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Clare Hornsby
„Rome … to say the Truth. Seems to be in a
most Tottering State“
The Contrasting Fortunes of Some British Artist-Dealers,
1797–1805

This quotation from one of the last letters of Thomas Jenkins, British artist-dealer
in Rome, written in 1798 to his principal client in London, Charles Townley,¹ shows
signs of despair. The instability of the years since the outbreak of the Terror in France
and the resulting breakdown in relations between the papacy and the French had
turned the atmosphere in Rome for citizens and visitors alike from anxiety to panic.

This essay will examine the state of affairs as they stood with the British market
in art and antiquities in Rome in the years of the Napoleonic campaigns on Italian
soil, will introduce some of the principal players in that market and will show how
they responded to changes and how their fortunes varied. Changes were inevitable at
this time, consequent on such extraordinary political upheaval across Europe. Adolf
Michaelis, in his „Ancient Marbles in Great Britain“ sums up the situation for the
market: „there set in an epoch of complete stagnation, which lasted as long as the
wars of Napoleon held all Europe in suspense.“² But before that stagnation, there
was a period of flux.

Between the Treaty of Tolentino in 1797 and 1805 when Napoleon was crowned
King of Italy in Milan, the Roman art market – overseen by papal authority and medi-
ated by dealers serving a still-hungry British clientèle – continued to function, albeit
in a piecemeal and often illegal manner; many significant discoveries of antiqui-
ties were made by British entrepreneurs and some magnificent works of art reached
Britain.

Before introducing the artist-dealers on whom I am going to focus my attention,
it is necessary to give some political background insofar as it concerns Italy, in
particular Rome; bearing in mind that the principal currency at the disposal of the
pope at this time, both in bargaining with the French and currying favour with the
British, was art – integral to Napoleon’s cultural empire-building strategy and an
essential part of the Roman experience for wealthy British travellers.

Napoleon, having overthrown the Directory in 1799, became First Consul in Au-
gust of 1802, gradually shedding one by one the quasi-democratic structures initiated

1 Undated letter, probably February 1798, written from Rome; British Museum, Department of Greek
and Roman Antiquities, Townley Archive (= BM Archive), TY 7/548.
2 Adolf Michael is, Ancient Marbles in Great Britain, Cambridge 1882, p. 109.
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at the Revolution in his inexorable rise towards dictatorship. 1802 is also the year in
which he declared himself President of Italy. The popes who presided over the affairs
of the Church and the political fortunes of the Papal states at the time were Pius VI,
who suffered great humiliation (and some would say martyrdom) at the hands of
Napoleon after a long career of fostering the arts and creating the great collection
of antiquities in the Vatican. He was followed by Pius VII, elected in 1800 in a con-
clave held in Venice and crowned with a papier-maché copy of the Triple Crown,
since the French had taken the real one. He signed the Concordat with Napoleon in
1801 in order to guarantee the maintenance of France as a Catholic country which
naturally led to Napoleon’s ‚conversion‘ into a Catholic emperor, in clear imitation
of Charlemagne.³

The entry of the French into Rome in 1798 had been longed for by Napoleon, per-
haps not with the fervour of a revolutionary, more with the desire to recreate himself
as a Roman emperor. The ‚March on Rome‘ had been announced from Piacenza in
May 1796: „We are the friends of every nation … especially the descendants of Brutus
and the Scipios. Our intention is to restore the Capitol, to set up there in their honour
the statues of the men who won renown and to free the Roman people from their long
slavery“.⁴ This announcement was followed by invasion and plunder of the Papal
states, imposition of a fine of 21 million scudi to be paid in three months and 100
prime works of art and 500 manuscripts to be handed over. These terms were codified
into law by a terrified Pius VI, concerned for the welfare of the people of Rome. He
agreed to the peace treaty of Tolentino in February 1797 to prevent the troops from
entering the city itself and to protect the property of the churches, and is reputed to
have said „In fine, siamo vivi“. The churches had already partially stripped of their
precious objects to pay the fine, which was then increased by further millions of
scudi.⁵

Obviously this was but a temporary reprieve since the soldiers arrived in the city
notwithstanding the efforts of the pope. Napoleon’s excuse for breaking the treaty
was the killing in December 1797 of his intended brother-in-law General Duphot who
had then been living in Palazzo Corsini with Joseph Bonaparte. His death took place
during a violent outbreak between armed forces of the pope and Romans angry at
a display of revolutionary fervour. The troops marched in, headed by Berthier and
Murat on 9th February 1798.

3 Robin Anderson, Pope Pius VII. 1800–1823. His Life, Reign and Struggle with Napoleon in the Af-
termath of the French Revolution, Rockford 2000, ch. 3 for the coronation ceremony; Malachi Mar-
t in, The Decline and Fall of the Roman Church, London 1981. Cf. also Barnaba Chiaramonti, Pope
Pius VII, in: Catholic Encyclopaedia (URL: http://newadvent.org/cathen/12132a.htm; 11. 7. 2018).
4 Napoleon’s speech at Piacenza in 1796, in: Félix Bouvier, Bonaparte en Italie 1796, Paris 1902,
p. 634, quoted in: Ludwig von Pastor, History of the Popes, vol. 40, London 1953, p. 293.
5 Von Pastor, History (see note 4), pp. 343–346 for the despoliation of the churches.

http://newadvent.org/cathen/12132a.htm
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Since 1793, when an envoy from Paris arrived to demand that the pope acknowl-
edges the republic and allows the tricolour to be publicly displayed, which the pope
quite understandably refused to do, there had been a vocal pro-Revolutionary party
in Rome, unsurprisingly concentrated at the Académie de France. As the English
artist and writer Ellis Cornelia Knight noted: „The students at the French Academy,
who were nearly all democratical, took down the statue of Louis XIV the founder of
that institution and gave a banquet in honour of that occasion. Every one present
wore a red cap on his head or had a small one suspended from a ribbon round his
neck.“⁶

15th February 1798 was the date chosen for the proclamation of the Republic,
clearly selected to be a deliberate humiliation as it was the anniversary of the pope’s
election. He left the city on the 20th February accompanied by his secretary the ex-Je-
suit Marotti, his doctor and his household chamberlain. Very rapidly the character
of the city was being changed, at least in its outward signs; twelve sezioni of the
city, replaced the traditional rioni and the use of the names of saints was replaced
by those of Roman heroes.⁷

The arrival of the spoils of war into Paris is a famous event of 1798.⁸ The works
had left Rome in a convoy of carts, on one day over 500, as Pastor tells us; along
with thousands of horses taken for the armies: The Laocoon group, the Belvedere
Apollo, the Dying Gaul, Cupid and Psyche, Ariadne on Naxos, the Medici Venus and
the colossal figures of the Tiber and the Nile; tapestries and paintings by Raphael
including the Transfiguration, the Madonna di Foligno and the Madonna della Sedia;
Titian’s Santa Conversazione and many other works.

They arrived in July to be paraded round the Champ de Mars in Paris, in blatant
imitation of the ancient Roman triumphs; with bands, troops, caged bears, lions and
banners. An account of the parade commented:⁹ „La Grèce les ceda; Roma les a
perdus; leur sort changea deux fois, il ne changera plus.“

6 Cornelia Knight, Autobiography ofMiss Cornelia Knight, LadyCompanion to the Princess Charlotte
of Wales, with Extracts from Her Journals and Anecdote Books, vol. 1, London 1861, p. 101.
7 Cf. Descrizione Delle Sezioni Di Roma Prescritte L’anno I. Della Republica. Annessavi la Pianta delle
medesime, e la notizia dei tre Circondari di essa Comune, Roma [1798/1799].
8 Von Pastor, History (see note 4), pp. 342–344, cf. also Wayne Sandholtz, Prohibiting Plunder.
How Norms Change, Oxford 2007, chap. 3.
9 Translates as „Greece gave them up, Rome has lost them, their fortune has changed twice, it will not
change again“. Cf. Bibliothèque nationale (France), Cabinet des estampes, Catalogue De La Collection
De Pièces Sur Les Beaux-arts Imprimées Et Manuscrites, recueillie Par Pierre-Jean Mariet te, Charles-
Nicolas Cochin Et M. Deloynes, Auditeur Des Comptes, Et Acquise Récemment Par Le Départe-
ment Des Estampes De La Bibliothèque Nationale, Paris 1881, vol. 50, pièce 1376, fol. 993, quoted in:
Sarah Betzer, Ingres’s Shadows, in: The Art Bulletin 95,1 (2013), pp. 78–101, no. 22, p. 80.
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Thomas Jenkins who reported all Roman and art market news to his London
client Townley wrote in indignation in August 1796, listing the works taken by the
French:

„This Annexed list of what is to be Carried away, will Convince You Sir, The Irreparable Loss
to this Country, I really flattered my Self This Event would never take Place, but The French
who by Corruption have Succeeded in most of Their undertakings have now fallen upon the
Means of doing it Efficaciously here, having Demanded & its Said obtained two Hundred
Thousand Crowns, on Account … it is my Duty to Confess, that The Disgust I feal at Seeing
this Town Stripped of its finest & most Interesting objects by Such People, makes me write in
ill humour.“¹⁰

On the fall of Napoleon after the battle of Waterloo, the art works were, in large part,
returned to Italy thanks to diplomatic efforts by the sculptor Canova and others.¹¹

Pius VI had established diplomatic ties with the British government in 1793 when
he appointedMonsignor, later Cardinal, Erskine as envoy to London. He acted through
fear of Napoleon’s ambitions towards Italy; in response to this move the British
government despatched John Coxe-Hippisley, a non-Catholic, to be official English
mediator in Rome. This ousted the ubiquitous Thomas Jenkins who had acted as
a self-appointed advisor during previous decades; he had caused embarrassment
during the early years of the Napoleonic expansion in the area by getting involved
in arrangements to supply the British fleet at Toulon, amongst other activities.¹²

Gavin Hamilton was another artist-dealer who rivalled Jenkins in influence and
success and he also commented to Townley on the unhappy situation in Rome. In the
following letter he refers to using the services of the British envoy to carry messages
to his client; as two of the most notable of the Catholics in London, Townley and
Erskine would of course have known each other. (Fig. 1)

„This memorandum can not be better placed than in your hands; allow me to add that I have
got a fine silver medal of Lisimachus, a sitting figure a Minerva on the reverse, in perfect
preservation. I keep it for you if agreable to you, & perhaps may send it by Monsignor Ersk-
ine who goes soon to England, I have got some other trifles to send you; & hoped to add to that

10 27 August 1796, BM Archive, TY 7/543.
11 For a full account of Canova and the return of the works of art see Christopher Johns, Antonio
Canova and the Politics of Patronage in Revolutionary and Napoleonic Europe, Berkeley 1998, chap. 7,
p. 171.
12 Francis Aidan Gasquet, Great Britain and the Holy See (1792–1806). A Chapter in the History of
Diplomatic Relations between England and Rome, Roma 1919, p. 7.
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Fig. 1: The Presentation of British Officers to Pope Pius VI in 1794 by James Northcote (1746–1831),
Oil on canvas, 1800.
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number by my excavations, at Gabio, Palestrina etc. this winter, but nothing can be done for
I must be prudent & yeald to the present cruel times, let us pray for a restoration of peace
& tranquillity all over Europe, & to hear Te Deum sing by the Pope in S. Peters church, this
blessed period will put an end to our present distress & the fine arts will once more flourish
to the great comfort of every depressd artist, & to the honour of Pio Sesto.“¹³

There had been an active correspondence between the papal office and the English
forces, notably the Navy, which was in action off the coast of Italy at Corsica. As the
pope watched nervously over the changing political map, his major concern was the
conditions imposed on the practise of the Catholic faith and the status of church
properties. This intriguing and little-known painting narrates a scene from 1794 that
reveals the closeness of Pius VI to the British: the awarding of medals to the British
forces stationed at Civitavecchia. It shows the soldiers and the figure of the envoy
Coxe-Hippisley in the background, presenting them to the pope. This figure has been
identified as Thomas Jenkins, based on the entry in the account book of the artist,
but this seems unlikely.¹⁴ On the occasion documented in the painting, the pope
reportedly blessed the English soldiers with the wish „that Heaven would enable
the cause of truth and religion to triumph over injustice and infidelity“.¹⁵ Northcote
painted this picture in England, not having had the opportunity to do more than
sketch the head of the pope while he was living in Rome in the 1770s.

Another instance revealing the part that art played in papal diplomacy in these
years was the presentation by the Cardinal-Secretary Doria Pamphilij of a copy of the
newly-published multi-volume guide to the treasures of the Vatican Museums, the
Museo Pio-Clementino to Lord Hood, commander-in-chief of the Mediterranean fleet
of the Royal Navy.¹⁶ More favours came the way of the British, such as the preferential
treatment in the granting of export licences by the papal administration to the dealer
Robert Fagan, as we shall see.

Of considerable significance for the relations between the two countries is a letter
written to Monsignor Erskine by the philosopher and statesman Edmund Burke, later
sent on to the pope; it voiced the firm belief of the British crown in the legitimacy

13 7 September 1793, BM Archive, TY 7/670. See below note 30 for details on the excavation at Gabii.
14 Cf. Jacob Simon, The Account Book of James Northcote, in: The Volume of the Walpole Society 58
(1995/1996), pp. 21–125, at p. 71: „Colonel Brown receiving his helmet from / the Hands of Pope Pius
the sixth, with his / two friends and M.r Jenkins in the picture / promised to do it for One Hundred
Guineas / of which he has already paid me Fifty / pounds in hand on April 26.1802. paid me a Bank
Bill of Fifty / pounds which together make one hundred pounds / April 30.1802. paid me a Bank Bill of
Five pounds / being in full for the picture.“ Victoria and Albert Museum, object no. FA.240[O] (not on
display). Jenkins died on landing in England late in 1798; it is possible that his heirs paid the debt for
the picture, or it is possible that Northcote was mistaken in his note of the name.
15 Cf. for the event: Gasquet, Great Britain (see note 12), andWilliamMaziere Brady, Anglo-Roman
Papers, vol. 3: Memoirs of Cardinal Erskine, Papal Envoy to the Court of George III, London 1890.
16 Gasquet, Great Britain (see note 12), p. 33.
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of the double role of the pope as spiritual and temporal leader.¹⁷ And the pope
wrote to Erskine when he arrived at Siena – his first residence in exile en route to
France – demonstrating the depth of his trust in the British as saviours of the Papacy:

„It is a thing certain and not disputed that what is gained in an unjust war must be restored
and cannot pass into the dominion of the unjust possessor. A war more unjust than that of
the French against the Holy See cannot be imagined; wherefore We have most just of titles
to claim back all that has been taken from Us. He who shall be daunted to act for Us in
the quality of Our Commissary for Great Britain, must make himself Our Advocate and put
forward the aforementioned reasons of the spoil and package committed against Us without
the smallest cause of complaint. We leave this business to whom are not wanting activity and
eloquence.“¹⁸

Further insights into this period come from Cornelia Knight, the English author and
artist already mentioned. She is chiefly known for her 1805 publication Description
of Latium, a scholarly guide with engravings from her own drawings which she
produced during her long stay in Italy. This was aimed at an English readership
and helped to bolster the dwindling finances of her widowed mother Lady Knight
and herself during their self-imposed exile from England, as did her other books,
which were principally historical novels.¹⁹ Cornelia and her mother were part of the
British circle in Rome, close friends of Angelica Kaufmann and banking clients of
Thomas Jenkins. The women left the Papal states on the arrival of General Berthier in
Rome and settled in the safer haven of the kingdom of Naples, attaching themselves
to the household of Sir William Hamilton the British envoy. His establishment also
became the base of the British hero Horatio Nelson who arrived in the city after his
victory over the French fleet at the Battle of the Nile.²⁰ Cornelia’s later autobiography
reveals the challenges for artists in Rome under the new regime. She noted: „The
foreigners who were obliged to remain at Rome were naturally anxious to obtain
correct accounts of what was passing elsewhere. Of this number was the excellent
Angelica Kaufmann who was civilly treated however, by the French as they rather
paid court to artists, though one of their generals and his aide-de-camp made her
paint their portraits gratuitously …“²¹ She also carried on a correspondence with
Monsignor Marotti who was with the pope in prison in Valence, using a code based

17 Quoted in: ibid., p. 9.
18 Quoted in: ibid., p. 44.
19 Cf. Clare Hornsby, Ellis Cornelia Knight as Artist, Writer, and Traveler in Late Eighteenth-Century
Italy, in: Lisa Col let ta, The Grand Tour and its Legacy, London 2015, pp. 21–36, at p. 23.
20 The lives of William Hamilton, his young wife Emma and Nelson became inextricably connected
at this time. Cornelia Knight also had a small part in the drama, cf. Hornsby, Ellis Cornelia Knight
(see note 19). Most recently, cf. Quintin Colvi l le /Kate Wil l iams (Eds.), Emma Hamilton. Seduction
& Celebrity [exhibition catalogue], London 2016.
21 Knight, Autobiography (see note 6), p. 120.
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on his recent translation from the Greek of Aeschylus’s Agamemnon to communicate
news of political developments.²²

The extent of the support given to the pope by the English, helping to end the
mutual hostility between the Hanoverian monarchy and the Stuart court in Rome is
shown by Cornelia’s account of Sir William Hamilton announcing news of the naval
victory at the Battle of the Nile in 1801 to Henry Benedict Stuart, Cardinal York.²³
The son of James, the late Pretender to the throne of England, responded warmly:
„no man rejoices more sincerely that I do in the success and glory of the British
navy.“ The pope had traditionally supported the Stuart claimants, but by now the
Hanoverians were far more significant to him politically and even the Stuart family
and their political allies had adjusted to this development.

The arrival in Rome in 1791 of Prince Augustus Frederick, Duke of Sussex, one of
the sons of George III, brought royal glamour to the expatriate scene. His secret and
‚illegal‘ marriage that took place in Rome in 1793 was one reason for his presence
and his main occupation during his stay – the buying of marbles for his brother,
the future George IV, to decorate his London home at Carlton House – brought new
life to the market in antiquities. Through his banker, Thomas Jenkins, he met the
artist-dealer Robert Fagan and embarked on a series of lucrative excavations.

Jenkins had built up an extensive banking and dealing business in Rome, a net-
work of clients across Europe and a host of Roman collaborators.²⁴ He had established
himself in some style at his so-called museo, the Casa Celli, now 504 Via del Corso,
adjacent to the church of S. Giacomo in the Tridente area beloved by the English and
other travellers from the north. He owned the whole of this property and had used it
as home, office, showroom and storehouse for many years. In the 1790s many of the
sources for antiquities had dried up and repeated efforts by the papal Commissioners
to restrict exports of marbles and old masters, although being constantly subverted
and flouted, had a negative impact on business. This letter written by Jenkins in 1792
reveals how the complexities of the developing political situation could nevertheless
be exploited to assist his efforts in exporting the Discobolous, unearthed at Hadrian’s
Villa near Tivoli by his business rival Gavin Hamilton that was destined for Charles
Townley:

„They [the papal authorities] look up to England as the only Power that can Check the Extention
of French Principles & Conquest, & Prince Augustus being lately arrived here, has so flattered

22 Ibid.
23 Ibid., p. 113.
24 For this network, cf. the Biographies section of Ilaria Bignamini /Clare Hornsby, Digging and
Dealing in Eighteenth Century Rome, 2 vols., NewHaven-London 2010, in particular vol. 1. Many of the
biographies were researched and written by Jonathan Yarker who is preparing a book length study of
Jenkins; the working title is „The Business of the Grand Tour“.
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His Holiness that in this Inst. there is Scarse any thing he would not do, to Prove a desire to
Oblige the English. I can now with Certainty Sir Say the Statue is Yours.“²⁵

But there were fewer such coups to enjoy as the decade advanced. Jenkins had moved
into dealing gems and smaller objects, closed the bank and when the French arrived
was anxious because of his notoriety in Rome for his ‚diplomatic‘ activities. By then
an old man, he decided to leave the city that had been his home for almost all his
adult life. In 1798 at Augsburg on his way home to England he wrote to Townley for
the last time:²⁶ „Poor Rome & its Inhabitants have Suffered a fatal Catastrophe, My
House Proved to be particularly marked for Plunder, & if I had not retired in time,
must at least have Paid dear for my Liberty.“ His death immediately on his landing
on the English coast in May 1798 is a sad end to his long and fascinating career; his
house in Rome and its contents were sequestered in 1803.

The Scottish artist, excavator and dealer Gavin Hamilton lived his life almost
in parallel with his exact contemporary Jenkins. Both as rivals and collaborators,
between them they managed the expatriate dealing world in Rome for more than 30
years. Hamilton’s activities towards the end of his life (he also died in 1798) were
collaborative excavating enterprises with members of the extensive Roman network
of artist-dealers such as Giovanni Pierantoni and Giuseppe Petrini and also with the
younger generation of British visitors, particularly with the Irishman Robert Fagan.²⁷

In his last notable venture, Gavin Hamilton discovered a site rich in sculptures
that, with its scholarly publication by Visconti and its collection and subsequent
display in one place, has a flavour of the modern archaeological method that was
to dominate after the French invasion.²⁸ This was Gabii, the ancient city of Gabio,
on the Borghese estates north of Rome; the finds were sold by the Borghese family
in 1807. The connection of Paolina Bonaparte, the sister of Napoleon, who married
Prince Camillo Borghese in 1803 no doubt facilitated this sale and the sculptures are
now in the Louvre. It should be noted that, despite the exclusivity of the licence, the
arrangements of this excavation did not particularly favour Hamilton financially as
he was employed as part of a team including the sculptor-restorers Vincenzo Pacetti
and Pierantoni and he did not have the opportunity to pick out pieces to sell at a
high price to English clients as he had often done in previous years.

25 Bignamini /Hornsby, Digging and Dealing (see note 24), vol. 2, p. 201 with ref. to BM Archive,
TY 7/524.
26 BM Archive, TY 7/549.
27 On Fagan, cf. first John Ingamel ls, A Dictionary of British and Irish Travellers in Italy 1700–1799,
New Haven-London 1997, p. 346; also Bignamini /Hornsby, Digging and Dealing (see note 24), vol.
1, p. 266.
28 Ennio Quirino Viscont i, Monumenti Gabini, Roma 1835.
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Hamilton wrote to Townley to express his delight at being given the permission
to excavate²⁹ and then later he detailed his discoveries, one of the rare instances of
comments made on the appearance of the original structure as it was being discov-
ered:

„I am now returnd to Gabio where I have found a small room ornamented with Grotesque
painting & intermixed with some sculpture which I found fixd to the wall in their old situation,
there are two fauns in low bassorelievo, clever; another basso relievo of the heads one a Silenus,
the other a faun both size of the life all good sculpture & well preserved, a small bust of
Augustus in its nich not much finished, with some other ornaments not interesting, many
fragments of sculpture & part of a large frieze of an Aqueduct made by Trajan as apears
from part of the inscription, a small head in bronze of a Hercules in fine taste. I am in
search of others of that kind which must have served as an ornament to something of great
consequence.“³⁰

One of the over 500 objects excavated at Gabii in 1792–1794 was this „Diana“³¹ (Fig. 2).
The Gabii collection has suffered the same fate as has the Townley collection in the
British Museum, to have been largely removed from public display; 2nd–3rd centuryAD
Roman marble copies after Greek originals no longer have the prestige that they
enjoyed at the time of their discovery.

To turn now to the work of Robert Fagan who arrived from England in 1784, well
past the period identified as the ‚Golden Age‘ of the Grand Tour. Excavating alongside
Gavin Hamilton, he gradually acquired the necessary topographical expertise, art
historical knowledge and technical ability. As well as digging for profit he seems
to have been genuinely archaeological in his concerns, as some of his numerous
letters to the papal authorities reveal.³² He was almost as ubiquitous as Jenkins had
been in his prime in the 1760s and 1770s and his networks were as extensive; one
commentator wrote that he was „very busy in making Cava’s at several places“; this
was when he was involved in the Gabii excavations.³³ Thanks to the support of Prince
Augustus, whom he met through Jenkins, Fagan had obtained a ‚generale Licenza‘

29 „I have lately had the good fortune to obtain a favour of the Prince Borghese that never yet has been
granted to any person, this is nothing less than the faculty of digging where I please in his grounds.“
18 November 1791, BM Archive, TY 7/666.
30 23 March 1794, BM Archive, TY 7/771.
31 For full details of the finds and the site cf. Bignamini /Hornsby, Digging and Dealing (see note
24), vol. 1, pp. 76–85. The Artémis, known as „Diane de Gabiès“,Paris, Louvre, Département des An-
tiquités grecques, étrusques et romaines MR 154 (n° usuel Ma 529).
32 Cf. Ilaria Bignamini, Imarmi Fagan inVaticano. La vendita del 1804 e altre acquisizioni, in: Bolet-
tino /Monumenti, Musei e Gallerie Pontificie 16 (1996), pp. 215–244. For archaeology under the French
cf. Ronald T. Ridley, The Eagle and the Spade. Archaeology in Rome during the Napoleonic Era, Cam-
bridge 1992.
33 1 March 1794, letter from John Deare to George Cumberland, in: Bignamini /Hornsby, Digging
and Dealing (see note 24), vol. 1, n. 20, p. 79, with ref. British Library, Add. ms 36497, fol. 288v.
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Fig. 2: Diane de Gabiès, Marble, 2nd–3rd c. AD, Roman.
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for excavations in Rome and the Papal states in September 1793, which was renewed
three years later, the pope showing favour to the British at this time of political
uncertainty as we have seen. He was certainly a controversial figure, unconventional
in many ways, not least for his two marriages to Roman girls, both many years his
junior. The staid Lady Knight’s diary entry from April 1795 gives a glimpse of his
character and hers:

„At a ball at Lady Plymouth’s a man we knew not asked Cornelia to dance. After a dance
we found he was Mr Fagan, a painter who had refused our seeing his paintings because we
were enemies to the revolution. When Cornelia discovered who he was, she refused a second
dance … he told Prince Augustus who took his part and [two days later] the Prince made a
concert and left us unasked.“³⁴

One of the ‚cavas‘ Fagan undertook was a collaboration with a wealthy Englishman,
Sir Corbet Corbet.³⁵ They began to search for marbles at the Vigna San Sebastiano on
the Via Appia, south of Rome. Cardinal Vincenzo Maria Altieri was their third partner
and as Bignamini and Claridge state, he would probably have been instrumental in
obtaining the excavation licence and permission for the excavation from the friars of
San Sebastiano; some of the finds were in the Palazzo Altieri in 1797.³⁶ This particular
excavation is a good example of the need for the English entrepreneur with an eye on
lucrative sales abroad to have financial backing in Rome – here from an archaeologi-
cally inclined Grand Tourist whom he befriended – and the requisite support from an
important Roman figure to assist in facilitating the deal; a happy arrangement from
which all parties were able to benefit. Such arrangements had of course been current
for most of the century but despite the changing circumstances for the market, a
resourceful and wellconnected dealer was able to gain an advantage.

With the case of Campo Iemini Venus in the British Museum, again we see art
used as political currency.³⁷ The full story of this statue and its export has been told
by my late colleague Ilaria Bignamini.³⁸ Fagan’s sponsor Prince Augustus intended
that this over life-size statue of excellent quality should go to his brother the Prince of
Wales and it was about to be exported when the French arrived. Since the Capitoline
Venus had been taken in 1798 to Paris, this was the finest Venus still remaining in
Rome. In the opinion of Carlo Fea, who held the office of Commissario delle Antichità,

34 Lady Knight’s letters 19 April 1795, summarised in: Ingamel ls, A Dictionary (see note 27), p. 828.
35 Ingamel ls, A Dictionary (see note 27), p. 240, also Bignamini /Hornsby, Digging and Dealing
(see note 24), vol. 2, p. 255.
36 Cf. Ilaria Bignamini /Amanda Clar idge, The Tomb of Claudia Semme and Excavations in Eigh-
teenth-Century Rome, in: Papers of the British School at Rome 66 (1998), pp. 215–244, at p. 244.
37 British Museum, reg. no. 1834,0301.1, Marble statue of Aphrodite at her bath; Greek, possibly
Thasian marble. Version of the type known as Capitoline/Dresden dated 100–150 AD (circa).
38 Ilaria Bignamini, The ‚Campo Iemini Venus‘ Rediscovered, in: Burlington Magazine 136 (1994),
pp. 548–552, at p. 548.



„Rome … to say the Truth. Seems to be in a most Tottering State“ | 43

the Prince’s Venus „should, as a consequence, replace the other one [the Capitoline
Venus], in order not to have an irreparable void left in this genre of sculpture“, thus
denying the export to England; although Pope Pius VII later adhered to the terms of
the original agreement.³⁹

Fea clearly became irritated at Fagan’s various expensive excavation campaigns
at Ostia and the important legislation regarding purchase and export published in
October 1802 was a response; not only to Fagan’s zeal, but to all excavators and
dealers who had been so active in finding and exporting art; matters needed to
be kept under stricter papal control.⁴⁰ This legislation was designed to bring „the
end … to the abuse and disorder of commercial profit … and a new papal epoch set
in“ as Fea intended.⁴¹

His unfavourable opinions regarding Fagan must have contributed to the harsh
treatment the artist-dealer received from the authorities after the legislation. He
wrote:⁴² „Da otto anni a questa parte ha sconquassato quelle campagne esteriori
al grande della città, il Sig. Robert Fagan, Pittore Inglese, e non senza buona e lu-
crosa riuscita per lui nel tutto insieme.“ Other major purchasers of Fagan’s finds
apart from the Prince were Thomas Hope, the wealthy banker and collector and the
noted grand tourist, Frederick Augustus Hervey, Bishop of Derry (later 4th Earl of
Bristol).⁴³ One of the Ostia excavations with the Earl-Bishop as partner produced an
elaborately carved marble well-head, of the type liked by restorers to whom they
afforded an opportunity to create large vases and urns, decorative pieces popular
with collectors.⁴⁴ It is now lost and known only in a cast. Jenkins wrote to Townley
about this object: „[it is] Very Interesting, a Story out of Ovid, which at this Instant I
do not recollect, Visconti has Esteem’d it at four Hundred Guineas. This may answer

39 Carlo Fea’s draft of a report on Prince Augustus’s Venus, August 1800 (Rome, Archivio di Stato,
Camerale II, Antichita e Belle Arti, b. 9, fasc. 225) „per non lasciare un vuoto irreparabile in questo
genere di scultura“, quoted in: Bignamini, Campo Iemini Venus (see note 38), p. 552.
40 „Chirografo sopra le assegne, o elenchi dei marmi antichi e altre opere d’arte, che si trovavano in
possesso di privati e conseguente acquisto ‚a prezzi ragionevoli‘ di tali oggetti da parte dell’Ispettore
delle Belle Arti e del Commissario delle Antichità a favore dei pubblici musei.“ Cf. Andrea Emil iani,
Leggi, bandi e provvedimenti per la tutela dei beni artistici e culturali negli antichi stati italiani 1571–
1860, Bologna 1978, pp. 110–124.
41 Carlo Fèa, Relazione di un viaggio adOstia e alla Villa di Plinio, detta Laurentino, Roma 1802, p. 57,
quoted in: Michael is, Ancient Marbles (see note 1), p. 109.
42 Carlo Fèa, Miscellanea filologica, critica e antiquaria, vol. 2, Roma 1794/1836, p. 187; Hornsby,
Ellis Cornelia Knight (see note 19), p. 44, quoted in: Bignamini, I marmi (see note 32), p. 334.
43 For Hope cf. Ingamel ls, A Dictionary (see note 27), p. 521, and Bignamini /Hornsby, Digging
and Dealing (see note 24), vol. 1, p. 284, and for Hervey ibid., vol. 1, pp. 126, 282.
44 Such as the Townley ‚Vase‘ (eventually not restored; sold as awell-head or puteal; BritishMuseum,
reg. no. 1805,0703.227) and the Jenkins Vase (National Museum ofWales, NMWA14), cf. Bignamini /
Hornsby, Digging and Dealing (see note 24), vol. 1, pp. 103, 235.
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very Well for Fagan to Get well Paid for His Share from His Lordship whose Vanity
will I Conclude Prevent his Permitting The Things to be Sold.“⁴⁵

The prestige and wealth of the collector Lord Bristol enabled the export licence
to be granted after Fagan had been paid. Normally the entrepreneur would apply for
the export licence with a view to selling on in England; visible here is an alternative
mechanism of disposing of the discovered objects and sharing the spoils of the
excavation.⁴⁶

Fagan was not only interested in antiquities, he was also as eager as any dealer
to profit from a soft market across all the arts. One of his greatest coups was the
extraction of the so-called Altieri Claudes from Rome, two of the highest value works
in the eighteenth-century picture market.⁴⁷ He undertook this deal in collaboration
with his friend and fellow artist Charles Grignon in 1799, smuggling them out of Rome
to Palermo and thence to England, Lord Nelson having provided a warship to trans-
port them.⁴⁸ His existing connection with Cardinal Altieri from the Claudia Semne
excavation facilitated the acquisition of these pictures. There was a feeding frenzy
amongst the dealers to scoop up bargains from the noble families who, knowing the
French would take them for nothing, were eager to get something – anything – for
their treasures.

The final dealer whose activities I will consider is Alexander Day, a miniature
painter living and working in Rome whose success in the market was almost wholly
due to the instability of the political situation, since he was of the younger generation,
arriving in the city around the year 1775. He exploited the difficulties of Roman
collectors to his considerable advantage and to the eventual advantage of British
public collections, as some of the pieces he brought out of Rome are now in the
National Gallery.⁴⁹ His close relationship with the Roman artists Pietro and Vincenzo
Camuccini enabled him to have access to some of the most spectacular collections

45 23 September 1797, BM Archive, TY 7/547.
46 Rome, 19 December 1801: „Nell’ ottobre dell’anno passato [1800] quando si credeva che i Francesi
fossero sul punto di avanzare in Roma Sua Eminenza Il Signor Cardinal Consalvi lo favori con licenza,
per mandare via diversi pezzi di Antichità spettanti ad un Signore Inglese, fra li quali vi era un pozzo
antico con figure istoriche sopra, il quale non era finito di ristaurare.“ Robert Fagan to Giuseppe Doria
Pamphilij, Cardinale Pro-Camerlengo, Rome, 19 December 1801, ASR, Camerale II, Antichità e Belle
Arti, b. 2, fasc. 86 (Ostia).
47 „The Father of Psyche sacrificing at the Temple of Apollo“ (1662–1663) and „Landscape with the
Arrival of Aeneas at Pallanteum“ (1675).
48 The pair of Claudes at Anglesey Abbey are now the property of the National Trust. Cf. Marcel
Roethl isberger, Claude Lorraine. The Paintings, New Haven 1961; Gervase Jackson-Stops (Ed.),
The Treasure Houses of Britain. Five Hundred Years of Private Patronage and Art Collecting [catalogue
exhibition Washington DC 1985–1986], New Haven 1985, cat. No. 309, at p. 379.
49 On Day cf. Bignamini /Hornsby, Digging and Dealing (see note 24), vol. 1, pp. 258 f., entry by
Jonathan Yarker. Day also brought out the wonderful Apotheosis of Homermarble relief in the British
Museum, Department Greek & Roman Antiquities, reg. no. 1819,0812.1; originally found at Bovillae
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and he evaded the French authorities in clever ways, hiding the pictures he bought
until he could obtain licences for export or otherwise get them out of Rome.⁵⁰ He
returned to London in 1800 and mounted a selling exhibition of his purchases.
Two magnificent paintings from the Aldobrandini collection that he had acquired in
Rome ended up in the National Gallery: a Carracci Domine Quo Vadis and Raphael’s
Garvagh Madonna.⁵¹

Another Annibale Carracci bought by Day was one of the three known copies of
the St Gregory attended by angels praying for the souls in purgatory. He sold it to the
Duke of Bridgewater and it was destroyed in the bombing of Bridgewater House in
St James’s in London in 1941. It is seen here in an eighteenth-century print by Jacob
Frey (see fig. 3).

The painting was commissioned by Cardinal Antonio Maria Salviati to ornament
his family chapel in the church of S. Gregorio Magno in Rome. The painting was
probably begun before the Cardinal’s death in April 1602, and the chapel was conse-
crated in October 1603. Once out of Rome, the painting was confiscated from Day by
the French, captured with other pictures at Genoa and eventually found its way into
the Ellesmere Collection. The lengths to which dealers were willing to go to achieve
their aims is noted here by Monsignor Erskine: „It had been prepared for exportation
by coating it with gum, over which when dry a poor modern figure of the Archangel
St. Michael had been painted“⁵².

There is no doubt that Rome’s loss in terms of works of art was the gain of
Paris – for some years until the fall of Napoleon – and of Britain for longer, as most
of the objects sent out of the city by the likes of Fagan, Jenkins, Day and Hamilton had
beenpaid for, not looted.Objects fromRome that began inprivate collections inBritain
such as that of Charles Townley were soon handed on into the burgeoning public col-
lections of the British Museum and later, the National Gallery. But it was not only the
removal of the art that changed the city of Rome; the Napoleonic campaigns in Europe
brought an end to the old order; the ancien régime in France had fallen and soon the
growth of new systems in society and in culture also changed the focus of the art mar-
ket; the centres of taste and influencewere other than Rome. The art world in Paris had
been in flux since the 1790s and the market was alive with the dispersal of noble

on the Via Appia in the mid-17th century; cf. Carlos A. Picón, Seán Hemingway, Pergamon and the
Hellenistic Kingdoms of the Ancient World, New Haven 2016, p. 137.
50 Cf. Joseph Farington, The Diary of Joseph Farington, ed. by Kenneth Garl ick/Angus Macin-
t i re, vol. 3, New Haven 1978, p. 67, 9 October 1798; quoted in: Bignamini /Hornsby, Digging and
Dealing (see note 24), vol. 1, p. 259.
51 The „Madonna“ is National Gallery NG744 and „Domine Quo Vadis“ is NG9. Cf. Jill Dunker-
ton/Susan Foister /Nicholas Penny, Dürer to Veronese. Sixteenth-Century Painting in the National
Gallery, New Haven 1999.
52 Erskine on the Day painting, in: Gasquet, Great Britain (see note 12), p. 48.
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Fig. 3: St Gregory attended by angels praying for the souls in purgatory, etching by Jacob Frey 1733
after Annibale Carracci c. 1600.
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Fig. 4: Miserabile in Carretta by Bartolomeo Pinelli, 1810, Print.



48 | Clare Hornsby

collections, the dealers flourishing along with those in other Northern centres such
as Amsterdam and primarily, London. At this period, the relative stability of social
and political structures in Britain had enabled the development of a broad-based
market reaching to levels of society excluded by the more hierarchical regimes on
the Continent. The growing wealth and leisure of the middle classes in England gave
significant opportunities for appreciation of and acquisition of art-works. Rome, with
the fall in the temporal power of the papacy and the poverty of the city which invasion
and instability had provoked, became a political and cultural outpost.

If there is a conclusion to be drawn, it might well be summed up by this image by
Bartolomeo Pinelli from one of his albums of engravings showing the habits, customs
and clothes of the common people of his home city (see fig. 4). The now impoverished
Roman gentleman rides in a cart, his state of undress ironically reminding us of the
noble Roman toga, as the cart might do of the carriage of an emperor or pope. The
donkey drawing the cart is emaciated and the man is reduced to public beggary.
His cart bears a sign „Please …“ and the year 1802. Pinelli was aiming his satire at
those responsible for the poverty of the city itself, the suffering of its people; but it
speaks as well of the loss of its dignity and power and, for our purpose here, also
of the loss of its valuable art treasures. The despoliation of Rome by the French, in
particular the ambition of Napoleon to create an empire of art centred on Paris and
the concomitant exploitation of the disorder by the British dealers, was the last burst
of activity in the market of art and antiquities in the context of the phenomenon we
know as the Grand Tour. When dealing activity resumed, the market had changed
for ever.
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