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Terrarum dea gentiumque, Roma 
Cui par est nihil et nihil secundum 

"Goddess of continents and peoples, O Rome, 
Whom nothing can equal and nothing approach" 

(Martial, Epigrams XII, 8, 1-2) 

INTRODUCTION 

By what seems a miracle, a collection of rustic 8 111 century B.C. huts 011 

a hill gradually grew unto a kingdom, a republic, and finaily an empire 
that dominated three continents. At its height in the 2x1  century A.D. 
Roman territory stretched from the Atlantic Ocean to the Persian Gulf 
and from the British Isies to the upper reaches of the Nile. In many 
ways Rome's was a global economy with ships sailing from Egypt to 
India and Malaysia; with trade contacts in China long before Marco 
Polo. On land, Rome was at the center of a network of excellent high-
ways that totaled more than 50,000 miles. The city itself had a huge, 
cosmopolitan population and used more than 200 million gallons of 
water a day, brought to the city by an ingenious system of eleven aq-
ueducts, some more than sixty miles long. Rome was, indeed, caput 

mundi. 
Nothing can recreate the spiendor and scale of Rome's achieve-

ment. What can be evoked are some specific aspects of that achieve-
ment. The exhibition on which this book is based attempted to provide 
a setting for a diverse collection of Roman portrait sculptures donated 
to the Cedar Rapids Museum of Art by Tom and Nan Riley in 1996. 
The exhibition created spaces to suggest the three major places that 
Romans used portrait scuipture: public areas, homes, and tombs. Of 
these three, we gave most attention to the domestic environment by in-
corporating numerous Roman household objects from five other mu-
seum collections. Many of these more utilitarian items were used by 
real Romans who lived, worked and played two millennia ago. 

Much of what we know about everyday Roman life is derived from 
the excavations of the cities, towns and country villas preserved by 
the eruption of Mount Vesuvius in A.D. 79. On display were frescoes 
excavated at Boscoreale on the siopes of the volcano, and numerous 
bronze objects associated with Pompeii and Herculaneum. Other ex- 

13 



cavations conducted by Midwestern universities and museums con-
tributed a variety of items from Seleucia-on-the-Tigris, an ancient city 
in the suburbs of modern Baghdad. These objects, most of which have 
a precise archaeological context, resonate with the lives of ancient Ro-
mans who once owned them and we hope that their iliustration here 
will strengthen our connections with the past. 

The first section of the Art in Roman Life exhibition featured the 
Riley imperial sculptures in a public and honorific setting (Fig. 109), 
introducing the political sphere of Roman life. The second section, the 
major focus of the exhibition and this book, led visitors unto the do-
mestic realm through the reconstructed interior of an ancient Roman 
villa or townhouse (Figs. 110-113, 116-117). The final section recre-
ated a Roman tomb (Figs. 114-115). More than 200 Etruscan and Ro-
man objects—sculpture, architectural fragments, frescoes, coins, and 
decorative arts—borrowed from some of the best antiquities collec-
tions in the United States, set an exciting stage from which to consider 
the Riley collection of Roman portraits. 

Our "Roman villa" with its six galleries approximated the architec-
turai spaces of excavated remains as well as the traditional Roman 
home as described in the well-known treatise, Ten Books on Architec-
ture, published by Vitruvius about 25 B.C. Ari atrium (main reception 
room, Fig. 110), hortus (garden area, Fig. 111), tablinum (office and re-
ception room, Fig. 112), cubicula (bedrooms), triclinium (clining room, 
113), and culina (kitchen, Fig. 116) formed a backdrop for the ancient 
art and artifacts, suggesting how such objects were used in a Roman 
household of the imperial period. 

The traditional Roman dwelling was designed to accommodate spe-
cific reiigious, politicai, and sociai functions. Its rooms are positioned 
to control the flow of visitors based on their reiationship to the paterfa-
milias, the male head of the family. Rooms near the main entrance like 
the atrium were accessibie to ali visitors including strangers. Rooms 
piaced farther back from the entrance such as the triclinium or the 
cubicula could only be reached by friends and associates who received 
personal invitations. 

This book documents the original exhibition, Art in Roman Life: Vil-
la to Grave, heid at the CRMA from September 2003 to October 2005. 
After the dose of the exhibition, a smaller version of the show was 
instaiied in December 2005 and will be ori display for the foreseeable 
future. This new installation exhibits all of the Riley scuiptures and 
a selection of artifacts from the originai exhibition. Although now re-
duced to one large gallery instead of the eight areas of the 2003-2005 
exhibition, the new installation is stili representative of the original 
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intention: to piace the portrait sculptures in a viabie context. Most of 
the objects in the originai exhibition are either discussed or listed in 
this book. In addition, several objects that were not available for the 
exhibition have been incorporated to amplify the picture of Roman 
life. These objects have an asterisk (*) piaced before their catalogue 
numbers in the text. The original exhibition was perhaps more didac-
tic than many contemporary museum shows. We decided that it was 
best to provide extensive information on labels and text panels so that 
those who wished to do so could iearn. We found that many people 
returned to the show, sometimes simpiy to look more closely and other 
times to read or take notes about specific features or objects. In this 
book we have taken the opportunity to provide even more information 
by inciuding relevant bibliographies, a glossary and an abbreviated 
timeline, as well as expanded discussions of works that appeared in 
the original exhibition and several others that did not. 

We hope that this book will be used not only by all who visited 
and remember the original exhibition, but also by those who visit the 
museum to see the Riley collection of portrait sculptures for the flrst 
time. The text and the accompanying compact disc are intended for 
a diverse audience: those young and oid who are interested in the an-
cient Roman world, those who are studying or may have studied Latin 
in high school or college, and those who simply appreciate iearning 
about the past and forging a connection with it through the material 
remains of a distant culture that stili influences our hves today. 

RicHApx DANIEL DE PUÌvJA 

F. Wendell Miller Distinguished Professor Emeritus 
University of Iowa 
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CHAPTER I: 
PUBLIC AND HONORIFIC PORTRAIT SCULPTURE 

In antiquity portrait statues were set up in public places as a means 
of honoring specific individuais. The Roman use of public, honorific 
portrait statues can be traced back to the Kings of Rome who set up 
scuiptural images of themselves on the Capitoline Hill to commemo-
rate their rule. With the establishment of the Roman Republic in 509 
B. C., the dedication of public statues in Rome was tightly controlled 
by the Roman Senate. The specific image—which politician, generai, 
or philosopher, and even how that individual could be shown—was 
determined by strict government regulations. 

Normally, such statues, almost exclusively depictions of men, 
were "togate" figures shown wearing the Roman toga, the tradition-
al garb of male citizenship. These governmental controls over pub-
lic statues were deemed necessary to prevent Roman politicians and 
generals from using this medium as an influential propaganda tool 
or as a means of introducing undesirable foreign cultural elements 
into Roman society. 

Roman legislative attempts to restrict the use and form of public 
statuary failed completely with the advent of the Roman Empire. Au-
gustus, the first Roman emperor (ruled 27 B.C.-A.D. 14), extensiveiy 
used Greek-style, idealized portrait statues to glorify himself, his fam-
ily, and his chosen successors throughout the Empire. Re was the first 
Roman ruler to exploit public portraiture as a means of promoting the 
virtues of his own reign by depicting his image in the scuiptural styies 
of earlier cultural highpoints such as those of Classical Greece. Many 
later Roman emperors continued the sculptural propaganda practices 
of Augustus. 

Monumental imperial portrait statues were usually displayed free-
standing 011 pedestals or in large wall niches often flanked by columns 
or pilasters. Such niches decorate Roman public fora and the interiors 
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of pubhc buiiclings such as tempies, basilicas, theaters, and baths. Por-
trait heads were often inserted unto large statue bodies which wouid 
have been dispiayed in a similar manner. Whether by outright blood-
shed or clever caiculation, when one ruier repiaced another, the bodies 
of his portrait statues might swiftiy be "decapitated" so that new por-
traits of bis successor couid promptly take their piace. Often portraits 
might be arranged side by side in a setting that honored the dynastic 
continuity of Roman imperiai mie. 

Two exampies will illustrate this characteristic use of portrait statu-
ary for purposes of politicai propaganda. The first is the Forum of Au-
gustus in Rome (Fig. i). On the eve of the Battie of Philippi in 42 B.C., 
the young Octavian (as Augustus was then caiied) vowed a tempie to 
Mars Uitor, Mars the Avenger, if his forces were victorious over the ty -
rannicides. They were, and the tempie was dedicated forty years iater 
011 12 May 2 B.C. The huge structure was iocated at the end of an enor-
mous coionnaded courtyard, the wails of which were articulated with 
numerous niches. Each niche contained a iarge statue with an inscrip-
tion 011 its base that identified the figure and gave a short biography 
listing his achievements. These figures inciuded ideahzed portraits of 
the summi viri, the iiiustrious men of Rome's past, as well as portraits 
of members of the Juhan family. The most prominent niches, oppo-
site each other at the centers of the curved hemicyies, were groups of 
Aeneas carrying his father Anchises and ieading his young SOil Asca-
nius by the hand as they fled from Troy, and Romuius, the iegendary 
founder of Rome. Two important statues of Augustus himseif were also 
displayed here. One, a coiossus about forty-five feet tali, occupied the 
large square hafl to the ieft of the tempie. The other, in bronze, depict-
ed Augustus riding in a chariot drawn by four horses and was piaced 
at the center of the forum. The inscription on this prorninent statue 
identified Augustus as Pater Patriae, the Father of the Fatheriand. 

If anyone had missed the point made by the progression of approxi-
mateiy 108 historical figures, the bronze chariot at the center of the 
forum uumistakably demonstrated the inevitability of Augustus' raTe 
of Rome, as wefl as his descent from Aeneas, aiready ceiebrated in 
Virgil's Aeneid, and thus the continuity from Monarchy to Republic to 
Principate. Augustus' own edict, quoted by Suetonius, states: 

This dispiay [in the Forum of Augustus] has been devised by the prin-
ceps [the First Citizen, as Augustus prefened to be called], so that he Mm-
self while he lives, and aiso the Teaders in succeeding ages, wffl be com-
pelled by the citizens to use the hves of these men as their exempiars. 

--Suetonius, Augustus, 31.5 
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I. Plan of the Forum of Augustus, Rome, indicating the scuiptural program (from 
P. Zanker, The Power of In'zages in the Age ofAugustus, p. 194, fig. 149): 

The second exampie is similarly grand but even more focused on 
the ego of one emperor. This is the Oiympieion, or Tempie of Oiympian 
Zeus, in Athens (Fig. 2). The project was begun much earlier, Ca. 520 
B.C., during the reign of the tyrant Peisistratos but ieft unflnished at 
his death. A iater attempt to complete it was made by the Heilenistic 
king Antiochus IV Epiphanes in 174 B.C. This time a Roman architect 
named Cossutius was commissioned to redesign the complex in the 
Corinthian order, but it too was ieft uuflnished. Finaiiy, Hadrian—more 
than 650 years after the project was begun—managed to complete this, 
the iargest tempie to Zeus in the Mediterranean world. It was dedi-
cated by the emperor himself in A.D. 132. In addition to an enormous 
goltd and ivory cult statue of Zeus in the tempie, there were no less than 
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2. Pian of the Tempie of Olyrnpian Zeus, Athens (from J. Travlos, Pictorial Diction-
ary of Ancient Athens, p. 406, fig. 524). 
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136 statues of the emperor displayed in the sacred eI nclosure. This was 
a gigantic space, approximately 424 by 680 feet square. The statues 
were piaced 011 pedestais along the inner perimeter wall and each was 
dedicated by a different Greek town to show its appreciation of the 
emperor's beneficence. Athens, as the mai or recipient of the emperor's 
largesse, outdid the other Greek towns by dedicating a colossal statue 
of Hadrian behind the tempie. 

Bibliography: P. Zanker, The Power of Images in te Age of Augustus 
(Ann Arbor, 1988); L. Ungaro and M. Milella (eds.),The Places oflmpe-
rial Consensus: The Forum of Augustus, The Forum of Trajan, 2 vols. 
(exhibition cat., Rome, 1995); M. Boatwright, Hadran and the Cities of 
the Roman Empire (Princeton, 2000). 

EXAMPLES OF POSSIBLE PUBLIC AND HoNoluFIc PORTRkITS 

1. Emperor Hadrian (Fig. 3) 
A.D. 117-120 
H. 42 cm. Marbie. 
CRMA, Gift of Tom and Nan Riley 96.22.7 

This over-life-size head shows a mature, robust an with long curly 
hair, short beard and moustache. The treatment of iihe base of this bust 
suggests that it was intended to be inserted into a separately sculpted 
body, a common Roman practice especially for imperial portraits. The 
perfunctory treatment of the back of the head contràsted with the care-
fui rendering of hair under the chin strongly suggests that the original 
setting for the statue was high above the viewer. The large scale, al-
though not an exclusive imperial prerogative, suggests that this may 
be a portrait of an emperor. 

There is a more obvious due to the identificatiòn: the physical ap-
pearance of this man. He looks like the emperor Hadrian who ruled 
Rome from A.D. 117 to 138. The most distinctive attribute is his beard. 
Hadrian was the first Roman emperor to wear a fuil beard and mous-
tache. One of the few literary descriptions of his appearance provides 
a possible explanation: "He was tali of stature and elegant in appear-
ance; his hair was curled on a comb, and he wore a fuli beard to cover 
up the natural blemishes 011 his face; and he was very strongly built" 
(Scriptores Historiae Augustae, Hadrian 26, 12). À11other reason for 
this fashion may have been the obvious connotati9n beards had with 
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