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Aule Metele (Arringatore, Orator) 

(Sanguineto), early 1st century BCE, 

bronze 

 

The Orator is one of the best examples to 

show a mixture of Etruscan and Roman 

influences. We know he thought of himself 

as an Etruscan because the hem of his 

toga records his name, Aulus Metellus, in 

the Etruscan script. On the other hand, 

the name itself is Roman. The laced high 

boots, revealed by the short toga, are 

characteristic of a Roman senator. And 

the impression of a worried face, sagging 

skin, and realistic, short-cropped hair 

seems to show influence from the 

Romans.  

 

 The statue of an orator, with (restored) 

right arm raised, addressing a crowd on 

some public matter (using the pose of the 

adlocutio), could be any modern politician, 

gesturing to emphasize an argument. 



This bronze statue represents the 

magistrate raising his arm to address an 

assembly- hence his modern nickname 

Arringatore (Orator). This life-size statue, 

which dates to the early first century 

BCE, proves that Etruscan artists 

continued to be experts at bronze casting 

long after the heyday of Etruscan 

prosperity. The time coincides with the 

Roman achievement of total hegemony 

over the Etruscans. The so-called Social 

War ended in 89 BCE with the conferring 

of Roman citizenship on all of Italy’s 

inhabitants.  

 

In fact, Aule Metele- identifiable because 

the sculptor inscribed the magistrate’s 

Etruscan name and those of his father 

and mother on the hem of his garment- 

wears the short toga and high laced boots 

of a Roman magistrate. His head, with its 

close-cropped hair and signs of age in the 

face, resembles portraits produced in 

Rome at the same time.  



The Curia Julia in the Roman 

Forum, the seat of the imperial 

Senate. 

 

The Roman Republic began 

with the overthrow of the 

Roman monarchy, traditionally 

dated around 508 BC, and its 

replacement by a government 

headed by two consuls, elected 

annually by the citizens and 

advised by a senate. A complex 

constitution gradually 

developed, centered on the 

principles of a separation of 

powers and checks and 

balances.   



Head of a Roman Patrician 

(Otricoli), c. 75-50 BCE, marble 

 

A “patrician” originally 

referred to a group of elite 

families in ancient Rome, 

including both their natural 

and adopted members. In the 

late Roman Empire, the class 

was broadened to include high 

council officials. 

 

In the beginning of the 

Republic, all priesthoods were 

closed to non-patricians. There 

was a belief that patricians 

communicated better with the 

Roman gods, so they alone 

could perform the sacred rites 

and take the auspices.  

 



Head of a man (Scoppito), 1st 

century BCE, marble 

 

During the Roman Republic, it 

was considered a sign of 

character not to gloss over 

physical imperfections, and to 

depict men in particular as 

rugged and unconcerned with 

vanity: the portrait was a map 

of experience.  This goal of 

verisimilitude contrasts with 

portraiture during the 

Imperial era, more idealized 

statues of Roman emperors 

became ubiquitous. 



Republican patrician, late 1st 

century BCE, terracotta 

 

The leaders of the Republic 

developed a strong tradition 

and morality  requiring public 

service and patronage  in peace 

and war, so military and 

political success were 

inextricably linked. 

 

Over time, the laws that gave 

Patricians exclusive rights to 

Rome's highest offices were 

repealed or weakened, and a 

new aristocracy emerged from 

among the plebeian class. 



Aristocratic patricians were 

fiercely proud of their lineage.  

They kept likenesses 

(imagines) of their ancestors in 

wooden cupboards in their 

homes and paraded them at 

the funerals of prominent 

relatives.  Slaves and former 

slaves could not possess any 

family portraits, because, 

under Roman law, their 

parents and grandparents 

were not people but property.  

Freed slaves often ordered 

portrait reliefs for their tombs 

to commemorate their new 

status as Roman citizens. 



Above: Funerary relief with portraits of the Gessii (Rome) c. 30 BCE, marble 

Below: Funerary relief of a freedman’s family, late 1st century BCE, marble 



Augustus (Primaporta), copy of a bronze original of c. 

20 BCE, marble 

 

Augustus Caesar is considered the first emperor of 

the Roman Empire, which he ruled alone from 

27 BCE until his death in 14 CE.  Born Gaius 

Octavius Thurinus, he was adopted posthumously  

by his great-uncle  Gaius Julius Caesar in 44 BCE 

via his last will and testament. In 27 BCE the Senate 

awarded him the honorific “Augustus” ("the revered 

one"). The young Octavius came into his inheritance 

after Caesar's assassination in 44 BCE. 

 

The dating of the Prima Porta piece is widely 

contested. It is thought to be a marble copy of a 

possible bronze original. This original, along with 

other high honors, was devoted to Augustus by the 

Senate in 20 BCE and set up in a public place. Up 

until this time Augustus had lived modestly, but the 

fact that the statue was found in his wife's (Livia) 

villa shows that he was thoroughly pleased with it. 



Augustus is shown in this role of 

"Imperator", the commander of the 

army, as thoracatus —or commander-

in-chief of the Roman army— meaning 

the statue should form part of a 

commemorative monument to his latest 

victories; he is in military clothing, 

carrying a consular baton and raising 

his right hand in a rhetorical 

“adlocutio”  pose, addressing the troops. 

 

The statue is an idealized image of 

Augustus based on the fifth-century 

BCE statue of the Spear Bearer or 

Doryphoros by the sculptor Polylkeitos 

(seen right). The Doryphoros's  

contrapposto stance, creating diagonals 

between tense and relaxed limbs, a 

feature typical of classical sculpture, is 

adapted here. The misidentification of 

the Doryphoros in the Roman period as 

representing the warrior Achilles made 

the model all the more appropriate for 

this image. 



The bas-reliefs on his 

armored cuirass have a 

complex allegorical and 

political agenda, 

alluding to diverse 

Roman deities, 

including Mars god of 

war, as well as the 

personifications of the 

latest territories 

conquered by him: 

Hispania, Gaul, 

Germania, Parthia (that 

had humiliated 

Crassus, and here 

appears in the act of 

returning the standards 

captured from his 

legions); at the top, the 

chariot of the Sun 

illuminates Augustus's 

deeds. 



The reliefs in the cuirass 

depict the retrieval of Crassus’ 

standards, captured by the 

Parthians (of present-day 

north-eastern Iran), an event 

in which the young Tiberius 

himself took a part, serving as 

intermediary with the 

Parthian king, in the act that 

is shown in the central scene of 

the armor, possibly his 

grandest service to his adopted 

father Augustus. With the 

introduction of Tiberius as the 

figure responsible for the 

retrieval of the standards, he 

associates himself with 

Augustus, the emperor and the 

new god, as Augustus himself 

had done previously with 

Julius Caesar.  



Augustus's barefootedness and the 

inclusion of Cupid riding a dolphin 

as structural support for the 

statue reveals his supposed 

mythical ancestry to the goddess 

Venus (Cupid's mother) by way of 

his adopted father Julius Caesar 

and the founder of Rome Aeneas.  



The clear Greek inspiration in style and symbol for official sculptural portraits, which 

under the Roman emperors became instruments of governmental propaganda is a 

central part of Augustian ideological campaign, a shift from the Roman Republican 

era iconography where old and wise features were seen as symbols of solemn 

character. (The example above on the left dates from the 1st century BCE.) Therefore 

the Primaporta statue marks a conscious reversal of iconography to the Greek 

classical and Hellenistic period in which youth and strength were valued as signs of 

leadership, emulating heroes and culminating in Alexander the Great himself. 



The face is idealized, as with 

those of Polykleitos's statues. 

Art underwent important 

changes during Augustus's 

reign, with the extreme 

realism that dominated the 

republican era giving way to 

Greek influence, as seen in the 

portraits of the emperors - 

idealizations summarizing all 

the virtues that should be 

possessed by the exceptional 

man worthy of governing the 

Empire.  



Caesars Palace Hotel Swimming 

Pool, Las Vegas, Nevada 



Ara Pacis Augustae (Rome) 13-9 BCE 



The Ara Pacis is an altar to Peace.  It was commissioned by the Roman 

Senate on July 4, 13 BCE to honor Augustus’ triumphal return from 

Hispania and Gaul.  Augustus dedicated the altar on Livia’s birthday in 9 

BCE.  It was situated on a field honoring Mars, the god of war to celebrate 

the so-called Pax Augusta or Pax Romana.  The altar acted as a visual 

reminder crediting the Julio-Claudian dynasty for this new age of peace.   



The altar was originally located on the northern outskirts of the city, on the 

west side of the Via Flaminia, in the northeastern corner of the Campus 

Martius, a formerly open area that Augustus developed as a complex of 

monuments; the Ara Pacis Augustae stood in the flood plain of the river Tiber, 

where it became buried under four meters of silt over the centuries. 



On the north and south sides, two dense crowds of people are shown, moving 

from left to right; amongst them priests, acolytes of the cult, magistrates, men, 

women and children. The historical identity of most of these figures can only be 

constructed hypothetically.  

 

It is not entirely clear what the function of the procession is. Some think that 

the scene shows Augustus' return, specifically the ceremony of welcome paid to 

him at his return from his long absence in Gaul and Spain; others think it 

represents the inauguration of the Ara Pacis itself, the ceremony of 13 BCE 

during which the space on which the altar would be built was defined and 

consecrated. 



The north wall has about 46 extant (surviving) or partially extant figures. 

Most of the heads on in this relief are not original but recreations made 

during the Renaissance. Among this group are priests and lictors.  



The heads of the figures on the South Wall are mostly original. Some half 

dozen figures are recognizable from looking at other surviving statues of 

members of the imperial family. Nevertheless, much debate has taken place 

over many of these figures, including Augustus, Agrippa, Tiberius, Julia, and 

Antonia. 



Some have their togas drawn over their heads, like a hood; this signifies that 

they are acting in their official capacity as priests. Others wear laurel 

crowns, traditional symbols of victory. Men, women, and children all 

approach the gods. These ritualistic scenes honor the Julio-Claudian dynasty 

and emphasize the importance of religion as a civilizing force. 



The lead figure, missing most of his body, in the left image below, is 

Augustus. An undisputed attribution, he wears a laurel wreath and a veil 

since he is portrayed as a priest. Augustus is likely shown leading as high 

priest and pater familias of his own family and, by implication, of the whole 

Roman empire.  Marcus Agrippa, the emperor’s son-in-law, is the figure with 

the toga covering his head.  



The inclusion of children had a significant role.  This was partly because young 

people like Augustus’ grandsons, Gaius and Lucius Caesar, were important 

members of the family, representing for Augustus the embodiment of the 

future and all his dynastic hopes.  They are reported to have looked very much 

like him, and the resemblance is emphasized in the heads of Augustus and 

Gaius on the two sides of a coin from Cyprus.  

 

Children also appear on this state monument, it is believed, because Augustus 

was concerned about a decline in the birthrate among the Roman nobility, and 

he enacted a series of laws designed to promote marriage, marital fidelity, and 

raising children.  



The West Wall also contains two panels. The fragmentary panel called "The 

Lupercal  Panel" apparently preserves the moment when Romulus and 

Remus were discovered by Faustulus the shepherd, while Mars looks on. 

 

The better preserved scene depicts the sacrifice of a pig (the standard 

sacrifice when Romans made a peace treaty) by an old priest and two 

attendants. Some have identified the priest in this scene as Aeneas. 



Here,  on the east façade, a goddess sits amid a scene of fertility and prosperity with 

twins on her lap. Scholars have suggested that the goddess is Italia, Tellus (Earth), 

Venus, or Peace (other views also circulate). Peace (Pax Augusta) makes the most sense 

since the entire scene depicts the benefits of peace, and the monument is the "Altar of 

Augustan Peace," not the "Altar of Italy" or "the Altar of Earth." The exact identity of 

the goddess remains debated, however. Personifications of the winds flank her.  





Vegetal decoration in the lower dado of the Ara Pacis 



There is good reason to believe 

that Roman artists used the 

Ionic frieze of the Parthenon as 

a source for the Ara Pacis. But 

the Greek temple 

commemorated the supremacy 

of Athens in a way that 

combined history (victory in 

the Persian Wars) with 

mythology (the Doric metopes 

and pediments) and ritual (the 

Panathenaic procession).  The 

Ara Pacis, in contrast , 

commemorates a specific 

historical event. By comparing 

his reign of peace to the 

Golden Age of Greece during 

the reign of Pericles, Augustus 

furthers his propagandistic 

aims. 



Drawing of the Augustan Forum 



Drawing of the Palatine Hill 



Maison Carrée (Temple of Gaius and Lucius Caesar) (Nîmes), 1-10 CE, 

marble 



The Maison Carrée is an ancient building in Nîmes, southern France; it is one 

of the best preserved temples to be found anywhere in the territory of the 

former Roman Empire.  It was built around 16 BCE and reconstructed in the 

following years by Marcus Agrippa.  It was dedicated to his two sons, Gaius 

and Lucius, adopted heirs to Augustus who both died young. The inscription 

dedicating the temple to Gaius and Lucius was removed in medieval times. 

However, a local scholar, Jean-Francois Seguier, was able to reconstruct the 

inscription in 1758 from the order and number of the holes in the portico's 

facade, to which the bronze letters had been affixed by projecting tines. 



The Maison Carrée is an example of Vitruvian architecture. Raised on a m 

high podium, the temple dominated the forum of the Roman city, forming 

a rectangle almost twice as long as it is wide. The facade is is dominated 

by a deep portico or pronaos almost a third of the building’s length.  It is a 

hexastyle design with six Corinthian columns under the pediment at 

either end, and pseudoperipteral in that twenty engaged columns  are 

embedded along the walls of the cella. 



Sir Norman Foster was commissioned to build a modern art gallery, known 

as the Carré d’Art, on the far side of the square, to replace the city theater 

of Nîmes, which had burnt in 1952. This provides a startling contrast to 

the Maison Carrée but renders many of its features, such as the portico 

and columns, in steel and glass. The contrast of its modernity is thus 

muted by the physical resemblance between the two buildings, 

representing architectural styles 2000 years apart. 



The Maison Carrée inspired the Virginia State Capitol, which was 

designed by Thomas Jefferson, who had a stucco model made of the 

Maison Carrée while he was minister to France in 1785. 



Pont-du-Gard (Nîmes), c. 16 BCE (?) 



The Pont du Gard is a notable ancient Roman aqueduct bridge that crosses 

the Gard river near Nîmes, southern France . It is the highest of all Roman 

aqueduct bridges and is the best preserved after the Aqueduct of Segovia.  

The bridge has three tiers of arches, standing 48.8 m (160 ft) high, and 

formerly carried an estimated 200 million liters (44 million gallons) of water 

a day to the fountains, baths and homes of the citizens of Nîmes. 



The construction of the aqueduct has long 

been credited to Augustus’ son-in-law and 

aide, Marcus Agrippa, around the year 19 

BCE. At the time, he was serving as the 

senior magistrate responsible for managing 

the water supply of Rome and its colonies. 

Espérandieu, writing in 1926, linked the 

construction of the aqueduct with Agrippa's 

visit to Narbonensis in that year.   

 

Newer excavations, however, suggest the 

construction may have taken place between 

40 and 60 CE. Tunnels dating from the 

time of Augustus had to be bypassed by the 

builders of the Nîmes aqueduct, and coins 

discovered in the outflow in Nîmes are no 

older than the reign of the emperor 

Claudius (41-54 CE). On this basis, a team 

led by Guilherm Fabre has argued that the 

aqueduct must have been completed 

around the middle of the 1st century CE. 

East end of the Pont du Gard in 1891, 

showing the stairs installed by 

Charles Laisné to enable visitors to 

enter the conduit 



Above Left: The water tank at Nîmes, 

into which the aqueduct emptied. The 

round holes were where the city's 

water supply pipes connected to the 

tank. 

 

Below Left: Interior of the water 

conduit of the Pont du Gard 

 

Like most Roman aqueducts, much of 

it was built underground. It was 

constructed by digging a trench in 

which a stone channel was built and 

enclosed by an arched roof of stone 

slabs, which was then covered with 

earth. Although the exterior of the 

Pont du Gard is rough and relatively 

unfinished, the builders took care to 

ensure that the interior of the water 

conduit was as smooth as possible so 

that the flow of water would not be 

obstructed. The walls of the conduit 

were constructed from dressed 

masonry and the floor from concrete. 





The Pont du Gard was 

constructed largely without the 

use of mortar or clamps. Some 

of the individual blocks weigh 

up to 6 tons. They were 

precisely cut to fit perfectly 

together by friction alone, 

eliminating the need for 

mortar.  
 

The builders also left 

inscriptions on the stonework 

conveying various messages 

and instructions. Many blocks 

were numbered and inscribed 

with the required locations, 

such as fronte dextra or fronte 

sinistra (front right or front 

left), to guide the builders. 



The Pont du Gard's design 

represents a fairly early stage 

in the development of Roman 

aqueducts. Its designer's 

technique of stacking arches on 

top of each other is clumsy and 

expensive, as it necessitates 

the use of a very large amount 

of stone.  

 

Later aqueducts had a more 

sophisticated design, making 

greater use of concrete to 

reduce their volume and cost of 

construction. The Aqueduct of 

Segovia and the Aqueduct de 

les Ferreres  are of roughly 

similar length but use far 

fewer arches. 

Aqueduct (Segovia), 1st century CE 
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