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INTRODUCTORY ADDRESS  

The present work has grown out of more general studies on  the  historical and triumphal  

motifs in Roman Imperial art. The form in which it is now submitted implies a severe re-
striction  with regard to points of view, material and conclusions.  Ι  have consciously adopted  

the principle of dealing with only a small number of representative monuments or carefully  

selected scenes and a few problems that  Ι  feel to be of special importance. The attempts here  

made to indicate the main currents in the stream of Roman art are thus primarily based upon  

an endeavour to comprehend the universal and general phenomena through the evidence  
provided by the individual but significant monument.  

The very ηatυre of the material invites such treatment. Only fragments remain of what  
must once have been a vast wealth of monuments. Also methodically it seems to me very  

suitable. Roman archaeology and history of art may, as regards the great triumphal reliefs,  

except in the case of purely special branches of study, have been all too much concerned with  

general evolution of style and formal lines of development, founded upon a frequently too  

superficial knowledge of the conceptual standards behind the outward shape and actual form  

of the artistic documents. In so far as no new and sensational finds comparable to the great  

reliefs discovered beneath the Palazzo  della  Cancel& υιa  or the sarcophagus from the Via  
Tiburtina  are immediately able to reveal new aspects of Roman art, we are for a profounder  

understanding of it constrained to resort to a never-ceasing and increasingly scrupulous re-
examination of existing monuments.  

The history of Roman Imperial art is extremely complicated. It combines the wealth of  

traditions usually found in aging cultures with the portent of new possibilities pertaining to  

the transitional period. The epoch mainly discussed here, which has justly been called the  

Golden Age of the  Principale,  involves al the same time the last brilliant manifestation of  

classic art and an increasingly apparent emergence of new tendencies in the direction of late  
antiquity and mediaeval times. Every prominent monument from this era is thus of para-
mount interest in view of the great evolution, detailed studies consequently having in addi-
lion to their primary importance also a quite considerable secondary one.  

ly  intention has not been to write a history of second century sculpture with regard to  
official art in its entirely, but is far less comprehensive. By a number of special studies I  

have merely wished to contribute towards a somewhat clearer understanding of the mutual  
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relαtiοns between imagery and social life in certain points that J have found worthy of  parti-
cular  interest. These special investigations should be seen, however, as parts of a pro'ected 
whole. The reader will, as  Ι  hope, have no difficulty in detecting their interrelation. 

The task of the art-historian is not merely to classify artistic documents, to date them and 
to allot them to as correct a place as possible wit/i due regard to local art traditions or  indi-
vidual  masters. It is also, and far more, to aspire to a comprehension of the works of art, 

. comprising both their conceptual and formal qualities, an endeavour to understand why 
they originated and what the artist and his patron wished to express by them. This is  natur-
ally a very  difficult,  indeed to some extent impossible task. It would properly require the 
power of projecting oneself into long vanished conditions, which is not possible except in an 
extremely imperfect way. Every opinion is thus dependent upon subjective as well as objec-
tile factors.  

Α  purely aesthetic method of approach alone is as inadequate as an exclusively antiguarian, 
historical or archaeological one. Here  Ι  Ιlave  also tried, at least in certain connections, to 
combine different methods. This has all too often made me realize the limitation of my pis-
sibilities. The study of classical antiquity still constitutes formally a unit. But it has already 
been differentiated de facto into so many special fields that it is now becoming increasingly  

difficult for one person to master them all as he encounters them in the course of his research. 
This applies not least to a student of art when coming across several of the  fiore  specialized 
spheres of ancient research, however great his interest may be to try to combine different 
standpoints and methods.  

Α  number of new terms and conceptions have been attempted here. All or most have, so 
to speak, developed out of the material itself during the  course of my work. Being empiric, 
their only claim is consequently to facilitate and deepen the comprehension οf the actual 
material presented here: they Ιlave in view no definite theoretical systeni, as their wider appli -
cation is quite another question.  lilly  purpose has here only been to try by  adding some new 
meshes to the net of methodical aids to capture more effectively the transient apparition of 
the artistic means of expression, so difficult to analyse and to explain in simple words. 

The collecting and preliminary treatment of the material was completed during my stay 
in Rome in 1943, when as temporary  assistent  at  the  Swedish Institute in Valle Giulia I 
had the advantage of taking part in its work and instruction. Owing to circumstances only 
too well known, the jlnal shaping of my work has had to be done in Sweden. This naturally 
involved advantages as well as great disadvantages. The Swedish libraries are, as a rule, 
well supplied with international literature, but for reasons easily understood cannot satisfy 
all the desiderata 0f a student of Roman Imperial art. The difficulties of obtaining newly 
published papers during the war have also in certain particular cases proved insuperable. 

ly  reason for submitting my work now and in this form is due to the fact that I regard 
it in the first place as a contribution to the important discussion on the Roman Imperial pe-
riod, a contributiqn that might lose some of its actuality by further postponement. I hope, 
however, that I may be privileged at some later date and in other circumstances to supple- 



ment  and revise the results here presented, in so far as  Ι  then may regard them as in need of  
correction.  

Ι  am much indebted to Professor Gregor ΡaυΙ sοn for many parts of the method used  

here. During my studies in the History of Art he  lias  constantly stressed the importance of a 
veritable characterization instead of mere description of the works of art, of an endeavour 
to include the conceptual factors in the studies of outward and formal qualities. Without  

,his inspiring instruction many points of view here advanced would not have been the same. 
Ever since Professor Axel W. Persson in his charming way introduced me to the study  

of antiquity,  Ι  have in the course of my work  aLso  come into contact  wit/i  several of our 
Swedish classical archaeologists; they have often shown me hospitality, interest and con-
sideration. Especially  Ι  should like to mention my gratitude towards Professor Axel Βoέ thius, 
who, whet/icr it has been a case of academic instruction, a personal exchange of ideas or of 
arranging important practical questions, has always given me his invaluable help. 

Photographic documentation is of paramount importance in a work of this kind. That 
it has been possible to introduce it in its present form is mainly due  to the courtesy of among 
others Professor A. W. van Buren of the American Academy in Rome, Professor Antonio 
M.  Colini  of the  Administration of the Municipal C οlΙecΙiοns of Antiquities in Rome, and 
Dr. Heinrich  Fuhrmann  of the former German Institute in Rome. The Directorate of the 
Vatican Museums has also rendered me assistance. 

Dr. Bengt Thordeman, Keeper of the  Royal Collections of Coins and Medals in Stock-
holm, kindly allowed me permanent access to the collection of Roman Coins. His generosity  
Iras  been of infinite value to me. 

Miss Kathleen M. Pain, B. A., is primarily responsible for the English version of the 
thesis; she has devoted much interest to the work of translation. Mr. Roger Hinks has 
kindly looked through some sections of the work and has given inc valuable advice. Dr. 
Willy Schwabacher has been good enough to take the trouble of verifying my numismatic 
material. The bibliography has been prepared wit/s expert assistance by  fil.  mag.  Mrs. Mar-
gareta  Hornwall.  

Djursholm,  Easter 1945.  
PER  GUSTAF HAMBERG  
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FIRST CHAPTER  

THE SIGNIFICANCE OF A DISTINCTION BETWEEN 

DIFFERENT MODES OF REPRESENTATION 

Illustrated  bj  some Imperial  Cοiυ- Τ3ρes  

I. INTRODUCTION  

I n the first section of the present investigation I shall attempt to define and explain 
certain modes of representation. By this term  Ι  mean the way in which a mental 
conception finds expression in artistic form as seen from an intellectual point of view. 

The fact is that Roman Imperial art in the field especially to be treated here, namely that 
of the historical and political motifs, by no means confines its medium of expression 
to the sober and prosaic description of  res  gestae,  which most scholars correctly observ-
ing a part of its principal monuments,  haie  erroneously wished to ascribe to it as a whole. 
Alongside this realistic line there runs during the whole of the Empire another current, 
abstract and speculative in choice of subject and anything but prosaically realistic in its 
mode of representation. It is the description not of the external appearance of events, 
but of their relation to the moral and religious foundations of the State, their historic im-
portance in a profounder sense, seen against the background of the great contemporary 
conceptions of political thought. It is here that a study of such fundamentally different 
modes of artistic representation as allegory, symbol and realistic description, is of special 
interest and, in addition, essential for our comprehension of the complex thread of the 
argument. In order to explain how allegories were used during the Empire or divine 
elements were introduced into historical compositions,  Ι  have accordingly considered it  

appropriate to begin with an exposition of the main forms of these methods 0f  repre - 
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sentation,  not from a theoretical, but primarily from an empirical point of view. This  
exposition is based, however, not upon the great marble reliefs, which will later be dealt  
with from a similar standpoint, but upon the coins of the Roman Imperial period, which  
by  their wealth of types whose content is assured by inscriptions, constitute a particularly  

sυiτab Ιe field of work. Their often extraordinarily clear and simplified forms conditioned  
by their small format present in an excellent way the problems in a nutshell. I there-
fore prefer to base this first part of my investigation exclusively, or almost exclusively,  
on the Imperial coin-types.  

I have selected on the one hand a cluster of abstract ideas with a special coherent po-
litical significance and on the other a single, but frequently recurrent ceremonial act;  
an examination of all the overwhelming material would in this connection be impossible,  
not to say meaningless. As representative for the abstract ideas I have chosen Concordia;  
as, however, in representative forms as well as in conceptions, this type is so intimately  
connected with Fides, I have been compelled to include this idea in some of its forms of  
manifestation. The concrete acts are represented by the  congiarium,  the ceremony of  
money distribution, which by  its connection with  Liberalitas  also affords an example of  
the combination of concrete action with moral ideas.  

The value of numismatics as a complementary study to the history of ancient art has  
been emphasized by so many authorities that any lengthy explanations will certainly  
be superfluous.  '  will merely point out that in this sphere also incorrect conclusions may  
easily be drawn from superficial comparisons. The little coin-relief always follows its  
own technical laws, in spite of frequently having a conceptual and also occasionally a  
definite compositional connection with the monumental relief.  Strack1  has also cautioned  
against letting the coin-type in detail argue for a lost large-size original, as has sometimes  
been the case, since while correctly rendering the given idea it can give an optically  
false representation. This applies both to figure motifs and to  architectura  numismatica.  
Style and propo rtions are seldom well imitated, while the attributes of a god or the ge- 
neral outline of a building may, however, be fairly well reproduced. Presumably the re-
verse types in most cases go back to memory-pictures and mental images and not to any  
direct copying of originals that the coin-engraver might have had before him in the course  
of his work with the dies. In the case of the portrait heads on the obverse the method  
was probably different. As we know, these show in several instances a pa rticularly strik-
ing characterization of the person reproduced, which cannot have been done entirely  
out of the artist's head. In reality, they have also often been traced back to actual  
portrait types known from still existing marble sculptures. This fact is so well known  
that it is unnecessary to mention any specific examples.  

If there are thus considerable differences between the coin and its monumental counter-
part,  Regung  has, on the other hand, pointed out emphatically that the State relief and  

Sτnλcκ,  Untersuchungen zur  ReichsprUgung, Traian,  pp. 13 ff.  
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the official sculpture were on the whole sufficiently forceful as models to deflect and  

control the development of numismatic art during the  Empire. 2  Anyhow, the full de-
velopment  of this true Imperial coinage begins with the reign of  Vesραsiαn3  and reaches  
its paramount stage of evolution during the first half of the second century, a period of  

great activity also for the artists working on a large scale in  marb Ιe  In spite of dif-
ferences the conceptual similarities between numismatic art and monumental triumphal  

,  art seem to me also so considerable that a study of the one in conjunction with the other  

is a pre-requisite condition for a comprehension of each of them separately. Of the great  

monumental art of the Imperial period there remain only fragments, although  parti.-
cularly  important ones. Of the Imperial coinage, which, as we know, was on an enormous  
scale quantitatively, so much remains, however, on the other hand that it is safe to assume  

that at least some specimen is known of the great majority of original types, as nowadays  

one very seldom meets with unfamiliar coins from this epoch.  
This immense coinage now presents from year to year, Emperor after Emperor, a  

number of perpetually recurrent types and conceptions, around which are also grouped  

more occasional and uncommon representations. As a link in the official propaganda,  

these motifs always bear reference in  sόme  way to the national life and thus reflect the  

political programme of the authorities. Owing to the dating of the coins to ruler, to year  

and sometimes almost to the month, it is possible to follow this programme both in its  

constant features and in the chance fluctuations of the situation of the day. Recognition  

of the Imperial coinage as an agency of propaganda and the assignment of contempor-
aneous issues to their historical context has entailed a complete revolution in classical  

numismatics. The difference in arrangement between  Cohen's  Description  historique  
and older works such as the  Doctrina numorum veterum  of  Eckhel,  on the one hand,  
and  Mattingly's  great catalogues or  Strack's  Untersuchungen zur Reichsρrόgυng,  on the  
other, illustrates to perfection this transition from collecting in alphabetical disorder to  

scientific treatment in historic and organic order. This new treatment of the material has  

naturally been of historical significance in the first place, but it is also of infinite value for  

the history of art. The coinage seen in such a connection restores the total picture, of  

which the reliefs by chance preserved often give only a part, whether by this total picture  

one has in view the history of a single motif during centuries or the interpretation of  

a non-recurrent historical situation through a series of different, but mutually comple-
mentary motifs conceived as a single complex whole.  

It is also upon comparing such entire sets of representations that the differences between  

these two groups of figurative documents emerges most clearly: the preponderance of  

the abstract personifications and the individual divine figures on the coins, the narrative  

form of presentation on the great reliefs. For it must be added by way of reservation  

that a part of the motifs of the state reliefs either do not recur in the numismatic material  

2  RΕGυνα,  Die  antike Μϋnze als Kunstwerk,  pp.  117  f.  
'  MATTINm.Y,  Roman Coins, p. 143.  

2---45143 Ρ  (,. 1ί'rnbrg 
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or have there been interpreted by essentially different means, whereas, on the other  

hand, a large number of the types appearing on the coins entirely lack a counterpart  

among the sculptures and reliefs preserved until the present time. The common resident  

is, however, large enough to include an entire range of representations referring to the  

national life, among them being the most universal and important types. .  Beneath si-
milarities as well as differences there thus lies a profounder unanimity in the conception  

of the  res  publica,  which may certainly vary its medium of expression, but which re-
mains fundamentally the same.  

II.  CONCORDIA  AND FIDES  

We will now proceed to an investigation of the coins selected for examination in order  

to gain some knowledge of the modes of representation which may be associated with  

existing coin-types of Concordia-Fides and Liberalitas-Congiarium.  

Before doing so, however, I should like to make a small terminological definition to  

enable the reader from the very outset to follow more easily the somewhat complicated  

argument. Together with a number of terms which need no explanation, I shall here  

use the words allegory and symbol in an entirely definite sense, although both, and in  

particular the latter, have by no means had an unambiguous meaning in art-historical  

and archaeological literature. Although the limits between the underlying conceptions  

cannot possibly be defined in all cases, they should not for that reason be confused.  

The word symbol has, on the one hand, a wider sense comprising any concrete ex-
pression for an abstract content and, on the other, a narrower sense of "concise sign"  

or emblem. From this the allegory differs, presenting, as it does, an abstract conceptual  

content usually embodied as a personification.  

The difference between such a figure and a divine or mythical one with more definite  

personal qualities is not always apparent in the actual outward shape and has also generally  

been understood only as a difference between varying degrees of antropomorphization,  

so that the personification has been said to hold an intermediary position between a  

more diffuse conception of supernatural power and the fully crystallized individual  

divine figure. 4  In fact, the mythical god or hero and the allegorical personification emerge  

from somewhat different mental processes, the one being more purely imaginative an4  

dramatic, the other reflective and m οrαlizing. 4  In a great number of cases, however,  
the limits cannot be drawn other than arbitrarily. In the following pages  Ι  shall therefore  

Cf.  Myth. Le"., art.  Personijikation  cols.  ao&8  IT. and R.  Ε.,  art.  Personijikation,  col. £044.  
'  Cf.  Η iνκs,  Myth and Allegory, pp.  τ  
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Use the term allegory not only where the action is paraphrased by means of ρersοώ -
lied abstract conceptions, but also by the intervention of personal gods. Various forms  

of hypostasization occur during the Empire intermingled with each other in the same  

compositions in such a way as to make further distinctions very difficult from a logical  

point of view and unnecessary from an artistic one. The essential feature is that the  alle-
gory, in contrast to the symbol or symbolic act, does not express its abstract content in  

a purely realistic form, but with its ideal figures presents an image from a divine or semi-
divine world, which has undoubtedly borrowed forms from reality, but cannot be identi-
fied with it. Whether the artist really believed in the image he created or only pretended  

to do so, is of no importance for this definition of allegory.  

We will now pass on to an examination of Concordia on the Imperial coinage. This  

divinity is usually classed among the personifications and not among the goddesses,  

being an example among innumerable others of the tendency in late classical antiquity  

to hypostatize conceptions and representations of more or less specialized type and to  

introduce a cult with the personification as cult-image. 6  Concordia may therefore be re-
garded as a typical representative of a whole series of similar figures. The investigation  

of this conception is thus an example, which may have possibilities of a wider appli-
cation as representative also of these other conceptions. Concordia has even been con-
sidered one of the most typical examples of such a h υρπstαs ίs. 7  To this must also be added  
that she is one of the very commonest reverse types on the Imperial coinage, occurring  

almost regularly Emperor after Emperor from Nero right down to the time of the  

Christian Empire.  
In most cases concord is represented allegorically, the conception Concordia being  

portrayed by a single female personification. In many cases the type is probably derived  

from some well-known cult-image; in others she seems to have been freely created and  

provided with different attributes according to the wording of the legend and the purpose  

of the type. Thus, an established uniform type is lacking. In consideration of her many  

different attributes and adjuncts she has also been called the least specialized of all the  

virtues. 8  Accordingly, we can speak of a whole series of types corresponding to varying  

interpretations of the conception. In an old German dissertation not less than 22 variants  

of Concordia are noted. 9  If we add to these the other possible modes of representation,  

other than the allegorical — namely the symbol in our narrow sense, the symbolic act  

and the interpretation of a moral meaning in a realistically reproduced historical or  
genre-like scene, we then get, as  Ι  shall soon show, quite an imposing collection of alter-
native or complementary forms of expression for the varying conceptual complex behind  

the single word Concordia or Fides. It is also significant from a more general point of  

view that this multiplicity not only shows the central position of Concordia and Fides  

W ιssοwλ,  Religion  und Kultus  der Römer,  pp. 46 ff., 271 ff.  
'  Myth.  Lex.,  art. Concordia, cols. 914 f. R.  Ε..  art. Concordia, cola. 831 f.  

Giaccrn  in  Rivista Italiana  di  Numismatica XVIII,  1905,  ρρ.  365 f.  
ENGELnARD,  De personijicarionibus,  p.  46.  
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in the political thinking of the Empire, but gives above all excellent proof of the way in  

which the allegorical means of expression were handled, re-moulded and created anew,  

in such a way as to reveal the growth of a rich and unbroken tradition.  

Proceeding now to concrete examples,  Ι  shall only include representative coins in  
substantiation of the argument and shall consequently make no attempt at a complete  

. inventory of all existing Concordia and Fides representations or congiarium types, as  

their vast number would too much encumber the presentation without at the same time  

leading to any essentially different result.  

Concordia is often portrayed seated with a  patera  in her hand and a cornucopia on her  

arm.10  The type is that of the enthroned cult-image, here seen in profile. The attributes  

are general and rather indefinite in range with allusions to piety and prosperity as per-
taming to harmony. The idea behind the type has the same general and vague purpose  

as the type itself (Pi.  ι  a).  
Another usual type (PI.  ι  b) with the legends  CONCORDIA EXERCITIVI  or  CONCORDIA  

11111-VI or an abbreviation of one or the other, shows us the goddess-personification  

standing with a military ensign in each handt 1  or possibly  seνeral.12  The allusion here is  
to the harmony of the armies or of the soldiers. The idea behind the type has gained a  

definite implication to which the representation has conformed, and the attributes have  

been taken from the sphere of military organization. A further variant of Concordia (PI.  
ι  c) with military ensigns shows her holding in one hand a small statuette of Victory,  

a so-called  νictουιοΙa.13  The conception behind the representation is still the same mili-
tary harmony, as also the legend  CONCORDIA EXERCITIVI.  To the idea of the harmony  
of the troops has been associated the thought of the fruits of concord, that is victory.  

Concordia is a requisite qualification for success, this a consequence of unity:. hence  

the victoriola as an attribute. In a similar way Concordia may be put together with a  

number of different conceptions, the commonest being perhaps Spes, in which case she  

is portrayed with a flower bud as an attribute in her hand 14  or with the very common  
addition of a statuette of Spes, against which she rests her arm 15  (Π/.  ι  d). Theoretically,  
such a combination can be made with every conception that can be placed in moral  

association or cult relation with harmony.  

Β. Μ.  C.  Ι,  Nero, nos. 61-63;  Pl.  39:15,  ι ό ;  Vitellius, fis,  I, 6, 7,  20, 21, etc.; Pi. 60:  ι, ι8,  19.  
Ibidem  II ,  Vespasian, flσ5. 6, 66, 588, 589, etc.; Pis. 2:2, 23:2. Numerous examples from later emperors.  

"  Β.  M. C.  ΙΙΙ,  Hadrian, nos. 1182-1187, etc.;  Pl.  78:9.  Ibidem  ΙΙ,  Marcus Aurelius, no. 1394; Corn-
modus, nos. 159, 195, 196, 576; Pis. 3, 96:  Ι,  ιοό :  8. Sτaλcκ,  Hadrian, no. 547.  M. & S.  ΙΙ:  i,  Septi-
mius Severus,  nos. 108, 502; Pis. 6:4, 8:  ι8.  

12  M.  &  S.  ΙΙ:  i,  Septimius Severus,  no. 256;  Pl.  7: 8;  Geta,  no. 135. Six standards.  
‚‚  Β.  M. C. IV, Antoninus Pius, nos. 1232-1235, 1332, 1361; PIs. 28: 7,  32: ς.  STRACK,  Antoninus  Pius, no.  

827; Taf.  Χ.  
14  Β.  M. C. IV, Antoninus Pius, nos. ιο8ο- ιο81, 1086-1088;  Pl.  23:6,  ιο.  Sτaλcκ, Antoninus  Pius, nos.  

1310, 1315.  
12  Β.  M. C.  ΙΙΙ,  Hadrian, nos. g-ii, 17-19, 33,  1102-1104, 1109, etc.; Pis. 46:5, 9,  14, 76: 2.  SΤRΑCΙ,  

Wadrian,  nos. 3,  13,  ι8,  26,  502, 504 etc.; Taf.  Ι.  Numerous later examples from the second century  Α. D.  
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It is self-evident that such freedom in the use of- types and attributes has not conduced 
to clarity. Consequently the task of interpretation may often be very difficult, if, as some-
times happens, an explanatory coin-legend is missing. Also in the case of statues and 
reliefs without inscription the context must very often determine the designation, which 
may he a pure matter of opinion without any possibility of complete certainty. In the 
next chapter  Ι  shall give some examples of this from great State reliefs, where the naming  

. 
 of certain personifications has long been the subject of discussion, and anyhow cannot 
be solved other than by an interpretation of the whole. 

Another very characteristic aspect of this complicated problem is the relation between 
the presentations of Concordia and Fides. The conception of "civil" Fides publica  has 
a personification of its own with attributes of its own 16  (Pi. if), while the military Fides 
type merges quite inperceptibly into the forms of the military Concordia (Pi.  ι  e). With-
out any real iconographical difference whatever we find the same female figure standing 
with military ensigns in her hands 17  or with one military ensign and a  νictοriοΙaί 8  to-
gether with the legend FIDES  EXERCITIVI,  FIDES 111111M or something equivalent. Also 
an enthroned personification can be equipped with military ensigns and a corresponding 
legend" (Pi.  ι  g). We shall later find the same lack of clear distinctions also in the 
case of the other modes of representing a concord or loyalty conception. Here, then, 
is as clear an illustration as we can wish of how the two virtues merge into each other 
and of how difficult it is to enumerate ad infinitum  the precise pictorial or plastic ex-
pressions of abstract conceptions. 

On lena's Concordia  cοins2 Ο  the otherwise customary personification has been re-
placed in all issues by a symbolic mode of representation, which inside the circum-
scription  CONCORDIA EXERCITIVI  shows two right hands c Ιasρed2 Ι (131.  ι  i)  or two  
hands clasping a military ensign set on prow 22  (ΡΙ.  ι  Iz).  An identical reverse type re-
ferring to the same military concord recurs some generations later during the reign 
of Marcus  Aurelius.23  The original prototype seems to have been earlier presentations  

of the symbol, but with the legend FIDES  EXERCAAVVM.  Such models are found under  
ΝiteΙΙ iυs2  (Π/.  ι  k) and Νesρasian.25  From the time of  Galba  we have a presentation  

'  Myth. Les., art. Fides,  cois.  1482 f. R.  Ε.,  art. Fides, col. 2284.  
1

2  Β. Μ.  C. 1V,  Antoninus  Pius, nos. 1990, 1991; Pis. 48:4, 49: 2;  cf.  pp.  271, 329.  SΤRΑCκ, Antoninus  Pius,  
fiS.  1104, 1112;  Taf.  XIV.  

18  Β.  M. C. IV, Marcus Aurelius, nos. 2395-2397,  τ iof;  PI. 8 2 : 3;  cf.  p.  677. M.  &  S. IV:  i,  Septimius  
Severus,  nos.  ι,  349, 651.  

12  M.  &  S. IV: z;  Elagabalus,  nos. 66-7!, 45-347;  Pis, z:  Ιι,  6:9;  Severus  Alexander, nos. 138, 278.  
MERLIN, Revers  mwie'taires  de  l'empereur  Iena,  pp. 45 1f,  cf.  136 f.  

21' Β.  M. C. III,  Iena,  nos. 4-6, 95, 99, etc.; Pis.  ι:  2, 3,  5:2.  
22  Β.  M. C. III,  Iena,  nos. 7-9,  86, etc.; Pis,  ι:  4, 5, 4:  ι.  
23  Β. Μ.  C. IV, Marcus Aurelius, nos. 1495-1497; Pi. 84: 9. 

 

'  Β.  M. C. I,  Vitellius,  nos, z, 86-87, 103-104, 113-117; PIS. 60: 16,  6 Έ  :  19, 20,  62:  3-5.  
25  Β.  M. C. II,  Vespasian,  ni.  756;  Pl.  32:6,  cf.  pp.  114, 197. A variant with the legend  CONCORDIA  

EXERCITIVI  and clasped hands holding military ensign is mentioned in  W ιczλυ,  Musei  Hedervanii  furls  
Gnaecos  et Latinos II, p.  139, no. 386 among the  nun,i  vagi,  and by  Conai,  Description  historique,  id.,  les-

pasien  75,  but not in the modern works. False or erroneously interpreted?  
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of the same type with the legend  HDES Μίί ΙΤΝΜ.28  The symbol of the hands, without a 
legend explanatory of the conception, but undoubtedly symbolizing Fides, is already 
found on Republican cοins.27  

Of particular interest in this connection are two denarius types from the "Vear of 
the Four Emperors", that is to say from the turbulent period after the death of Nero 
and before the fInal victory of Vespasian. They were struck by the army in Upper  Ger-

.  mania and are without any Imperial portrait. Both of them show on the one side two 
clasped hands with the inscription FIDES  EXERCITIVI,  while on the other side in the 
one case the same symbol of the hands recurs with the explanatory text  FI  DES  ΡRΑΕΤΟRΜ  
AIIM 2 8  and in the other has been replaced by a personification of Concordia together 
with the legend  CONCORDIA  ΡRΑΕΤΟ RΙΑΝΝΜ.29  Apparently the conceptions are not  
identical here, but at all events closely connected, and in spite of their different mode of  

representation complement and even replace each other.  

The coin bearing the Fides symbol on the one side and the figure of Concordia on  

the other seems to us to provide a key to the original forms of the loyalty and concord 
representations.  

Many signs indicate an extremely old magic conjunction between Fides and the human  

hand, especially the right one. We may mention the peculiar archaic sacrificial rit υaΙ 0  
and a large number of idiomatic expressions. 31  In a way that in clear comprehension of  

the Fides conception surpasses most that has previously been said on the subject, Hager-
strbm has touched upon the symbolic meaning of the handclasp, its complete reciprocity  

in obligations and its close connection with the goddess. 32  Τ iυbler too traced the use  
of the handclasp in Roman life back to a very old and primitive magic, while Heinze's  

famous article on Fides 34  rightly emphasizes the specifically Roman character of the  

conception as we know it, but misses the principal point, the supernatural power of 
Fides, which binds and protects man, but casts a spell of Nemesis over the breaker of  

the contract.  
When Tacitus uses the phraze renovare dextυas 5  as a synonym for "ti renew a treaty",  

this is only one of the cases where  dextra  may be exchanged for  fides or  foedus  (which  
were the same originally). In the expression there seems also to be concealed a concrete 
meaning of the greatest interest in this connection, since apparently it was actually  

2Ο  fl  Μ.  C.  Ι,  Galba,  no. 53.  
27  Β. Μ.  C.  repubi.  I, pp. 547, 587 f.; III, Pis.  LIV: 3, LVIII:  6.  Cf.  MERLIN, Revers mon ιtaires,  p.  46, where  

he erroneously refers the clasped hands to Concordia only.  
24  Β . Μ.  C.  Ι,  p.  306, nos. 65-69; P1.  5Ι  EI.  
25  Β.  I. C. I, p.  305 f., nos. 61-63;  Pl.  5ι  19.  
30  Myth.  Lex.,  art. Fides, cols. 1481 f. R.  Ε.,  art. Fides,  coIs.  2281 ff.  
31  Thesaurus, art. Dexter, col. 934.  
30  H)IGERSTRbM,  Der rômische Obligationsbegri  II, pp. 153 IT, τ66  IT. and passim.  
33  TXUnLER,  Imperium Romanum,  pp. 340 f.  
'  HEINZE  in Hermes  LXIV, 1929,  pp.  140 ff., and  idem,  Geist des Rénnertums, inn. 25 ff.  

33  TACITUS,  Annales  II, 58.  
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possible before entering into a contract to send  dexiras,  right hands in effigy, to invite  
the other party to a renewed  handclasp.38  Here, then, we find the hand symbol in plastic  
form utilized in a ritual that appears very ancient.  

The transference of the Fides symbol also to Concordia may well have been quite a  

simple matter. If Fides is the magically binding part of a contract, then Concordia is its  

result and to a certain extent also its pre-requisite condition, loyalty as such being one of  
the foundations of concord. The hand symbol together with a part of the "personality"  
of Fides has been included in the conception of Concordia, as conceived in historical  

times.  
Skard  felt that he could show how Concordia had been adopted comparatively late  

on Roman soil on the model of the Greek  Ηοmοnο ia.37  During the social intestine wars  
of the Republic it had, he thought, been introduced by  the conservatives, and had sub-
sequently  under Augustus and his successors become a corner-stone in the political  

programme of the  Principate.  Its own expression in imagery, as far back as we can  
follow it, is a personification. Whether the Concordia conception has, as  Skard  assumed,  
been, so to speak, imported ready-made from the Greeks or whether it has really had an  

earlier Roman history, which the legendary year  Β.  C. 367 for the Concordia chapel  

of Camillus seems to suggest, it has at all events been greatly influenced by  Homonoia  
and consequently always retains for its personification a  Graeco -Hellenistic form.  

In the hand symbol and in the anthropomorphic representation two different reli-
gious traditions are thus reflected. Fides has for special reasons retained her ancient  

impersonal symbol along with her less usual personification, while Concordia in historical  

times appears as a conventionalized Hellenistic female figure. This may be worth  

remembering. Wherever allegory and personification occur in Roman art we are justi-
fied in looking for a possible pictorially creative  Graeco -Hellenistic impulse. In con-
sideration of the universal obscurity and confluent syncretism of the Roman pantheon  

during the Imperial period it is not surprising that Fides and Concordia, as closely  
related conceptions in their social consequences, have in the course of time increasingly  
intermingled their visual shapes.  

Perhaps  Nerva  in his particular case even had a special reason for directly combining  

the ancient Fides symbol with a legend alluding to concord. The conception of Con-
cordia was well in keeping with his constitutionally conservative political programme  

with its ideal of co-operation instead of concentra tion of power. In his extremely weak  
position in relation to the a rmy before his adoption of  Trajan  it had, however, to be  
accompanied by an earnest and desperate exho rtation to the troops to show their  loyalty.34  

A  Constantinian aureus,  published by  ι  oecchi39 ,  shows on the reverse a large laurel  

36  Thesaurus, art. Dexter,  cii.  932, I. 21 ff. with reference to  Τλcιτus, EIistor&e  I, 54, II, 8.  
" Sκλιω  in  Auhandlinger utgitt  au  Det Norske Videnskaps-Akademi  1931, II, 2,  ρρ.  80, 92 and passim.  

"  MaRLIN,  Revers  monJtaires,  pp.  136 f. B.  Μ.  C. III, p.  xxxvii.  
39  GIECCHI  in  Rivista Italiana  di  Numismatica XXVI,  1913, pp. 301 f. with fig.  




