum and the Palatine, translated by Helen H. Tanzer,
New York, 1928, p. 15, and by Fritz Toebelmann in Romesche Gebilke, Heidelberg,
1923, pp. 13-26.
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TRIUMPHAL ARCHES
TEXT

Page 76

The date of the restoration of the Arch of Titus and Valadier’s account of the

work are given in Giuseppe Valadier’s report presented to the Aecadenia Romana di
Archeologia, December 1oth, 1821, and published in the At della Pontificia accademia
romana di archaeologia, vol. 1, Part 2 (1823), pp. 275-206,

PLATES
Plate 122

Procopius (History of the Wars: The Vandalic War, Book 1V, IX, 5-10) refers to
the removal from Carthage to Byzantium of ‘the treasures of the Jews, which

Titus, the son of Vespasian . . . had brought to Rome after the capture of
Jerusalem’.

Plate 123

For Lowell’s reference to Longfellow's European reputation see Henry James,
William Wetmore Story and His Friends, Boston, 1903, vol. 1, p. 327.

The information concerning the artists shown in Healy's painting of Longfellow
and his daughter beneath the Arch of Titus is due to the courtesy of Mrs. Marie de
Mare, Healy's granddaughter.

Plates 124127

The sculpture of the Arch of Constanting is discussed by Ludwig Curtius in
Das Antike Rom, Vienna (1944), pp- 49-5!. The identification of the Forum's
buildings, now commonly accepted, is given on p. 50. H. Stuart Jones discusses
maore fully, with some differences in attribution, the medallions and attic reliefs in

Notes on Roman Historical Sculpture, Papers of the British School al Rome, wvol, HI
(1q06), pp. 220271,

THE BASILICA OF CONSTANTINE OR MAXENTIUS
TEXT
Page 78
The names associated with the basilica are discussed by Philip Barrows
Whitehead, The Church of §S. Cosma ¢ Damiano in Rome, in American Journal of
Archaeology, vol. XXXI (1927), pp. =5 Theodore Dwight's description of the

Basilica of Constantine is from his Journal of @ Tour in ltaly in the Year 1825, New
York, 1824, p. 229.
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PLATE
Plats 130

Corot's comment on the rainy season in Rome is from Etienne Moreau-
Nélaton, Corof raconté par lui-méme, Paris, 1924, vol. 1, p. 14.

THE COLOSSEUM

TEXT
Page Bo
Martial's description of the Colosseum is from his Epigrams on the Spectacles,

I, 5-6.
Suctonius’ estimate of Titus is from the Lives of the Caesars, The Defied Titus, VIL

Page 92

For the last mention of the Colossus in antiquity see note to page 136 under
Statues that were never buried.

Page 83

Suetonius’ description of Nero’s Golden House is from his Lives of the Caesars,
Nero, XXX

The quotation from Arnold of Harff is taken from Alessandro d'Ancona’s
Origini del Teatro in ltalia, Florence, 1877, vol. L, p. 282.

The story of the bull sacrificed in the Colosseum in the sixteenth century is
noted by Gregorovius in his History of the City of Rome in the Middle Ages, vol. VI,
Par I1, p. 708.

Pages 83-84

Cellini’s adventures in the Colosseum are related in Henvenuto Cellimi: Auto-
biography, translated by John Addington Symonds, New York, 1go6, vol. T,
pp. 252 (L

Page 8y
The dates of the erection of the various buttresses of the Colosseum are given
on tablets erected on the buttresses.

Page 85

Goethe's description of moonlight in Rome is from Johann Wolfgang Goethe's
Travels in Italy, London, 1Bg2, p. 159.
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Pages 86-87

Longfellow’s deseription of the Colosseum by moonlight is from the essay
"Rome in Midsummer," in Outre-Mer, first published in 1835.

Page 87

Hawthorne’s opinion of the Colesseum by moonlight is from The Marble Faun,
begun in Rome in 1859, first published in England in 1860 under the title of
Transformation,

Quotations on the Colosseum from Henry James are from Daisy Miller, first
published 1878.

Page 88

Gregorovius' reference to the weeding of the Colosseum is from his Roman
Journals, p. 402

p X
Cole’s description of the Colosseum is from Thomas Cole, The Course of Empire,
Voyage of Life etc., by Louis L. Noble, New York, 1853, p. 150-1b0.

PLATES
Plate r36

Peale's description of flowers in the Colosseum is from Rembrandt Peale, Notes on
Italy, Philadelphia, 1831, p. 105.

FPlate 137

The quotation from Deakin is to be found in Richard Deakin, Flora of the
Colosseum in Rome, London, 1855, pp. vi-vii.

THE GOLDEN HOUSE OF NERO
TEXT
Page yo
Martial comments on the works replacing the Golden House in his Epigrams on
the Spectacles, 11, 5-6.
For Suetonius on Nero's Golden House, see note to page 83.

Pliny refers to the painter Fabullus and the Golden House in his Natural
History, XXXV, XXXVIII.

Page 91

The paintings and inscriptions of the Golden House and reproductions of the
Baths of Trajan from the sixteenth to the eighteenth century are discussed by
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Fritz Weege, Das goldene Huus des Nero in Fahrbuch des kaiserlich deutschen archio-
logischen Instituts, vol. XXVIII (19:3), pp. 127-244 and pls. 4—21. Weege’s illus-
trations are invaluable not only because they show details of the paintings but also
because of photographs taken while some of the rooms were still buried almost 1o
their vaulting.

Fage g2

Pliny refers to the Laocosn in his Natural History, XXXVI, IV.

For the present dating of the Laocoin see Gisela M. A. Richter, Three Critical
Perivds in Greek Sculpture, Oxford, 1951, pp. B6-70.

The discovery of the Laocotin is discussed by Lanciani in Storfa degli Scavi,
vol. I (1goz2), pp. 139

Fage 93

Michelangelo’s opinion of the Laocotn is quoted from Margarete Bieber's
Laoeoin, New York, 1942, pp. 1-2. Sadoleto’s poem is quoted from the same book,
p. 2-

Canova’s letter concerning the return of the Laocoén and other works to Rome
is from Dorothy Mackay Quynn's The Art Confiscations of the Napoleonic Wars in
The American Historicel Review, vol, L, No. 4 (April, 1945), p. 456.

PLATES

Plates 144-145

The quotations concerning artists in the Golden House are from Giorgio
Vasari'y life of Giovanni da Udine, in Lives of the Most Eminent Painlers, Sculptors,
and Architects, translated from the Ttalian by Mrs. Jonathan Foster, vol. V, London,
1852, pp. 19—20.

THE BATHS OF CARACALLA
TEXT

FPage 94

The relationship between the centril halls of Roman baths and the main
waiting room of the Pennsylvania Station in New York is noted in The Amerivan
Architect for May 26, 1006, p. 155 and plates, and the same for October 5,
1g10, pp. 113-118.

Page 95
Cassiodorus on the aqueducts is quoted from the Variae Epistolae, VII, 6,
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Page g6

The discovery of the statues and capitals in the Baths of Caracalla is discussed
by Sergius Iwanoff, in Architektonische Studien, translated from the Russian by
Michael Rostovisev, part I11, Aur den Thermen des Caracalla, Berlin, 1898, pp. 15-16;
72-79.

THE BATHS OF DIOCLETIAN
TEXT

Page o

Petrarch on the Baths of Diocletian is quoted from Frances Eleanor Trollope,
The Homes and Haunts of the ltalian Poets, London, 1881, vol. L

Page g9

Roberto Paribeni refers to the documents granting the Carthusians a foundation
within the Baths of Diocletian in 1091 and additional funds in 1313, in Le Terme
di Diotleziana, Rome, 128, pp. 3334, but considers it doubtful that the work was
carriecd out. However, the illustraton from Fazio degli Uberti's Dittamonds

(Plate 7) and Taddeo di Bartolo’s painting in Siena [Plate 8) seem to show
monustic cells constructed within the baths.

Page 1oo

Muses Ezekiel and his studio in the Baths of Diocletian are discussed by
Henry K. Bush-Brown, Sir Moses Ezekiel, in Art and Archaeology, vol. X1 [June
1921), pp. 227-234. For much information concerning the location of Ezekiel's
studio and its appearance the author is deeply indebted to Salvatore Aurigemma,
Director of the National Museum in Rome, and to Signora Virginia Vacca of
Rome.

The reference to the Baths of Diocletian when Ezekiel had his studio there is

from An American Seulptor in Rome, by Katharine B. Wrenshall, in The World's
Work, vol. 19 (November, 1909), p. 12255.

THE FORUM OF NERVA
TEXT

Page 102

Master Gregory's description of the forum and temple of Minerva is discussed
by G. MeN, Rushforth, Magister Gregorius, ete., in Journal of Roman Studies, val. IX
(1019), pp. 30-31. The translation of Master Gregory's description, from page 53,
is due to the kindness of Marjorie Milne, Research Fellow in the Muscum’s
Department of Greek and Roman Art,
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Plate 163

Lanciani in Ruins and Excavations, p. 308, calls the arch ‘Noah's Ark". Rush-
forth, however, in Journal of Roman Studies, vol. TX, p. 31, feels that the name be-
longed to the temple.

THE FORUM AND COLUMN OF TRAJAN

TEXT
Page ro4

Ammianus Marcellinus discusses the magnificence of the Forum of Trajan in
his History, Book XVI, 10, 15-16,

For Cassiodorus on the Forum of Trajan see his Variar Episfolas, V11, G,

The legend of Gregory and the soul of Trajan and Venantins Fortunatus on the
use of Trajan’s forum in the eighth century are discussed by Ferdinand Gregorovius
in his History of the City of Rome in the Middle Ages, vol. 11, pp. 81-8s.

Page 105

Gregorovius refers to the Senate's resolution concerning the Column of Trajan
in his History, vol. 1V, Part 11, pp. 685-687.

PLATES
Plates 1572-57

A selection of scenes from the column is discussed by 1. A. Richmond in Trajan's
Army on Trajan's Column, Papers of the British School at Rome, vol. X111 {1935),
Pp- 140,

RUINS IN THE COLONNA GARDENS
TEXT

Page 108

Columns from the Temple of the Sun are mentioned in a list of antiquities in
Constantinople carly in Justimian's reign, compiled by an anonvmous author and
included in Anselmo Banduri's Imperium orientale sive antiquitates constantinopolitanae,
Paris, 1711, vol. I, Book TV, 185, p. 66.

The women's senate house is described in the Life of Antonins Elagabalus
attributed to Aelivs Lompridius m Serplores Historiae Augustae, 1V, 3.

A typical Renaissance discussion of the riined temple is that of Andrea Tulvio
in I’ Antichitd di Roma, Venice, 1588, pp. 61-62, First Latin edition published 1517,

Page rog

Quotation on the Colonna Gardens by Joseph Forsyth is from his Remarks on
Antiquities, Arts, and Letters duning an Excursion tn Ttaly, 2od edition, London, 1816,
PP 190191,
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Page 110

For Charles Platt’s description of the gardens see his ftalian Gardens, New York,
1893, pp. 51-55-

PLATES
Plates 180181

For the dating of the bronze boxer in the Terme Museum see Gisela M. A
Richter, Three Critical Periods in Greek Sculpture, Oxford, 1051, p. 48.

THE THEATRE OF MARCELLUS
TEXT

Page 112

For Vergil's lament for Marcellus, see the demeid, Book VI, B83-884. The
history of the Theater of Marceilus in the Middle Ages and Renaissance is dis-
cussed by Rodolfo Lanciani in Ruins and Excavations, pp. 499492 and by Umberto
Gnoli in Tepographia ¢ Toponomastica di Rema medivevale ¢ moderna, Rome (1939),
P- 125

Page 113

Niebuht's letter describing life in the interior of the theatre, dated February
16, 1817, Is quoted from The Life and Letters of Rarthold George Niebuhr, with

Essays on His Character and Influence, by the Chevalier Bunsen and Professors Brandis
and Lorbell, New York, 1852, p. 347-

UNIDENTIFIED TEMPLES BY THE TIBER

TEXT
Page 115
The derivation of the name Santo Stefano delle Carozze is discussed by Umberto
Gnoli in Topografia ¢ toponomastica di Roma medivevale ¢ moderna, p, 64.
The date of the renaming of the church Santa Maria del Sole is discussed by
Gnoli, as above, pp. 282-283.

PLATES
Plates 186187

Far the history of Santa Maria in Cosmedin see G. B. Giovenale, La basilica &
5. Maria in Cosmedin, Rome, 1927, one of a series of Menografie sulle Chiese di Roma,
edited by the Associazions Artistica fra i cullort di architettura in Roma,

The altar and temple of Hercules and the grain hall into which S, Maria in
Cosmedin was built are discussed by Giuseppe Lugli in The Classical Monuments of
Rome and Its Vicinity, translated by Gilbert Bagnani, Rome, 1920, pp. 340344
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HOUSE OF CRESCENTIUS
TEXT

Page 116

The House of Crescentius is discussed and its inscription translated in Ferdinand
Gregorovius' History of the City of Rome in the Middle Ages, translated by Annie
Hamilton, London, 1gos, val. IV, pt. I1, pp. 687-6g0.

Page 117
The quotation from Benjamin of Tudela is included with Nichols' translation
of the Mirabilia, in The Marrels of Rome, London, 188q, pp. 153-154.

PLATE
Plate 18y

Coello"s drawing of the House of Crescentius is published in Hermann Egger’s
Rimische Veduten, Vienna and Leipzig, vol. 1, pp. 34-35 and pl. 55.

THE PANTHEON
TEXT
Page 118

Dio Cassius’ description of the Pantheon is from his Roman History, Book LITI,
2%,3.
Pliny tells the story of Cleopatra’s pearls in his Natural History, Book IX, LVIIL

PLATES
Plat: rqo

For the excavations about the sides of the Pantheon see Notizie degli Seavi, 1881,
P- 204.

Plate 191

Master Gregory’s description of the sculpture in front of the Pantheon is given
in G. McN. Rushforth’s Magister Gregorovins, etc., in Journal of Roman Studies,
vol. IX (1919), pp- 37, 53-

Plate rg2

The date of the demolition of the two bell towers is given as 1883 in the
Enciclopedia Italiana, vol. 26, 1955, p. 218.
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Plalr 193

The description of cats by the Pantheon is from Eleanor Clark’s Rome and a

Fille, New York, 1953, pp. 128-12g, c. 1950, 51, 52, and reprinted by permission
of Doubleday and Co., Inc.

THE PYRAMID OF CESTIUS
TEXT
Page 122

Boceaccio refers to the pyramid called ‘tomb of Remus' in his Della genealogia
degli dei, Venice, 1627, Book IX, p. 149.

Poggin Bracciolini comments on the pyramid in his Historiae de Varietate Fortunae,
Pans, 1723, p. 7.

Page 123

For the histary of the Protestant Cemetery see Keats-Shelley Memorial Associa-
tion Bulletin and Revieeo No. 2 (1g13).

Page 124
The grave of Charles Mills in the Protestant Cemetery is number 17, 12th row,
Old Zone. Letter of March 15, 1955, from the Superintendent of the Cemetery.

HADRIAN'S TOMB
TEXT
Page 125

The famed Seven Hills of Rome are the Capitol, Palatine, Aventine, Caclian,
Esquiline, Viminal, and Quirinal, all on the east bank of the Tiber. The hills on
the west bank were never included in the number. Sometimes spurs of the same
hill have been called by different names, thus increasing the number, and in carly
times the names were not all the same as in the famous later list,

The description of the Janiculum is from Martial, Epigrams, Book IV, LX1V.

Page 126

Procopius’ description of the tomb and the Gothic siege is from his History of
the Wars, The Gothic War, Book V, XXIL.
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Page 127

The legend of the angel bowing to the Madonna is told in Manano Borgatti's
Castel Sant"Angels in Rome, Rome {1931), p. 119; the angel erected by Nicholas V
13 discussed on p. 165; the history of the Girandola is treated on pp. 187, 198199,

Note 277278, 321, 413, 457, 474: 512-513: But in spite of the fact that Borgatti
states that it was not shown at the castle from 1768 until 1870, Mrs. Eaton saw it

there during her visit in 1817-1818. (Rome in the Nincteenth Century, New York,
1823, vol. 11, pp. 274-276.

THE VATICAN OBELISK

TEXT
Page 129

The neighbourhood of St. Peter's and its ancient cemeteries from antiquity to
the present are discussed by B. M. Apollonj-Ghetti and others in Esplorazione sotto
la confessione de San Pigtro in Vaticano, Rome, Vatican City, 2 vols,, 1951, vol. 1,
pp. 9-21. The rest of the text volume considers in detail early graves discovered in
the excavations of 1g40-1949.

Page 132
The characterization of Sidonius Apollinaris of Rome as ‘the city unique upon
carth’ is from his Letters, Book I, Letter V1. To Hit Friend Eutropius, A.p. 467.

STATUES THAT WERE NEVER BURIED
TEXT
Page 133
The quotation from Cassiodorus in the opening sentence is from his Variar
Epustolae, Book VII, 15.
The quotation from Lactantivs Firmianus on images is from the Ante-Nicene

Christian Library, The Works of Lactantius, vol. 21, p. 136, translated by William
Fletcher, London, 1861,

Fage 134

Wace's lines on the statue of Marcus Aurelius are quoted from E. Rodocanachi,
The Roman Capital, p. 135.

Benjamin of Tudela’s description of the statue is given at the end of Nichols’
translation of the Mirabilia,
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Page 135

For the date of the new pavement of the Campidoglio see Armando Schiavo,
Michelangelo Architetto, Rome, 1940, p. facing Plate 57. Du Pérac’s eiching after
Michelangelo's design appears in Lafreri's Specufum, Rome, 156g. It is shown in
various books, including Schiavo’s Michelungelo Architetto, Fig. 56, and Il Campi-
doglio nel cinquecento by Pio Pecchini, Rome, 1950, fig. 4.

“. . . wondrous colossus . . . girt with rays’ from Martial, Epigrams, Book I, 11,

Master Gregory’s description of the Colossus is published in G, MeN.
Rushforth’'s Magister Gregorovius, etc., in Journal of Reman Studies, vol. IX (1g19),
p- 23. A hifteenth-century English translition of the description by Ranaulf Higden
in his Polychronicon is published in Chronicles and Memorials of Great Britain and
Ireland during the Middle Ages, London, Public Record Office No. 41, vol. 1,
PP. 233-235.

Page 136

The last reference to the Colossus of Nero appears in the Corpus Inseriptionum
Latinarum, I, in-a note on the Fasti, or calendar of Philocales, and seems to refer to
the custom of crowning this colossus on June 6 as an annual event in memory
of its dedication by Vespasian as a sun god. The statue and its connection with the
name Coloseum is discussed by Howard Canter in The Venerable Bede and the

Colosseum in Transactions and Proceedings of the American Philological Association,
vol. LXT (1g30), pp. 150 fi.

Page 137

The positions of the river gods on the Capitol are discussed by Pio Pecchiai in
It Campidoglio nel cinguecento, Rome, 1950, pp. 70-85.

For the names ‘Solomon and Bacchus’ used of the river gods by Master
Gregory see Rushforth in Journal of Roman Studies, vol. 1X (1g14), pp. 26 and 51.

Page 138

For Master Gregory's description of the Marble Horses see Rushforth as above,
pp. 26 and 51.

Page 139

The stary that the Marble Horses were sent to Nero by the king of Armenia is
told by Andrea Fulvio in L' Antichitd di Roma, Venice, 1588, p. 62; that concerning
their association with Alexander, by Giovann Franzini in his Descrittione di Roma
antica ¢ moderna, Rome, 1640, pp. 578-570.

Marforio used as a fountain with the bronze ball from the Vatican obelisk is
discussed by Pio Pecchiai in Nl Campidoglio nel cinquecenta, p. 73.
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Page 140

The story of Master Gregory and the statue of Venus is told by Rushforth in
Jeumnal of Roman Studies, vol, 1X (1g19), pp. 2426 and 51. The unproved tradition
that the Capitoline Venus was discovered walled up is given, p. 25, note 5. An
additional account of the discovery of this statue is in H. Stuart Jones, Catalogus of
the Ancient Sculptures Preserved in the Mumicipal Collections of Home, by Members of
the British School in Rome, vol. 1, The Sculpitures of the Musee Capitoline, p. 183.
This states that the statue was found in a garden near the church of 5. Vitale.

FPages rqo—r141

The story of Venus and the ring is found in William of Malmesbury, History of
the Kings of England ond the Modern History, wanslated from the Latin by the
Rev. John Sharpe, London, 1815, Book I, ch. 13, pp. 266-269.

Page 1 41
The quotation from Cassiodorus on statues is from his Farae Epistalee,
Bock VII, 15.

PLATES
Plate 221

The quotation from Julian the Apostate is from his Fragment of a Letter fo a
Priest. Julian's prayer to Mercury is quoted from Ammianus Marcellinus” History,
Book XV, 4, 5. The story that Julian was beguiled by a statue of Mercury taken
from the Tiber is told by Arturo Graf in Roma nella memoria ¢ nelle immaginazoni del
media ezo, Turin, 1888, val. 11, p. 136.

It is perhaps superfluous to note the author's continual indebtedness to
A Topographical Dictionary of Anctent Rome, by Samuel Ball Platner,
completed and revised by Thomas Ashby, Oxford, 1g2q.
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CHRONOLOGICAL LIST

Dates of emperors, popes, and kings are those of their reigns;
dates of emperors in () are those in which they became co-rulers

Traditional date of the founding
of Rome by Romulus,
Traditional date of the expul-
sion of the kings and the
founding of the Republic.
Approximate datc of the sack of
Rome by the Gauls,
Construction of the first aque-
duct of Rome, the Aqua Appia.
First Punic War between Rome
and Carthage.

Second Punie War; Hannibal
ernised the Alps from France to
Ttaly,

Third Punic War; destruction
of Carthage.

Sack of Cormth; Rome assumed
control of Greece and Mace-
cdonia,

Victories of Marius and Catulus
aver the Cimbri,

Civil wars in Rome.
Dictatarship of Sulla in Rome.
Rise and rule of Pompey in
Rame.

Conspiracy of Catiline; Cicern's
oratons against Catiline, b3 n.a.
Julins Caesar’s conquest of Gaul.
Carsar's conqguest of Britain,
Cacsar, dictator.

Assasination of Caesar,
Octavian, Caesar’s heir (later
Augustus) assumed power.
Ovtavinn’s Meet defeated An-
tony and Cleopatra at the Battle
of Actium.

Ocravian given title of Augustus
by the Senate,

27 n.c—14 Ap.  Reign of Augustns®.

A,
t4—37 Tiberius, emperor®,
3741  Caligula, emperor®,
41—5¢4  Olavdiw, emperor®,
427672 St. Peter, pape.
54—68 Nero, emperor®,
by Fire of Nero.
672 Death of St. Peter.
B7—70" Linus; pope.
68-6g Galba, emperor.
fig (heo, emperor,
6o Vitellius, emperor.
6979 Vespasian, emperorf,
7o Capture of Jerusalem by Titus,
7o-81  Titus, emperort,
7600 Anacletus I, pope.
Hi—06 Domitian, emperort.
go—0g? Clement 1. pope.
afi-08 Nerva, emperor,
af-117 Tmajan, emperor
oo-107? Lvarisius, pope.

to1-to7  Trajan's Dacian wars; frontiers
of empire greatly enlurged.

107-1162 Alexander 1, pope.

115117 Trajan’s Parthian wars; fron-
tiers of empire enlarged siill
muore Lo the cast

116-125 7 Sixtus I, pope.

117138  Hadrian,emperor; eastern houn-
dary of empire withdrawn from
Tigris to Euphirates.

125-1362 Telesphonus, pope,

1361407 Hyginus, pope.

148161 Antoninus Pius, emperors.

1go-1547 Pius I, pope.

154-165 Anicetus, pope.

* Julio-Claudian empreri.
4 Flavian emnperors.
} Antonine emperon.:

(305)
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161-1Bo
(147}

165-1747 Soter,

L74-18g?
180-192
(176)
18a-198?
193
103
193211

tof-a17?
200211
211217
(198

ai132

217-2:18
2172227
218222
ﬂ'}l}-—-ﬂaﬂ
222-235
230-235

235-238

235-236
236250

237298

238

248
258244
244240
249-251
251259
251-253
252-253
253-254
253-250
254-257
257-258
250268
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Marcus Aurclius, emperor].

papa
Eleutherius, pope.

Commodus, emperor}.

Victor I, pope.

Pertinax, emperar,
D‘b&lmjulmmu, emperar,
Septiming Severus, emperor;
Roman frontiers in Britain re-
tracied.

Lephyrinus, pape,
Geta, emperor,

Caracalla, emperor.

Edict of Caracalls extended
Roman citizenship to practically
all free inhabitants of empire,
probably to increase taxes.
Macrinus, emperor,

Calixtus 1, pope.

Elagabalus, emperuor.

Urhan I, pope.

Alexander Severus, emperor,
antmnm, pope.
Maximinus, emperor (pro-
claimed by Rhine legions).
Anterus, pope.

Fabianus, pope

250268

(255)

268270
260-274
70275

275283
2752710
276282
28228y
283-296
284305

286305
206-404
305306
{=03)
305311
(203}
311924
{307)
311-337
(306)

306512

308300
gi0
311314
912

313

3'4-335

330
336

Gallienus, emperor,

Claudius I, emperor.,

Felix I, pope.

Aurclian, emperor. Began the
existing walls of Rome afier
repulsing the Alemanni from
Italy.

Dmr_lrnm. emperor., Reorga-
empire into castern and

western sections.

Galerius, emperar.

Licinius, emperor,
Constantine I, the Great, em-

per {pmd.lmbﬂ by troops in

Britain),
Maxentins, unp:rur {pro-

claimed by practorian guard in
Rome),

Marcellus, pope.

Euscbius, pope.

Meichiades, pope.

Constantine  defeated Maxen-
tius at the Milvian bridge near
Raome,and soon after recognized
Christianity.

Constantine’s proclamation of
equal rights for all religions and
restoration of confiscated Chris-
tian property.

Sylvester [, pope.

Consiantine reunited the empire
under one emperor.,
Constantine dedicated Constan-
tinople as capital of the empire.
Marcus, pope.
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337-361

34t

352-366
355-358
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363364
364-975

364378
366-384
375-383
(367)
375392
(367)
376

375-395

39%-304
gz

34948

(383)
395423
(303)
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Julius I, pope.

Reigms of Constantine's sons:
Constantine TT, Constantius 11
and Constans,

Edict prohibiting pagan sacri-
fice. in public and permitting
confiscation of emples.
Liberius, pope.

Felix 11, pope (more properly,
anfi=pope).

Visit of Constantius IT ro Rome,
chronicled by Ammianus Mar-
cellinus.

Julian the Apostate, Constan-
tine's nephew, emperor; at-
tempited to Tevive pagianism,
Jovian, emperor.

Valentinian I, emperor (in the
west).

Valens, emperor (in the east).
Damasus 1, pope.

Gratian, emperor (in the west),
Valentinian I, emperor (in the
west).

Visigoths (West Goths) crossed
the Danube and ravaged the
Balkans,

Theodosiuz 1, the Great, em-
peror {in the east; after 302, in
the west also),
Eugenius, emperor (in the west).
Gratian refused title of pontifex
maximuyys ; withdrew state support
from pagan rites and enacted
severe edicts ageinst pagan
worship.

Siricius,

Arcadius, elder son of Theado-
sius, emperor (in the east),
Honorius, younger san of Theo-
diwius, emperor (in the west;
capital at Ravenna. Beginning
of permancnt scparation of
eastern, or Byzantine, and wes
term empires).

3g8-401
qoz

402417
407

408450
{402)
410

417-418
418424
422432
423445

425455

432440
440461
450457

455

455

455457
4574061
457474
461463
461-468
465467
467472

468-483

472
473474
473475

473474
474-401
475-476

397

Anastasius I, pepe.
Stilicho, Vandal general of
Honorius, defeated attempt of

Alaric and the Viss to in-
vade lmly. Ganl overrun by
Vandals, Alans, Suevi, and
Burgundians,

Innocent I, pope.

Roman legions withdrawn from

Throdesius 1T, emperor {in the
east).

Sack of Rome by Alaric and the
Visigoths,

Zosimus, pope.

Bamniface 1, pope.

Celestine I, pope.

Interregnum in the west after
death of Honorius,

Valentinian  [1I, emperor {in
the west),

Sixtus 111, pope.

Leo 1, the Great, pope.
Marcian, emperor (in the east},
Petromius  Maximus, emperor
(im the west),

Sack of Rome by Genseric and
the Vandals, called in after
murder of Petronius Maximus.
Avitus, emperor (in the west),
Majorian, emperor (in the west).
Leo I, emperor (in the cast).
Severus, emperor (in the west),
Hilarius, pape.

Interregnium in the west.
Anthemius, emperor (in the
west).

Simplicius, pope.

Olyhbrius, emperor (in the west),
Glycerius, emperor (in the west),
Juliiis Nepos, emperor (in the
weit ],

Leo T1, emperor (in the cast).
Zeno, emperor (in the cast).
Romulus Augustulus, emperur
(in the west),
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483402
48g9-526

406458
498514
514-523
523-516
526-5530
526545

527565
550-532
5935135
535-536
535554
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Odoacer deposed Romulus: tra-
ditional date of the ‘Fall of the
Roman empire’. Thearetically,
Rome was reunited with the
eastern  (Byzantine) empire;
actually, Odoacer ruled Italy as
king, and eustern connections
practically ceased,

Felix ITI, pope.

Theodoric the Ostrogoth ruled
Italy from his capital at Ra-
venna and attempted 1o con-
tinue the Roman tradition,
Grelasiug [, pope.

Anastasius [T, pope.
Symmachus, pape.

Hormisdas, pope.

John 1, pope.

Felix TV, pope.

Strugzle in ltaly among the
stccessars of Theodoric.
Justinian, Byzantine emperor,
Boniface 11, pope.

John 11, pope,

Agapetus 1, pope,

Reconquest of Ttaly by Justi-
nian  the Great, Byzantine
emperor, and his generals,
Belisarius and Narses.

5367538 Silverius, pope.

537530

Siege of Rome by Witiges and
the Ostrogoths; city held by
Belisarius, but aqueducts cut,

5387555 Vigilius, pope.

530
546

550561
561-574
568-774

575570
579-500

Capture of Ravenna by Beli-
EOTITIIS.

Capture and sack of Rome by
Totila the Osrogoth. Recap-
tured and abandoned by Beli-
sitrius, it eventually came into
Justinian’s hands,

Pelugius 1, pope.

John I11, pope.

Lombard conquest and Ling-
dom in northern Tialy,

Benedict 1, pope.

Peligius I1, pope.

e.5fa—
756

BB6-687
b87-y01
TO1=-705
Tag-qa7

708
708-715
Ti5-735¢
731741
41752

752
75%=7537

756

757-767
7hl—772

T72-795

Ratne and most of luly not
occupied by Lombards orga-
nized as Exarchate of Ravenna
and ruled by official respansible
to Byzantine emperor at Con-
stantinople.
Gregory the Great, pope.
Sabiniams,
Boniface 111, pope.
Honiface IV, pope.
Dewsdedit, pope.
Bouiface V, pope.
Homaorius 1, pope.
Severinus,
Jahn IV, pope.
Theodore 1, pope.
Martin I, pope. (Died in exile.)
Eugenius 1, pope.
Vitalianus, pope.
Constans I1, Byzantine em-
ﬁc"m visitedd Rome and robbed
er of nuch remaiming metal-
work, including the bronze tiles
of the Pantheon.
Adeodatus, pape.
Donus, pape,
Agathe, pope,
Leo I, pope.
Benedict 11, pope.
John 'V, pope.
Conon, pape,
Sergius, pope.
John VI, pope.
Juhn VIL pope.
Sistnmius, pope.
tine; pope.
Gregory 11, pope.
Gregory 111, pope.
Zachurias, pope,
Steplien, pope.
Stephen 11, pope.
Pepin, king of the Franks,
granted to the papacy much of
the Exarchate of Ravenna.
Paul 1, pope,
Stephen I11, pope.
Adrian 1, pope.
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Charlemagne absorbed Lom-
bard kingdom of northern Italy
Pepin's grant to the papacy.

Coronation of Ouwo I,

Great (g936—73) of Smmn',r,
marked revival of Charle-

magne’s Roman Empire in

774 gz

495-816 Leo ITI, pope. the west.
8oo Revival of the Roman Empire  g63- g5 Leo VILI, pope.
in the west, Charlemagne 065 Benedict V, pope.
crownied in Romoe by Leo II1L gb5— 972 John XIII, pope.
816-817 Stephen IV, pope. 973~ 574 Benedict VI, pape.
Bry-B24 1, pope. 074— 983 Benedict V1L, pope.
824-827 Eugenius I1, pope. g83-1002 One 111, Holy Roman em-
827 Valentinus, pope. perar: revival of interest in
Bo7-8a4 Gregory TV, pape. ancient Rome,
B44-847 Sergiua 11, pope. 983~ oy John XIV, pope.
846 Baracen raid on outskirts of 984~ g85 Boniface VII, pope.
Rome. 985- gob Johm XV, pope.
847 Earthquike damaged many  gob- 009 Gregory V, pope.
Roman monuments. gag-1003  Sylvester I1, pope.
7855 Leo V, pope; built the first 1003 John XVIL, pope.
walls about the Vatican section  1o03—100g John XV, pope.
as protection against further roog-rar2  Sergius IV, pope.
Saracen invasions. to12-io24  Benedict VIIL, pope.
855858 Benedict 111, pope. 1024—1032  John XIX, pope.
858-8h7 Nicholas I, pope. 1032-1045 Benedict IX, pope.
867-872 Adrian II, pope. 1045-1046  Gregory VI, pope.
872-882 John VIII, pope. tog6i-1ogy Clement IT, pope.
882-884 Martin 11, pope. 1048 Damasus T1, pope.
884-8H5 Adran 111, pope. rodn-1o54 Leo IX, pope-
§85-8g1  Stephen V, pope. 1054-1057 Victor I, pape.
8q1-896 Formosus, pope. 1057-1058 Stephen IX, pope.
896 Bonifice VI, pope. 1058—1055 Benedict X, pope.
8afi-8g7  Stephen V1, pope. 1o5g-1061  Nicholas L1, pope.
897 Theodore 11, pope. 1061-1073  Alexander 11, pope.
898-gou John IX, pope. t073-1085 Gregory VII, pape.
900-g03  Lea WV, pope. 1084 Destructive sack of Rome by
003-g04  Christopher, pope. Neormans from Sialy.
go4—ot1  Sergius IT1, pope. o8y Victor 11, pope.
913914 Lando, pope. 1088-1099 Urban I1, pope.
914928 John X, pope. togg-1118  Paschal 11, pope.
928 Leo VI, pope. 11181119 Gelasius IT, pope.
928-g31 Stephen V11, pope. t11g—1124 Calixtus I1, pope.
931-g936 John X1, pope, tr24—1130 Honorus [T, pope.
936-939 Leo VII, pope. 1130-1143 Innocent IT, pope.
939-a42  Stephen VILI, pope. 1143 Romans proclaimed their city
942046 Martin 111, pope. a republican commune and
046-955 Agapetus I, pope. restored the Senate. Amold
955-063 John XTI, pope. of Brescia became a leader.
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12651068
1271-1276

1276

1276
12761097
12771280
12811285
1zlig-1287
12881202

1204
1204-1303

300

1303-1304
1305-1514
1305-1378
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Papal rmoEmsinn nl‘ the prin-
ciple of the Roman commune
and the Senate effects work-
ing compromise between
Church and city. Senators
usually appointed by the

pope.
Celestine 111, pope.,
Innocent 111, pope.,
Honorius 111, pope.
Gregory IX, pope.
Celestine IV, pope.
Innocent IV, pope.
Alexander IV, pope.
Urban IV pope.
Clement IV, pope.
Gregory X, pope.
Innocent V, pope:
Adrian V, pope.
John XX, pope.
Nicholas IT1, pope.
Martin IV, pope.
Honorius IV, pape.
Nicholas IV, pope.
Celestine V, pope.
Boniface VIIT, pope.
First Holy Year of Jubilee in
Rome.

Benedict IX; pope.

Clement V, pope.

Popes withdraw to Avignon
(‘Babylonian Captivity');
Rome ‘the widowed city’,

13161934
1334-1542
B340

1349-1353
1347

1350~-1gh2
1954

13021370
1370-1378

1378
1378-1380
1380-1404
14041406
rqob-s41s
14171431
1431-1447
1447-1455

1455~1458
14561464

14B4-1471
1471-1484
14841402
1402-1 5003

1503
1503-1513
I513-1521

15221523

John XXII, pope.
B:nu:lmtxll pope.
Petrarch crowned poet laure-
ate on the Capitol.

Clement VI,

Revolution under Cola di
Rienzi.

Innocent V1, pope.

Cola di Rienszi appointed
Senator by the pope, but

nists ( Poggio Braccialini).
Ell:g'n::mu.l IV, pope; human-
ists: Poggio and Flavie Biondo.
Nicholas V, pope: humanis-
tic interest in Roman anti-
fuities increased.
Calixtus [11, pope

Pius 11 ’(A.m: 5}"1\-‘1!-!! Pic-
colomini), pope; a brilliant
humanist.

Paul I1 (Pietro Barbo), pope.
Sixtus IV (Francesco della

Rovere), pope.

Innocent VIII (Giovanni

Bartista Cibo), pope.

Alexander VI (Roderigo

Borgia), po

Pius IT1 [J’mtnnm Tedeschini
Piceolomini), pope.

Julius 11 (Giuliano della

Rovere), pope.

Leo X (Giovanni de’ Medici)
pope.
Adrian VI (Adrian Florent),
pope (the last non-Itallan
pope].
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1534-1549

1536

15391555

1555
1555-1559
15591565
1566-1572
1572-1585
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1590-1501

15G1
1592-1605

thos
1bog—162y
1hz21-162g
16231644
1644-1655
1655-1667
1667-1669
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Clement VII
Medici), pope.
Sack of Rame by armies of
the emperor, Charles V,
under the Constable of Bour-
bon.

Paul IIT {Alessandro Far-
nese), pope; beginning of
Coutiter-Reformation.
Triumphal procession  of
Charles V through the Roman
Forum after his victory in
Tunis the year hefore.

Julivs I (Giovanni Marii
Ciucchi del Mante), pope.
Mareellus 111 (Marcells Cer-
vini), pope.

Paul TV (Giovanni Pictro
Caraffa), pope.

Pius IV (Giovanni Angelo
de’ Medici), pope.

Pius V (Michele Ghislieri),
pope.

Gregory XIII (Ugo Bon-
compagni), pope

Sixtus V {F:h:c Peretii),

(Giulio de’

pope.

Gregory XIV (Nicolo Sfron-
dati), pope.

Innocent IX (Giovanni An-
tonio Facchinetti), pope.
Clement VITI (Ippolito Aldo-
brandini}, pope.

Leo XI {Alesandro Ottavi-
ano de' Medici), 1

FPaul ¥V (Camillo Borghese),

pope.
Gregory XV  (Alessandro
Ludovisi), pope.

Urban VIII (Matteo Bar-
berini}, pope

lunocm x {Giovanni Bat-
tista Pamfili), pope.
Alexander VII (Fabio Chigi),

pope.
Clement IX (Giulio Rospig-
liosi), pope.

1670-1676
1676168
168g~16g1
16g1-1700
1700—1721
1721=-1724
17241730
1730-1740
1740-1758
1758-17fig
1766-1774
1775-1799

1796

1708
1799

1Boo-182g
1805
18Bob

1809

1814

182g-182q
182g-1850

401

Clement X (Giovanmi Bats
tista Alfieni), pope.
Innocent X1 Benedetro Odes-
calchi), pope.

Alexander VIIT { Pietro Otto-
boni}, pape,

Innocent XI11 (Antonio Pig-
natellij, pope.

Clement X1 (Giovanmi Fran-
cesca Albani), pope,
Innocent X111 {Michelaneclo
Conti), pope.

Benedict X111 (Pietro Fran-
cesco Orsind), pope.

Clement XIT (Lorenzo Cor-
si.u.i}, pope.

Benedict XIV ( Prospero Lam-
bertini], pope.

Clement XTI (Carlo Rezzo-
nico}, pope.

Clement XIV (Lorenzo Fran-
crsco Ganganelli), pope.
Pius VI (Angelo Braschi),
pape.

French army under Napo-
leon invaded [taly,

Rome proclaimed a republic,
Fall of republic and restora-
tian of papal power.

Pius VII [Gregorio Barnaba
Chiaramonti), pope.
Napoleon declared king of
Italy.

End of Holy Roman Empire
with Francis II (Francis 1 of
Austria),

Napoleon annexed Rome and
other papal states to French
Empire.

Napoleon exiled to Elba;
papal power restored in Rome
by Austria.
Leo XII

Gengs), pape
Pius 1'..f‘I].I {me Saverio

Castiglioni), pope,

(Annibale della
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1848-1849

18491870

1861

1870

1878-1000
1878-1003

tgoo—1946
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Gregory XVI (Mario Cap-
pellari), pope.

Pius IX (Giovanni Maria
Mastai-Ferretti), pope.
Revolution in Rome and
throughout Italy; Garibaldi
and Mazzini among  the
leaders.

Rome declared a republic
(gth February).

Surrender of Rome to French
army (goth June), after de-
fence by Garibaldi. Papal
power nominally restored by
French.

Unification of Italy by the
king of Piedmont and Count
Cavour.

Victor Emanuel 11 of Pied-
mont king of
Italy (r7th March).

French withdrew from Rome
(tath August] because of
Franco-Prussian War,

Rome became capital of Ttaly
(znd October), after a plebis-
cite.

Humbert I, king of Lualy.
Leo X111 (Givacchino Pecci),
pope.

Victor Emmanuel 11, king
of Iialy,

1903-1914
19141022
1016
118

1922-1939
1022

1939
1940
1943
1943

1945
1046

Pius X (Giuseppe Melchiorre

End of World War I.

Pius XT (Achille Rarti}, pope.
Fascist ‘March on Rome'
{27th-3151 October); begin-
ming of Mussolini's govern-
ment.

Pius XII (Eugenio Pacelli),
pope;}.

Italy declared war on France
;ndﬂmtllnum{imh_lm‘j
Mussolini forced to resign
(25th July).

Rome declared open city.
Anglo-American troops enter-
ed Rome (3th June).
Mussolini killed (2gth April),
Victor Emmanucl T abdi-
cated (gth May), in favour of
Humbert 11

Italy wvoted to eostablish a
republic (2nd June); declara-
tion of republic 1oth June;
Humbert I1 left Ttaly (15th
June); republic proclaimed
(t6th June),

Constitution of the republic
went into effect (15t Janvary).
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