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Dio Cassius speaks of the dream Trajan had before he was an emperor: he saw an old man looking as the Senate was
represented in pictures. That dream was in fact a prophecy telling him that he would be the emperor one day. Dio’s text is
the starting point for an analysis of the iconography of the Senate before Trajan, during Trajans reign, and after Trajan,

on monuments and on coins.
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Dio Cassius, when speaking of Trajan before he
was an emperor, described the dream he once had
predicting his great future and his prudent rule
(68.5.1): “Trajan, before he became emperor, had
had a dream of the following nature. He thought
that an old man in purple-boarded toga and vesture
and with a crown upon his head, as the senate is
represented in pictures, impressed a seal upon him
with a finger ring, first on the left side of his neck

and then on the right. When he became emperor,
he sent a letter to the senate, written with his own
hand in which he declared, among other things,
that he would not slay nor disfranchise any good
man; and he confirmed this by oaths not only at the
time but also later!

Since Dio’s text is the only source mentioning
Trajan’s dream, we have no means of corroborating
the story, so it could be false and it could be true —

Dio’s Roman History, with an English translation by Earnest Cary, on the basis of the version of Herbert Baldwin Foster, I-IX, Vol. VIII,

London, Loeb Classical Library, William Heinemann Ltd; Cambridge Mass, Harvard University Press, 1955.
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either way it served its purpose: to confirm Trajan’s
good relationship with the Senate (Swinford 2012:
47). Dreams had an important role in the narratives
of ancient historians, especially prophetic dreams
sent by a divinity. Almost every great man in the
past had a dream of that kind, foretelling his des-
tiny. One of the most famous dreams (or visions)
is one of Julius Caesar on the eve of his crossing
the Rubicon. He saw the “giant image of the shaken
state’, as described by Lucan (1.185).> Suetonius, in
his life of Caesar, has the same story (Julius Caesar,
32).* Aeneas had a vision of Penates (Verg. Aen.
3.150)* and the personifications of the Roman state
continued to present themselves until late antiq-
uity (cf. Claudian, In Eutrop. 1.390).° Since all the
ancient authors lived in the world full of personi-
fied abstract ideas and state symbols, whose statues
could be seen everywhere, it is not surprising that
the state looked like a statue in dreams and con-
sequently the state continued to be described as a
statue.® In that sense the Senate in Trajan’s dream
belongs to that rich tradition of state functions
rendered in sculpture. Dio said explicitly: “as the
senate is represented in pictures” (oié oV Kai THV
yepouvoiav ypadovaot). In order to be seen like that
by Trajan, well known and immediately recogniza-
ble, the iconography of the Senate should have been
established beforehand. In other words: Senate
should have had a history of representations before
Trajan to be perceived as such by Trajan, so our first
question should be the figure of the Senate before
Trajan. The second question is: if Trajan really had
such a dream, then he would have preferred the
afore stated iconography of the Senate, and conse-
quently Trajanic monuments should show that. The
third question is: did such iconography persist after
Trajan? Since Roman art is never devoid of politics,
representations of the Senate in the arts unavoid-

ably point to the relationship of the emperor with
the Senate.

Generally speaking, the idea of personifying the
Senate stems from the East (as do other manifes-
tations of power and rule) (Forni 1953: 67-68),
but the religious cult of the Senate always stayed
primarily eastern (Forni 1982: 18; Erskine 1997).
Representations of the Senate, as it seems now, start-
ed in the East in the tradition of the Hellenistic art,
and are transmitted primarily through the coinage
of the Eastern cities as the type ZYTKAHTOZ. His
first appearance is the head of the beardless young
man and those portraits show Hellenistic features
of the Apollonian type, oriental type and influences
of Roman portraiture’, with rare examples showing
Sygkletos like the bearded older man with covered
head.® That iconography is at odds with Roman im-
perial iconography of the Senate as the figure of the
bearded standing man wearing toga, holding a staff
(scipio) and with covered head. Additional details
are found in Dio’s text where he had toga praetexta,
a ring on his finger and a wreath on his head. As
such he is immediately recognizable as figure stem-
ming from Roman tradition: elder wise men gov-
erned the state from the beginning, like Plutarch
said (An seni respublica gerenda sit, 789E)."...and
the council at Rome is still called the Senate (“body
of elders”)”’ Trajan’s dream, as told by Dio (68.5.1)
fits in that picture (Forni 1953: 63; Béranger 1965:
79) and represent the canonic image of the Senate.
Figure of elderly Senate frequently appears togeth-
er with the youthful personification of the Roman
People (Populus Romanus) (Blanchet 1943). They
are both defined as Genii: Genius Senatus and
Genius Populi Romani. We have an inscription from
Gightis (Tunisia), not yet dated, mentioning Genio
Senatus ob spectatam iustitiam, and we know that a
statue was erected too.'® These facts bring to mind

Lucan, The Civil War, with and English translation by J. D. Duff, Loeb Classical Library, London, William Heinemann Ltd; Cambridge MA,
Harvard University Press, 1962.

...ut ventum est parvi Rubiconis ad undas,/ingens visa duci patriae trepidantis imago. ,When he reached the little river Rubicon, the gen-
eral saw a vision of his distressed country”. Cf. Swinford 2012: 44.

Gaius Suetonius Tranquillus, The Twelve Caesars, translated by Robert Graves, Harmondsworth, Penguin Books, 1975, (1** ed. 1957): ,As
he stood, in two minds, an apparition of superhuman size and beauty was seen sitting on the river bank..* Plutarch (Caesar, 36-37) has
neither dream nor vision.

Virgil, Eclogues. Georgics. Aeneid: Books 1-6, with and English translation by H. Rushton Fairclough, revised by G. P. Goold, Loeb Classical
Library, Harvard University Press, Cambridge MA, London, 1998 (1% ed. 1916).

Claudian, with an English translation by Maurice Platnauer, vol. I, Loeb Classical Library, Cambridge MA-London, Harvard University
Press, 1990. (1% ed. 1922).

Like in the Policraticus of John of Salisbury in the 12 century. Swinford 2012: 43—44.

Daremberg & Saglio: 1198—1199, s.v. Senatus; Forni 1953: 60—62.

Alfoldi 1935: 17; Forni 1953: 61. figure BMCRE III 37, p. 32; RPC 951/2 (http://www.britishmuseum.org/research/collection_online/col-
lection_object_details.aspx?objectld=1327925&partld=1)

1 8¢ Popaiwv cOykAntog dxpt viv “yepovoia” kaheitat. Plutarch’s Moralia, with an English translation by Harlod North Fowler, vol. X,
Loeb Classical Library, Cambridge MA, Harvard University Press, London, William Heinemann Ltd, 1960. (1 ed. 1936). Here we could
compare etymologies of the word Senatus given by ancient authors (Cic. Cato maior, 56; Varr. L.L. 5.156; Plut. Rom. 13.3; Isid. Etym. 9.4.8).
CIL VIII, 11017; Constans 1914: 282—283, no. 13; Béranger 1965: 80. Two more dedications Genio Senatus from Tunisia are known, one
from Sicca Veneria (CIL VIII, 15847), the other from Sufetula (Ann. Epigr. 1911, no. 10).
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words of Libanius (Orat. 11. 150-152)'! who, in the
4% century reminded us of that particular relation-
ship: people behaves like the child and boule has the
role of the father (Veyne 1961: 264). Genius Populi
Romani, in the imperial art, was rendered as a
young man'? with the half-naked torso, and with the
horn of plenty (cornucopia) in one hand (Béranger
1965: passim; Fears 1978: 276—277). These two fig-
ures, standing side by side, appear on monuments
of imperial age, symbolizing in art the Roman state:
Senatus Populusque Romanus (Veyne 1961: 269;
Béranger 1965: 79).

Monuments and coins show the very foundation of
every government — Senate and the people, so every
emperor or pretender to the throne had to have a
defined relationship with the Senate, while perma-
nently claiming that he was working for the people.
During the Flavian age the Senate was changing,
accepting new members from the provinces, espe-
cially from the East (Syme 1997: 11, 585; Eck 2000:
218-219), but from Pliny the Younger we learn that
Domitian rarely consulted Senate and the assem-
blage’s prerogatives were ephemeral and limited
to decisions like the increasing the number of the
gladiators or the founding of a Collegium fabrum
(Plin. Pan. 54.3—4), notwithstanding the Lex de im-
perio Vespasiani (69 or 70 A.D.), which regulated
relations between emperor and the Senate (CIL VI,
930 = ILS, 224; Eck 2000: 232-233). Political and
real interactions between Flavian emperors and the
Senate were not ideal and the emperor had, in fact,
all the power, but the state monuments show a dif-
ferent picture, sending the political message of col-
laboration and respect.

The so-called Nollekens relief from the Domitian’s
time® is a fine example. Together with the emper-
or, as integral part of his entourage, stand Genius
Senatus, represented as an elderly bearded man,
wearing toga, and Virtus or Roma beside him.
Political message is obvious, but we might add that
the limited surface of the relief did not allow for the
multitude of figures, so the personification of the
Senate filled the space quite well — the whole as-
sembly rendered as one person. Another example
from the Flavian period is the Arch of Titus, built in
81 by Domitian honoring his brother Titus. In the
scene of Titus’ triumph we can see Victoria standing
with him on the chariot, and beside the chariot two
male figures, although very damaged, can be recog-

nized as Genius Populi Romani and Genius Senatus
(Kleiner 1992: 188-189, fig. 156).

Of all the Flavian monuments pertaining to our
topic, the most famous are the so-called Cancelleria
reliefs, A and B. It is still not known what was their
purpose and where they were originally situated.'
The main theme of the Cancelleria relief A is profec-
tio of Vespasian — his leaving for the Sarmatian war
in 92-93 A.D. Emperor’s entourage features figures
otherwise well known in official imperial art, like
Victoria, Mars, Minerva, Roma (or Virtus), mixed
with mortal companions like lictors and soldiers, all
bidding fare well. Among the divine followers of the
emperor, together stand Genius Senatus and Genius
Populi Romani, both easily recognized because of
the established iconography which leaves no doubts
who they are (Last 1948: 9; Koeppel 1969: 140, fig.
3; Kleiner 1992: 191-192, fig. 159). Most figures on
this relief are moving to the left, the whole com-
position is oriented to the left, to the road, with
Victoria leading the way. Only Genius Senatus and
Genius Populi Romani stand still, with both feet on
the ground. They are waving to the emperor but
are standing still. We do not have immediate proof
for our conclusion, but we dare speculate that this
iconography suggests that the Senate and Roman
People should be firm, stable, unwavering, reason-
able, “with both feet on the ground”

Cancelleria relief B shows adventus of Vespasian,
his return to Rome, probably in the year 70, after
the civil war in 68—69. Here we find all the main
features of the adventus iconography that will be
repeated in imperial art many times. State digni-
taries and divinities are here to greet the emperor,
all together and respectful. Vespasian is looking at
Domitian and between them, in the second row,
Genius Senatus and Genius Populi Romani are here,
looking at Vespasian. Genius Populi Romani steps
on a stone — perhaps the sacred boundary stone of
pomerium (Last 1948: 9-10; Koeppel 1969: 172 {, fig.
16; Kleiner 1992: 191, fig. 158).

The context for the appearance of Genius Senatus
on these monuments clearly defines his role: he is
there to greet the emperor, to bid him fare well, to
assist him during the sacrifice, to cheer the emper-
or’s triumph. There are no images of emperor con-
ferring with the Senate and treating him as equal.

The same thing could be said for the images of Senate
on roman provincial coins minted in various cities in

Libanii sophistae Orationes XVII. Antonius Bongiovanni, Venetiis, Ex Typographia Joan. Baptistae Albritii Hier. F. 1754.
On republican coinage, on the other hand, he looked like the Greek Demos: bearded and mature, but still recognizable by cornucopia

(denarii of Cn. Lentulus minted during 70-ties of the 1** cent. B.C.). Fears 1978: 277-278.

Today lost and known only from drawings. Kleiner 1992: 183, fig. 153.

4 Last 1948: 9; Hammond 1953: 134; Béranger 1965: 80; Kleiner 1992: 191, figs. 158—159.
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the Roman province of Asia during the Flavian reign
and Nerva's rule (Amandry & Burnett 2015: 134).
The above described type of the draped bust of the
youthful Senate continues to appear on civic coin-
age. Very often we can't be sure which emperor or
empresses is represented on these coins and under
whose name were they issued, so we must identify
them as anonymous (Forni 1953: 61). While during
the Flavian dynasty there are no depictions of Senate
or Genius Senatus on imperial coins, the situation
changes with the arrival of Nerva. Very rare sester-
tii from Nerva’s third emission in early 97 depict
Nerva and the genius of the Senate holding a globe
between them with the legend Providentia Senatvs,
“fore sight of the Senate (RIC II 90; for picture of this
coin see Elkins 2017: 90, fig. 2. 32). These coins must
be viewed in the context of an earlier type of Titus
that depicts Vespasian passing a globe to Titus with
the legend Provident(ia) Avgvst(i), “foresight of the
Augustus. In contrast to these issues the designation
of the princeps by the Senate on Nerva's emissions is
very clearly shown and aknowleged, since the Senate
was partly responsible for Nerva’s succession.!® The
same type would be copied afterwards by Trajan, as
he was also fond of the inclusive treatment of sena-
tors in his governance, even though that inclusive-
ness was probably only nominal.

It is quite obvious that by the time Trajan had his
dream the iconography of Genius Senatus will have
been well established as the familiar figure. Trajan
would use it to improve his relations with the Senate,
to ingratiate himself to the Senate, while imple-
menting his will much more efficiently. Domitian’s
reign has clearly shown that the bad relations with
the Senate were of no use to anyone (Gsell 1887:
339, 342; Frankfort 1962). We already quoted Pliny’s
Panegyricus Traiani, where he described the miser-
able role of the Senate during Domitian’s reign, but
with Trajan, he said, things had changed, and they
could take responsibility for the empire. Dio Cassius
(68.7.3) adds to the praises: “His association with the
people was marked by affability and his intercourse
with the senate by dignity, so that he was loved by
all and dreaded by none save the enemy”. Everyone
praised his civilitas and his reluctance to do harm to
the senators (Eutrop. 8.4).1° His good relations with

the assembly and traditional institutions were es-
pecially good during his early years (Scardigli 1974:
59; Eck 2017). Trajan even empowered the Senate
to negotiate peace with the Dacians in 102 A.D, and
in 105 A.D. he first asked the Senate to proclaim
Decebalus enemy of the state, before going to war
(Dio 68.9.7; Scardigli 1974: 66, 69—70; Griffin 2000:
98-99, 103-106). He continued with the policy of
integrating new members to the Senate, notably
from the East (Gsell 1887: 343; Eck 2000: 219).

Trajan stayed true to his dream and Pliny the
Younger speaks of his civil treatment of the sena-
tors, how he greeted them with the kisses (Pan. 43)
and they were free to visit him in his home as it was
their own (Pan. 48; cf. Ep. 6.31; Gsell 1887: 340).
We should not, of course, take all the flattering for
granted, because Trajan reserved all the power for
himself, but prudently kept peace at home. And that
particular fact could be seen on the monuments of
his age (Forni 1953: 63).

We can quote the Extispicium relief (today in
Louvre), with the state sacrifice and inspection of
the victim’s entrails, probably on the occasion of
the emperor’s departure for war. Once again we
have the usual group around the emperor, this time
Trajan, with Victoria and lictors.'” Heavily damaged
togatus in the middle connects both compositions:
one with the victim and the other with Trajan.' It is
nowhere explicitly stated, but the damaged togatus
in the middle might be Genius Senatus — his usual
position between the lictors and the emperor, his
calm stature with both feet on the ground, point us
to that conclusion.

The most famous example to be quoted is, of course,
Trajan’s Arch in Benevent, the peak of Roman state
art (Stuart Jones 1905: 227-228; Hammond 1953:
134) and the state propaganda (Domaszewski 1899;
Snijder 1926; Garger 1943; Gauer 1974), which offers
enormous opportunities for analysis. We shall limit
ourselves to the figure of Genius Senatus. The arch
was commissioned in 114 A.D. and probably finished
in 118 A.D. after the death of Trajan (Kleiner 1992:
224-227, fig. 189). Eight main panels on the body
of the arch commemorate emperor’s main achieve-
ments. Two panels, on the lower left and right on the
side of the city, show Trajan’s adventus in Rome in 99
A.D. when he became the emperor. On the right pan-

> Elkins 2017: 91. For various interpretations of this issue see: Merlin 1906: 56—60; Strack 1930: 45—48; Mattingly 1976 (BMCRE III): xlix;

Shotter 1978: 164.

...nullum senatorem laedens, nihil iniustum ad augendum fiscum agens... Eutropii, Breviarium historiae Romanae, editionem primam

curavit Detl. C. G. Baumgarten-Crusius, alteram Henricus Rudolfus Dietsch, Lipsiae, in Aedibus B. G. Teubneri, 1883. Wallace-Hadrill

1982; Garcia y Bellido 1995.

This topic has an obvious parallel on the Trajan’s arch in Benevent. Koeppel 1985: 154 ff.

18 Wace 1907: 233 ff, Pls. XX-XXIV; Scott Ryberg 1955: 128 f; Koeppel 1969: 146—148, fig. 5; Koeppel 1985: 154—157, 204 ff, Abb. 35-41, esp.

Abb. 36; Kleiner 1992: 223-224, fig. 187.
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el praefectus Urbis invites Trajan to make ingressus
and enter the city: an important event since it was the
first time that citizens of Rome saw the new ruler. On
the left panel we can see Genius Senatus and Genius
Populi Romani standing in front of the Curia Iulia
and greeting Trajan. Genius Municipiorum (recog-
nized by the turreted crown, understood as Ordo as
well) and Genius Ordinis Equestris (wearing trabea
and a cloak) stand with them. The posture of Genius
Senatus could be read as postulation and reception
— a welcome for his favorite son.” Since the Senate’s
hand is damaged we do not know what he held in
his hand, but comparison with coins suggests that he
might have held a globe (Petersen 1892: 255; Koeppel
1969: 164; Fittschen 1972: 767, Abb. 21, 22).

The other relief on the arch in Benevent, which fea-
tures Genius Senatus lies on the northern side of the
passageway. Main topic of this relief is the sacrifice
taking place in Rome, and in the middle of the com-
position stand Trajan and Genius Senatus. Senate
is holding volume in his left hand — symbol of au-
thority. Young Genius Populi Romani is beside him
(Scott Ryberg 1955: 118, 135; Veyne 1961: 231-232;
Torelli 1997: 148).

Trajan’s coins acknowledged the role the Senate
played in the investiture of imperial power. The
same complex dynamics seen on monumental im-
perial representations, can also be recognized on
his monetary issues. After Nerva’s death, Trajanic
denarii et aureii depict a globe passed to the em-
peror by the Genius of the Senate with the legend
Provid(entia) in the exergue (RIC II 28; for picture
of denarius of Trajan with PROVIDENTIA reverse
type see Seelentag 2004: 78). Some sestertii, which
do not bear a descriptive legend, depict the exact
same scene as Nerva’s sestertii, mentioned above,
with both of the genius’s hands on the globe passing
it to Trajan who holds sceptre (RIC 11 437; Mattingly
1976 (BMCRE III): 157 nr. 774). These sestertii were
issued during Trajan's third consulate in years
101-102. The absence of the word senatus from the
legend Provid(entia) on the denarii and aureii was
the root of a mistaken belief that the togate figure
standing left and presenting Trajan with a globe was
his predecessor Nerva, in accordance with earlier
similar emissions of Providentia Avgvsti types mint-

ed during Titus’ rule. Several recent numismatics
studies have shown that the Trajan's coins replicate
Nerva's sestertii with strong exactitude and that it
is much more logical to recognize a personification
of the Senate in the image of the masculine figure
standing on the left, dressed in toga, with a scroll in
his left hand.*

The second type which bears the depiction of Senate
on Trajan's coins is Vota Suscepta type, one of the
later Trajan's gold issues minted in 115.* Denarii
and aureii show the Senate standing right, holding
sceptre and sacrificing before the Genius of Roman
people, standing left and holding cornucopiae (RIC
II 371-374; for picture of this type see Beckmann
2009: 160, fig. 23). This type should be interpreted
together with another type, also issued in year 115,
Salus Augusti (RIC II 368—-370), showing the god-
dess seated on a throne, holding a patera over an
altar around which a snake is coiled. Salus is specifi-
cally labeled as Salvs Avgvsti, a direct invocation of
the goddess on behalf of the emperor’s health (fig.
1). The Vota coins record ,vows undertaken” (Vota
Suscepta) by the senate and the People (identified
by their personifications), for emperors health and
safe return, presumably after the fashion of those
made for Augustus 16 BC and commemorated on
his coinage.”? The appeal to Salus and the record of
vows both point to a decline in the emperor’s health
(Strack 1931: 227; Beckmann 2007: 82-83; 2009:
50-51). The iconography of Trajan's votive coins
reflects exactly such an event: The Senate and the
People shown standing around small altar, are in
an act of pouring libations. The emperor's health
problems were serious enough to make a fairly ma-
jor appearance on coinage.*

The same iconography of Senate persisted after
Trajan. The scope of this paper permits us to quote
only the most famous examples. Hadrian, when he
came to power, continued Trajan’s policy of good
relations with the Senate. Consequently, Hadrianic
monuments show the same dignified Senate with
the emperor. Two vertically oriented reliefs deco-
rated once the so-called Arco di Portogallo. It was
torn down in 1662 and is known only through
the contemporary drawings.?* The mentioned re-

¥ Veyne 1960: 196; Veyne 1961: 253—254; Koeppel 1969: 163; Torelli 1997: 156.
2 Méthy 2000: 378—380; Seelentag 2004: 78—87; Norefia 2011: 96—98; Elkins 2017: 90-92.

2L for datation see M. Beckmann 2009: 150.

2 BMCRE I Augustus 92; RIC 358: Vota inscribed in an oak wreath: lovi Optimo Maximo senatus populusque Romanus vota suscepta pro

salute Imperatoris Caesaris.

% Beckmann 2007: 84 identifies 5 dies for Salus series, 2 dies for Vota.

2 Arco di Portogallo stood on Via Flaminia/Lata, today Via del Corso, and was destroyed by the orders of pope Alexander VII. Possible dates
of the original arch vary: from Vespasian to the 5% century construction ornated with the reliefs of earlier times. Wace 1907: 258—263;

Kleiner 1992: 253; VanderLeest 1995: 319.
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Figure 1. Denarius of Trajan from 114-117. with SALVS AVGVGSTI reverse type (Archaeological Museum of Zagreb; C1227. Published

with permission. Autor of photography: Igor Krajcar).

liefs are the remaining parts (today in Palazzo dei
Conservatori). One of them is the famous relief
with the apotheosis of Hadrian’s wife Sabina. The
other is of special interest now: it shows Hadrian al-
lotting food to the poor children of Rome (institutio
alimentaria).”® The emperor stands on the pedestal
(suggestus) holding a speech. The bearded togatus is
beside him — obviously Genius Senatus, and a young
man in front of the emperor looks like Genius Populi
Romani. Around them are three more men and a
child (Kleiner 1992: 254; VanderLeest 1995: 320).
This relief is a wonderful example of why such per-
sonifications functioned so well in Roman art. With
only three main figures mass event is described.
Emperor accompanied by the whole assembly gave
speech to the multitude of people. Perhaps the ar-
tistic functions of Genius Senatus, clearly seen here
and on other examples, was the reason why the
cult of this Genius was limited to the East, and is
not known in Rome. Personifications were so am-
ply used because they solved the problems of artis-
tic composition, and not because of the religious
sentiment.

Another, also vertically oriented relief (today in
Palazzo dei Conservatori) shows Hadrian’s adven-
tus in Rome. Among the crowd to greet him are
Genius Senatus and Genius Populi Romani. It might
be Hadrian’s coming to Rome in 118 or 134 A.D,
since both are commemorated on Hadrian’s coins.
This relief is sometimes connected with Arco di
Portogallo too. Roma receives the emperor and is
giving him the globe, and both Genii are watching
the scene (Koeppel 1969: 156, fig. 9; Kleiner 1992:
255-256, fig. 223). What is of interest here is the
posture of Genius Senatus — he is wearing embades
(endromides) of the divinity, not calcei patricii (sen-

atorii), and he is not standing with both feet on the
ground. This is a subtle change in the Hadrianic art
speaking in favor of our view that Genii were used
to organize the artistic composition and that the
obvious symbolism of their figures from Flavian
times has gradually diminished.

A good example is sestertius issued by Hadrian cir-
ca 128-132 A.D. Genius of Senate and Hadrian are
standing vis a vis, clasping hands and Roma is shown
standing right, behind, holding clasped hands and
spear (RIC II 968; BMCRE III 1364). This reverse
type, representing “Concordia Senatus,” likely com-
memorates the conferring of the title pater patriae
upon Hadrian by the Senate in 128 AD. Roma is em-
bracing the two main parts of Roman imperial rule
and power: the emperor itself and the Senate, again
personified in its well know image of a tranquill, to-
gate and dignified man. There is a coin of Hadrian
(Cohen, méd. imp. I, n. 1406) where the position
of the words Senatus and Populus Romanus cor-
respond directly with the figures of the bearded
Senate and the young People of Rome, standing
beside the altar. Under the altar are the words vota
suscepta (Cohen 1882: 223; Petersen 1892: 255).

If we move forward in time, we shall find our
Genii on the monuments of Marc Aurel. Of the
eleven extant panels, generally thought to origi-
nally ornate one or two arches of Marc Aurel from
176 A.D, eight panels are in the attica of the arch
of Constantine, and three are in the Palazzo dei
Conservatori (Kleiner 1992: 288, figs. 256-262).
One of them, on the arch of Constantine, shows
profectio of Marc Aurel in the year of 169. He is
going North, along the Via Flaminia personified in
the lower right corner. Genius Senatus, with both
feet on the ground, is there to bid him fare well, and

% That is not the only explanation, the other being that the topic is Hadrian’s adlocutio to the people and declaration that Sabina has been

deified. VanderLeest 1995: 326; Andreae 1978: 222, 252.
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Ordo Equester stands behind him. Roma (or Virtus)
is leading the emperor.” Relief is generally deemed
to be very conservative and the posture of Genius
Senatus confirms that, looking like the figure from
the times of the Flavians.

The relief from Palazzo dei Conservatori shows
Marc Aurel leading the sacrifice in front of the tem-
ple of Iuppiter Optimus Maximus on the Capitoline
Hill. The figure standing near the emperor is Genius
Senatus, very traditionally rendered.”

In the end we may quote the famous sarcophagus
from Acilia (Museo Nazionale delle Terme, Rome)
which might be dated to 238 A.D. with the possible
portrait of Gordian III, although that is not certain
(Kleiner 1992: 387, fig. 357). Beside the possible
Gordian stands Genius Senatus, very traditionally
rendered, very conservative, reminding us of the
political necessity for the emperor and the Senate
to work together.

ANCIENT SOURCES

Dio’s report on Trajan’s dream might be true, found
in sources today lost, and it might be invented, in the
tradition of prophetic dreams that all the great men
once had, with the sole purpose of “foretelling” (like
the Virgil’s vaticinia ex eventu) Trajan’s good rela-
tions with the Senate and his prudent reign. History
tells us that Trajan was true to his dream and re-
spected the Senate and the senators. Monuments
and coins tell us that the iconography of Genius
Senatus was established well before Trajan came to
power and that Trajan’s dream was in accordance
with the standard image. Relations between the
emperor and the Senate, before and after Trajan,
were not always good, but all the stated emperors
were sculpted together with the Genius Senatus,
whether they were friendly or not (e. g. Domitian).
On the one hand, the figures of Genius Senatus and
Genius Populi Romani had deep, symbolic meaning
for everyone in Rome, and on the other hand, those
Geunii solved a lot of problems for the Roman artists
when it came to composition of official reliefs, and
with time they became an artistic convention.

Claudian

Dio Cassius

Flavius Eutropius

Gaius Suetonius Tranquillus
Libanius

Lucan

Plutarch

Virgil

Claudian, with an English translation by Maurice Platnauer, vol. I, Loeb
Classical Library, Cambridge MA-London, Harvard University Press, 1990
(1 ed. 1922).

Dio’s Roman History, with an English translation by Earnest Cary, on the
basis of the version of Herbert Baldwin Foster, I-IX, Vol. VIII, London,
Loeb Classical Library, William Heinemann Ltd; Cambridge Mass, Harvard
University Press, 1955.

Eutropii, Breviarium historiae Romanae, editionem primam curavit Detl.
C. G. Baumgarten-Crusius, alteram Henricus Rudolfus Dietsch, Lipsiae, in
Aedibus B. G. Teubneri, 1883.

Gaius Suetonius Tranquillus, The Twelve Caesars, translated by Robert
Graves, Harmondsworth, Penguin Books, 1975 (1 ed. 1957).

Libanii sophistae Orationes XVII. Antonius Bongiovanni, Venetiis, Ex
Typographia Joan. Baptistae Albritii Hier. F. 1754.

Lucan, The Civil War, with and English translation by J. D. Duff, Loeb
Classical Library, London, William Heinemann Ltd; Cambridge MA,
Harvard University Press, 1962.

Plutarch’s Moralia, with an English translation by Harlod North Fowler,
vol. X, Loeb Classical Library, Cambridge MA, Harvard University Press,
London, William Heinemann Ltd, 1960. (1* ed. 1936).

Virgil, Eclogues. Georgics. Aeneid: Books 1-6, with and English translation
by H. Rushton Fairclough, revised by G. P. Goold, Loeb Classical Library,
Harvard University Press, Cambridge MA, London, 1998 (1 ed. 1916).

%6 Stuart Jones 1905: 265; Koeppel 1969: 136-137, fig. 2; Angelicoussis 1984: 145, Taf. 62.1; Koeppel 1986: 56 ff, Abb. 31; Kleiner 1992: 288,

fig. 256.

7 Angelicoussis 1984: 154, Taf. 67.1; Koeppel 1986: 47 ff, 52 ff, Abb. 29; Kleiner 1992: 294, fig. 262.
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