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Abstract

T'his thesis 1s a study of the notebook (British Library Egerton MS 1635 )

compiled by Richard Symonds (1617-1670), royalist exile and virtuoso. during
his visit to Rome between 1649 to 1651. The first volume of the thesis

provides an analysis of the chronology of notebooks that Symonds wrote at the
time and his methods of study, as well as a detailed reconstruction of his visits
to a number of collections. The second volume consists of an annotated
transcription of Egerton MS 1635, and an extract from British Library

Additional MS 17919 which relates to Symonds's visit to Palazzo Barberini.

Symonds's visits to the Borghese, Farnese, and Giustiniani collections in Rome
allowed him to study at first hand major sixteenth-century works by Titian,
Raphael, Caravaggio and the followers of the Carracci. He also visited four
less important collections (which all had some renowned paintings) at Palazzo
Mattei, Palazzo Spada, Palazzo Mazzerino and Palazzo Sachetti. In addition,
Symonds made notes on Palazzo Barberini although he was only taken on a
brief tour of this collection. Symonds's study of antique sculpture 1s revealed
in his notes on the important collection he saw at Villa Medici, and two

smaller ones belonging to Ippolitto Vitelleschi and the Pighini family.

Symonds also encountered the circle of antiquaries and connoisseurs in Rome,

which included Francesco Angeloni, and among the artists he met were the




11
painters Giovanni Angelo Canini (who served as his mentor) and Nicolas
Poussin. Symonds was not only interested in art, architecture, and antiquities,
but also the social and religious customs that he encountered, as well as early
ventures into science and medicine. The taste and knowledge that he acquired
in Rome is reflected in the paintings that he selected to record and admire, ot
which the vast majority were works by Titian, Raphael and the Carracci. A
thorough investigation of Egerton MS 1635 establishes that Symonds's

knowledge of Italian art was exceptional for an Englishman of the time.
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Richard Symonds in Rome, 1649-1651

Introduction

Richard Symonds (1617-1670) was a virtuoso and royalist exile who arrived in
Rome in November, 1649. There is little evidence to suggest that he had much
interest 1n art before he left England. Indeed, as a young man his chief passion
had been for antiquarian matters, in particular, the genealogy and heraldry of
his native Essex.’ Symonds served in the Royalist armies during the Civil
War, and following their defeat,” he compounded as a delinquent before
settling his attairs and preparing for a tour of the Continent. Symonds left
London on 1 January 1649 (NS) and did not return for almost two years. After
seven months in Paris,” he departed on the journey to Rome, which he finally
reached in November 1649, and where, except for a short trip to Naples, he

remained until setting out on his return home via Parma and Milan in April

1651."

During the eighteen months that Symonds was in Rome he went to see
numerous palaces and early Christian churches, studying the pictures and
antiquities in them attentively. His mentor in Rome was the artist Giovanni
Angelo Canini, a student of Domenichino and a devotee of the Carracci
School. Symonds also studied painting methods and practiced drawing and

etching in Canini's studio. Through Canini Symonds met leading antiquarians



and artists, including such major figures as Francesco Angeloni and Nicolas
Poussin. Several friends and acquaintances of Canini were connoisseurs and
Symonds visited their collections where he saw intriguing artefacts and natural

curiosities’ which were displayed alongside works of art.

Symonds's surviving Italian notebooks leave detailed records of what he saw
and reveal his developing interest in art.’ Although these are known to
scholars, only one of them has been published. In 1984 Mary Beal produced a
complete transcript of B.L. Egerton MS 1636, but she was mainly concerned
with the information it contains about seventeenth-century painting techniques
rather than Symonds's connoisseurship and knowledge of Italian art.’ Beal's
work had been preceded by two shorter essays that included transcriptions
from Symonds's manuscripts, a list of prints and drawings in Symonds's
collection was published by the Ogdens in 1948, and some of Symonds's

notes on his visit to Paris were published by Oliver Millar in 1967.°

The thesis 1s concerned with a thorough analysis and transcription of
Symonds's notebook, B.L. Egerton MS 1635 which 1s unpublished, and has
been only briefly consulted by scholars. Because of the difficulties of reading
Symonds's hand, the quotations from 1t have not always been reliable and have

often been incomplete. This notebook provides the main surviving record of
his visits to the major collections in Rome, supplemented by B.L. Additional

MS 17919, which contains an account of his visit to Palazzo Barberini.’

Symonds's notes on this collection are included here because of their
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importance in the context of this study. His thirst for knowledge extended not
only to works of art and antiquities, but also to social and religious customs
and early ventures into science and medicine and his observations on many of
these subjects are found in B.L. Egerton MS 1635. Symonds's other Italian

notebooks will be reterred to when relevant to the thesis.

Symonds's notes in B.L. Egerton MS 1635 not only show how an (exceptional)
Englishman sought out works of art in Rome, but also shed new light on the
collections that he visited. Unlike his fellow countrymen, such as John
Evelyn, Richard Lassels and Sir Thomas Isham, who all spent time in Rome

between 1644 and 1678, Symonds described collections that were often
overlooked. His notes are sometimes very detailed, provide pertinent

comments and contain relevant sketches. By contrast, Evelyn greatly

depended on second-hand sources;10 [assels, although an enthusiast, provides

1

the minimum of information; ' and Isham left no written record of the grand

: . 12
palaces where he seemingly was made a welcome visitor.

In addition, Symonds collected books on art by Renaissance and contemporary

. . .13
writers. He frequently referred to treatises on art when he visited collections,

and his taste and opinions were probably partially shaped by the books that he
is known to have read 1n Italy,,14 but much more by the personal contact with
the artists and connoisseurs that he encountered there, and in particular Canini,

whose influence is evident throughout Symonds's notes.



It has been possible to reconstruct much of what Symonds saw and to analyse
his opinions and attributions as a student of Italian painting. His account of art
in Rome relies far more on first-hand observation than those left by any
previous English visitor to the city. Because of his exposure to the cultural
milieu of Rome and his own enthusiasm as a student, Symonds returned home
In 1651 with a remarkable knowledge of art: his comments on the works that
he saw are of particular importance for the light they cast on contemporary
painting. His documentation considerably widens the knowledge of mid-

seventeenth century life and culture in Rome and provides an insight into the

thinking of this seventeenth-century 'amateur' of the arts and sciences.



. For Symonds's family tree and an account of his early life, see London,
College of Arms; see also Dictionary of National Biography LV (1896), pp.
2'76-7; and Beal, pp. 14-18.

2. Symonds's Civil War notebooks are: B.L. Harley MSS 911, 939, 944, 964,
965, 986 and Additional MS 17062; Additional MS 17062. Harley MS 911,
939, and 944 have been published: see Symonds, Camden Society.

3. See Millar, 1967.

4. For Symonds's travels 1n France and Italy, see B.L. Harley MSS 942, 943,
1278, Additional MS 17919, and Egerton MSS 1635 and 1636; Bodleian
Library, Oxtord, Rawlinson MS D 121.

>. Symonds's notebooks that will be referred to in this paper are Bodleian
Library, Rawlinson MS D.121, B.L. Harley MS 942, B.L. Harley MS 943,
B.L. Egerton MS 1635, B.L. Egerton MS 1636 and B.LL.. Additional MS

17919.

6. As well as the transcription of B.L.. Egerton MS 1636, Beal's study gives a
concise biography of Richard Symonds, see Beal, 1984, passim.

7. It appears to be the earliest surviving inventory of a print collection made
by an Englishman, see Ogden and Ogden, passim.

8. See Millar, 1967, passim.

9. Symonds would surely have gone to see the Vatican collection but
unfortunately these notes have not survived.

10. See De Beer, II, passim.
11. See Chaney, 1985, passim.

12. See Burdon, passim.

13. The books he most often consulted were Baglione 1642; Lomazzo 1584;
and Lomazzo 1590. See also Vasari B.L. (Richard Symonds's annotated copy
of Vasari's Vite, 1647, in the British Library that was bound on his return to

England).

14. See B.L. Harley MS 943, fols.110 v- 111 v, 112v-113v.



Chapter One

Construction and dating of the Notebook

This chapter will consider the probable sequence in which Symonds wrote the
notebooks compiled during his travels, and the place of B.L. Egerton MS 1635
among them. Each notebook was so small it could be carried in a pocket as
Symonds walked (which then, as now, was no doubt the easiest and most
satistactory way of viewing Rome). They were probably purchased from
various booksellers during his travels, because although similar, they are not
exactly of the same size or shape. As a physical object, B.L.. Egerton MS 1635
measures 15cm. X 10cm. and has 91 pages of paper that is slightly ridged but

I

adequate for sketches as well as notes.” Symonds used pen and ink for both;

three sketches 1n lead appear to have been drawn solely for amusement
whereas those 1n ink were made to supplement his notes. There 1s considerable
internal evidence within this manuscript that helps reconstruct Symonds's

movements in Rome, and that can be used to understand how this complicated

y
document was assembled.



T'HE ITALIAN NOTEBOOKS

Symonds was an assiduous notetaker, but gaps in the coverage of his Italian
travels suggest that some of his Italian notebooks have not survived. Amongst
those missing is a notebook on Florence that is known to have existed and
which is likely to have included his observations on other cities in Tuscany..3
It 1s probable that there was at least one more notebook relating to Rome. In
B.L. Additional MS 17919 Symonds commented that the 'Palaces [in Rome]
where y* best painting is [sic] 1. di Card: Montalto by St Mary Major. 2.
Palace di Principe Lodovice calld Villa Lodovice. 3. Villa Burghese. out of
Rome halfe a myle;' so it 1s very likely that he wrote notes on these collections
which unfortunately are missing.4 He undoubtedly visited the Farnesina
(which he referred to as 'Giuste [Chigi] his palace') since he was familiar with
the Raphaels there,” and it is clear that he went to St. Peter's since he described

a painting attributed to Muziano as 'something of that in S Peters,’ but no

further records of his visits to the Farnesina or the Vatican have been located

6
so far.

CHRONOLOGY OF THE ITALIAN NOTEBOOKS

The notebooks that do survive are only occasionally dated making it difficult
to ascertain exactly when they were written or in what order. Although this
section is an attempt to construct their chronology, this has proved ditficult to
achieve with precision since Symonds used several notebooks simultaneously.’

B.L. Harley MS 942 is the smallest and most incomplete and Symonds did not



bother to number the folios, nor did he date any entries. On the first twenty
pages he wrote notes on churches in Rome and in Padua, but since he did not
visit Padua until his homeward journey, he could have used this notebook as

early as November 1649 and as late as September 1651.°

B.L. Harley MS 943 was started in England in November 1648 and the last
dated entry was on 2 December 1651. The first part is concerned with family,
financial and property matters, lists of books sent to Italy and to his sister for
satekeeping, and medicinal recipes. The core of this notebook is an account of
the time he spent in France. He arrived in Calais in January 1649, spent six
months in Paris, and then journeyed towards Rome travelling via the Mont
Cenis pass, Turin, Genoa and Leghorn. The last part 1s an indication of the
influence on Symonds of the time he spent 1n Italy; 1t provides us with a list of
the books he sent home from Rome, and the inventories of prints and drawings
he bought there, at Venice, and 1in Padua and Bologna. It also has notes on
how he borrowed money for his expenses in Italy and for his homeward
journey 1n 165 1."Y The account of a trip Symonds made from Rome to Naples
and back in April 1651, and his journey home via the northern Italian cities
when he finally left Rome in May 1651, 1s described in Bodleian Library
Rawlinson MS D 121. B.L. Another notebook, Egerton MS 1636, must have
been mainly written in Rome between 1650-051 because it 1s predominantly
concerned with information about painting techniques that Symonds learnt

from Canini (Symonds noted 1n the table of contents that he started this

manuscript in August 1650), tollowed by some observations on works of art



that he added after his return to London in 1651."

A turther notebook that must have been compiled in Rome 1s B.L. Add. MS
17919 which has the largest number of dated entries; these are not in
chronological order although they do help to track some of Symonds's
movements 1n the city. In the main they serve to establish when Symonds
visited over twenty of the early Christian churches and recorded classical
antiquities on public view. The first dated entry in sequence records that
Symonds was at the Lateran on 12 April,12 this 1s followed by a reference to a

ceremony which took place in the same church on 1 December, the Feast of St.

13

Thomas.~ Symonds is next recorded at the church of Sant'Antonio Abate on

16 January, the Saint's feast day.14 Symonds then records that he visited the
Arch of Domitian on Monday, 29 November.> About halfway through the
notebook he wrote that he and Canini visited the Pantheon 'Aug. 4 Ort 165 0,
and on the following folio he noted a date when he went there again, on the
Feast of St. Joseph, 19 March. " Four pages further on he recorded that on
Wednesday, 1 December, he visited 'the palace del Marchese Paluzzo' to see
the antique statues exhibited 1n the courtyard.18 The next date 1in sequence
records the ceremony that Symonds saw in the church of Santa Maria Egiziaca
when on 26 April the Pope visited to celebrate her feast day..19 On the
afternoon of Monday, 29 November, Symonds was at the church of the Santi

Apostoli. On the same folio, and apropos the same church, he noted that

Canini had shown him an ancient relief on 3 Oct 1650.°° The earliest date

that concerns Rome in B.L. Add. MS 17919 is the last dated entry in sequence;
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this 1s 2 November, 1649, when on a 'Tuesday morning [went] up towardes
the fountayne of Moses and the Popes Granaryes.' This entry appears over

three-quarters of the way through the manuscript..21 A tew folios before this 1s

a description of a garden dated to November that could well have been written

2 . . .
on the same day. > From these entries we know that the earliest certain date

for B.L. Add. MS 17919 is November 1649 and the latest possible date is

Aprl 1651,

B.L. Add. MS 17919 may not have been composed so unsystematically as it

first appears. There are many blank spaces but - for a Symonds notebook - it

has been written 1n a comparatively orderly fashion. In contrast to the notes on
collections in Egerton MS 1635, the descriptions of the early churches and the
references to classical antiquities appear to have been made entirely in situ.
Without the confusing sequence of dates, the reader might have assumed that
the notes were written chronologically, but in fact they have been roughly
divided into four topographical areas of the city and were intended to be read
accordingly. Certain dates informed the reader of the celebrations ot a feast
day in order that it could be attended, but others probably were to remind
Symonds of a happy expedition with his companion 'Julio,’ or Canini.” This
idea is supported when more than one reference to a church is noted on

different dates, and sometimes on the same, or consecutive, folios; a method

that enabled the reader to find all the information regarding the subject in one

place.
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The table of 'Contents' at the beginning of B.L. Add. MS 17919 appears to
have been written after the notes and is divided into a four day tour of Rome.
EFach 'Giornata’ covers a daunting amount of things to see in one day; for

example, on the '3" Giornata 2% Pars doppo Pranso,' (after what appears to
have been a busy morning) Symonds listed eight churches and monasteries,
and sixteen monuments and other zzmtiquities..24 Although the notes on his visit
to Palazzo Barberini 1s the only collection recorded in this manuscript, the
palace is in the area that Symonds had specified for the '4° Giornata,' and it
therefore may have been considered a suitable e:ntry.25 The manner 1n which
B.L. Add. MS 17919 was composed suggests that he intended 1t to be a little
guidebook and belies previous assumptions that all his notebooks were written
solely for his own benefit.”® Perhaps Symonds had been inspired by reading
his copy of Totti's Ritratto di Roma moderna, 1638, also a guide to modern
Rome.?” Symonds's notes indicate that while visiting ancient churches he
consulted it as his descriptions and references are sometimes so similar to
Totti's. Roma moderna is divided into six days, and on each day Totti takes
the reader on a tour round one or more of the rioni (divisions) ot Rome.
Symonds may have hoped to create a similar guidebook for English readers,
but he was optimistic in thinking that even the most avid of tourists would be

able to complete his programme in the four days he allotted.

DATING OF EGERTON MS 1635

With the exception of his visit to Palazzo Barberini, Symonds's surviving

notes on private collections in Rome can be found in Egerton MS 1635. This
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appears to be the purpose for which 1t was originally intended, but which
became gradually obscured with additional material. On the face of it, Egerton
MS 1635 appears to be the last of the Roman notebooks since the only two
dated entries refer to the spring of 1651. The first in sequence records a visit
Symonds paid to the collection of Francesco Gualdi in April of that year (1.e., a
month before he finally left Rome and with a journey to Naples 1n betvveen).28
Near the back of the notebook there are notes written in Padua where he spent
several weeks 1n the summer of 1651, before leaving 1in September tor his
return journey to Engla—md.29 Although the second dated entry 1s a sketch on

the penultimate folio, it does not relate to Padua but to Rome where he had
seen a man on an ass being publicly humiliated for some offence on the 'Last
Friday of March 1651 'Y These dated entries confirm that Egerton MS 1635
was being used for notes in 1651, but two other entries indicate that 1t was
started considerably earlier. Although undated by the year, they refer to events
which took place annually in Rome in June. The first in sequence refers to a
custom concerning silkworms and Santa Maria sopra Minerva;” the second is
an on the spot account of the parade of the Spanish Ambassador to the
Vatican, which Symonds correctly stated took place on'y" eve of St. Peters
day,' which 1s 28 J une.”” The only year that Symonds was 1n the city in June
was 1650. Therefore, although notes were written in Egerton MS 1635 as late

as September 1651, it was certainly started as early as June 1650, and
probably several months before that. Examination of the table of contents
(which will be discussed below) suggests that by the early spring of 1650

Symonds had seen six major Roman collections, and that by the end of June
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that year he had visited several others of lesser importance.

HOW SYMONDS COMPILED THE ENTRIES IN EGERTON MS 1635

When copying from books Symonds's writing 1s neat and legible and it fills the
pages from top to bottom rather than in uncoordinated blocks, for example, his
careful transcription of a large section of Finella's Fisonomia Naturale.™ At
other times his writing varies from a hurried scrawl to the minute and
indecipherable. The large empty spaces on many folios, some of which
contain only one line of writing, and others left completely blank, are turther
indications that his notes were written up after a visit. When viewing a large
collection 1t could not have been easy to write down all that he saw; the works
that he selected as important to record may also have been the ones that he
could remember. Brief references were probably made on the spot, with blank
pages left to be filled in later when he returned to his lodgings. No doubt
when being taken round a palace it was impossible to write much without
annoying the guide - as well as holding up any less avid visitors than himself.
If he was shown a collection by the owner, polite comments were probably

called for, making it difficult to write detailed notes.

Within the pages of the manuscript it is clear that Symonds was inserting new

material as he went along rather than writing consecutive prose. When he
added brief afterthoughts they are easily recognisable by a change of ink or a
change in his handwriting (the writing usually becomes smaller; it appears

more - or less - hurriedly written). In places a word or a line is crossed out
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with another squeezed into an existing passage, either as a correction, or as an
addition. These are often references to the relevant page in his copies of
Baglione's Vite de’ pittori, Lomazzo's Trattato dell'arte, or Tottl's Ritratto di
Roma moderna. He may not always have wished to be weighed down with
these works on his walks, so perhaps they were consulted before he set out in
order not to miss anything of significance as well as being studied and noted
on his return. The way of writing some letters or words is inconsistent

throughout the manuscript. The letters 'h' and 's' can be 1n Elizabethan or

Secretary hand; 'y "' 1s used more often than 'the,’' and at times certain words are

abbreviated, but at others not.

Symonds appears to have started Egerton MS 1635 with the best of intentions
of making it orderly. As noted above, it seems likely that he began this

notebook as a guidebook to Roman collections (rather than to areas ot the city

as in B.L. Add. MS 17919), but as the notebook progressed, any attempt at
order was abandoned. That Symonds was concerned with the coherence ot his
notebooks is evident from his tables of contents. In Additional MS 17919

'Contents' appears to have been written in one session after the notes were

133

complete and ends with a triumphant 'ffinis.”” The table of contents in

Egerton MS 1635 is now given the Italian title Repertorio; entries were made
in all the different versions of Symonds's writing; sometimes the subjects are
oiven more than one page reference.”® In places several page references are in
similar ink and writing as 1f they were made en bloc when the Repertorio was

being 'brought up to date;" but unlike the rest of the manuscript, there are no
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later insertions. The major difference between the 'Contents' in Additional MS
17919 and the Repertorio in Egerton MS 1635 is that the former was written
when the notebook was completed and the latter was written as he entered new
notes. As aresult, examination of the Repertorio has proved to be the key to

the chronology of Egerton MS 1635 (further discussed below) rather than the

labyrinth of the notes themselves.

As was his usual custom, Symonds numbered Egerton MS 1635 on alternate
pages (1.e., only the rectos of each folio) starting on fol. 8r which he numbered
as 2.”" Sometimes he crossed out several numbers, clearly not quite sure
which of them it should be.’® Although the early entries concerning important
collections were written on consecutive folios, later entries were not so
obligingly organised. Sometimes he commented on the same place or item
more than once, adding further references on a convenient and separate blank
folio, or even in a separate notebook; this scattered information not only adds
to the difficulty in identifying the subject but also to approximating the date of
writing. For example, although he probably visited San Martino a1 Monti on
several occasions, these may not have amounted to seven, which 1s the number

of times he referred to the church in separate places (twice in Egerton MS
16335, three times in B.L. Add. MS 17919, and twice in B.L. Harley MS

042).””

MATERIAL AT BEGINNING AND END OF EGERTON MS 1635

The entries at the beginning and end Egerton MS 1635 consist of rough
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jottings, but these were probably added after the notebook was otherwise

completed. Part of the jottings on the first two folios are extensions to notes
on San Martino a1 Monti (see above). At the bottom of fol. 1v 1s an almost
indecipherable reference to a 'Rafaele Bolognese,' and at the bottom of fol. 2r
are pencil sketches of a man with a large and beaky nose; neither the reference
nor the sketches appear to have any connection with paintings 1n San Martino.
On the next two tolios are roughly scrawled lists of books and abbreviated

references.”’ These hasty notes are similar to those on the last written folio."

Symonds included two other lead sketches at the beginning of the notebook (in
addition to the sketches of a man mentioned above); one 1s an incomplete
drawing of a girl,42 the other 1s entitled 'll Poysado' and portrays a man posed
horizontally vaulting a wooden horse and holding aloft a glass of wine.” The
sketches found amongst the first six pages of the notebook are the only ones in
lead in the manuscript; they were probably made on the spur of the moment in
an available space when someone or something caught Symonds's eye. In
contrast, the many pen and ink sketches which intersperse his notes further on

had a more serious purpose; they were to record works of art and artetacts

visually (and will be discussed below).

CHRONOLOGY OF INDIVIDUAL ENTRIES IN EGERTON MS 1635
The first five entries concerning collections in Egerton MS 1635 were written
both sequentially and chronologically without later insertions and start with

Symonds's visit to Palazzo Borghese.** This is followed by another important
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collection of paintings and sculpture, Palazzo Farnese,” and then the

collection of Ippolitto Vitelleschi which was largely composed of .antiquities.46

Symonds paid two visits to Palazzo Giustiniani; on what was likely to have
been the second of these (recorded in B.L. Add. MS 17919) he went to see the
sculpture 1n the courtyard which probably had public access; his fourth entry
in Egerton MS 1635 records his first visit to the palace to see the renowned
collection of paintings.48 He next went to Palazzo Matter where we know that
he was accompanied and that while there he met a member of the family.,'49

Perhaps this added to his difficulty in taking notes and consequently caused

him to leave several blank pages to be filled 1n afterwards.

[t is at this point in the notebook that Symonds's rather laissez-taire - but
comprehensible - system of correlating his notes was abandoned. Up to his
visit to Palazzo Mattei, the entries can be read in chronological order, and
although there are spaces on some folios, none are completely empty. After
the Mattei entry this is not the case; Symonds had probably found that he was
not recalling enough information to fill in the spaces he left and that he was
wasting many pages of the notebook. He may have decided at the same time
not to restrict Egerton MS 1635 to major collections because his records of
them were so often incomplete. The first indication of the change 1n his
methods is found between four folios left blank after the notes on Palazzo
Mattei:,50 Symonds used this space to record his visit to Francesco Gualdi's
museum of antiquities which he did not see until just before leaving Rome for

his homeward journey (as mentioned above).”' In order to grasp the
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chronology of Egerton MS 1635 it is necessary to examine the Repertorio.
Although at first sight it appears as erratic as the notes that follow, in fact

Symonds composed it chronologically and sequentially as the notebook

progressed; it enabled him to locate specific subjects amongst the jumble of

his entries - it now serves a dual purpose by indicating the chronology of the

., 52
manuscript.

T'he page reference in the Repertorio immediately following that for Palazzo
Mattei is for Villa Medici.” At the end of his detailed notes on the sculpture
in the Medici gardens, Symonds described a method of propagating plants
which 1s normally undertaken in early spring in Rome. This suggests that the
approximate date ot the visit was April 1650.* It appears that by this time
Symonds had also seen the collections of the Borghese, Farnese, Vitelleschi,
Giustiniani and Mattei.”> We know that Symonds recorded the custom

concerning silkworms in Santa Maria sopra Minerva sometime 1n June

1650;56 from the Repertorio we can assess that by then he had visited Father
Kircher's famous museum of antiquities and scientific objects,57 attended a

meeting in the Accademia deghi Umoristi,”” admired and made detailed notes

on the drawings in the collection of Francesco Angeloni,59 and the paintings in

.6
Palazzo Spada,60 and recorded many of the frescoes at Palazzo Mazzerino. |

By the time that he watched the parade of the Spanish Ambassador at the end
of that mon‘[h,,62 Symonds had packed in several more visits and events.
During this time he copied a large section from Filippo Finella's Fisinomia

Naturale,” and visited Canini's 'Amico familiare,' Paolo Ruggieri.”* Symonds
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also went to see the frescoes in the Casa Zuccaro,,'55 the curiosities in the
collection of Signor Specia’[e,,,66 and visited the Accademia di San Luca where
he recorded several of the portraits in the collection.®’” It may have been
because of inadequate lighting that he only managed to make very rough
sketches of two of Domenichino's pendentives in San Carlo ai Catenari.’® In
contrast, amongst his notes on the circumcision in the Jewish Ghetto is a well-
executed drawing with a lettered key to the instruments used in the ceremony
(Plate 15).69 The chronological entries in the Repertorio indicate that all these

notes and drawings were made by 28 June 1650.

After this date, the chronology of Egerton MS 1635 becomes more conjectural.
The page references in the Repertorio indicate that Symonds attended two
elaborate ceremonies in succession; the first was the professing of a nun in
Santa Maria in Campo Marzio;;70 the second the induction of a Doctor of
Philosophy at the Seminario Romano.”' He then visited Palazzo Sacchetti;
Symonds wrote notes on this large and interesting collection of paintings on
only one folio, but perhaps he was hurried by his guide.72 Possibly both the
induction ceremonies and the visit to Palazzo Sacchetti took place not long |
after 28 June 1650 since in the Repertorio their page references are in the same

block of writing that begins with the reference to Casa Zuccaro which he

- 73
visited prior to that date.

The Repertorio indicates that having visited the major collections in Rome,

Symonds seemingly turned his attention to some of the smaller ones and also
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had a spate of visiting churches; these churches were all not far from the centre
of Rome (unlike the majority of those that he recorded in B.L.. Add. MS
17919). The tirst was San Martino ai Monte; this visit was recorded in one of
Symonds's seven notes on San Martino and in this entry he accurately copied a
lengthy Latin inscription from a wall plaque in the church (Plate 1). Symonds
attempted in his own hand to imitate how the writing on the plaque is carved.”
Before visiting another church he went to see two collections; the first was a
seemingly brief visit to see the collection of Michael Wright; Symonds made
no comment 1n his notes on any discussion with Wright, but it would be
surprising 1f he had not been present.75 Symonds then went to see the

sculpture collection of 'Signor Pichini (Pighini);76 this was followed by going

to see three churches 1n succession, S. Salvatore in Lauro (before entering the

church Symonds spotted a relief of Christ on a house 1n the piazza [Plate

8

67]),77 Santa Maria in Via Lata,”® and lastly to San Francesco a Ripa Grande

(Symonds noted, and probably went to see specific works 1n these collections

and churches which will be discussed below)..79

The sequences in the Repertorio indicate that he next went to two private

81

collections:™ first that of the Boncompagni at Palazzo Sora,  and then to

Leonardo Agostini's collection of antique gems.82 The page references for
Pighini, the three churches that follow, and for Boncompagni and Agostin, are
a1l in the same block of writing in the Repertorio; after the reterence for
Agostini, Symonds drew a long line.*> Perhaps it was quite some time after

this before he wrote again in Egerton MS 1635 as the next page reference
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relates to the visit to Francesco Gualdi which took place in April 1651,

followed by one for the Court of Auditors which may have been the last event
that Symonds attended before leaving Rome.** The only remaining page
references relate to Padua where he visited the house of 'Sig" Gibbo."’
Symonds had briefly noted a 'stufa secca' in Rome,*° but he wrote a lengthy
description of one that he saw in Padua with details on how to construct it.*’
T'he last page reterence in the Repertorio is for a recipe for making 'Sirrop of
Ale' that he may have acquired in Padua; the fact that the recipe has a

reference indicates that Symonds considered it of importance.®®

It 1s apparent that Symonds was avid to see as much as he could in Rome
during 1650, that 1s, soon after his arrival. Perhaps by the end of that year,
having recorded the major collections (albeit sometimes inadequately) his
ardour for notetaking and sightseeing lessened. In addition, he may have
wished to spend more time in Canini's studio both as a student of drawing, and
of the painting techniques that he recorded in B.L. Egerton MS 1636;
furthermore, he was still using other notebooks concurrently, notably B.L.
Add. MS 17919. Between 28 June 1650 and March 1651 the chronology of
Egerton 1635 is largely guesswork, but examination ot the Repertorio suggests

it is quite possible that when Symonds drew the sketch dated late March

1651°” (and entered the notes on Francesco Gualdi, dated the following

mon‘[h)_.,90 he had not used this notebook since 1650. If this was the case, the
oreat majority of the notes relate to that year and display that Symonds was

very quick in gaining a knowledge of prominent painters and antique sculpture
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1n Rome, as well as a grasp of the work of the Carracci. He would not have
been well-informed on these subjects when he first arrived in the city and it
suggests that 1n the course of a few months, he had absorbed the ideas on art
promoted by his mentor Giovanni Angelo Canini, and the antiquarians and

virtuosi in Canini's circle.
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1. There are no watermarks visible on the paper and it is not of high quality.

For the transcription of B.L. Egerton MS 1635 (henceforth Egerton MS 1635),
see Appendix 1.

2. This notebook, and B.L. Egerton MS 1636, were bought at the sale of the
library of the late John Hugh Smyth Pigott of Brockley Hall, Somerset. The
sale catalogue states that the library would be 'sold by auction by Messrs. S.
Leigh Sotheby & John Wilkinson... at their house, 3, Wellington St., Strand,
on Monday December 19th, 18353 and Five following days." Symonds's two
notebooks were sold as one lot on the sixth day of the sale, 1.e. 24 December.
Two guineas (£2. 2s. 0d.) was paid for the two, about the average price paid
for manuscripts auctioned on that day, see the Sotheby sales catalogue for
December 18353, p. 113, lot no. 2094. The purchaser, 'Boone,’ who bought
several other manuscripts at the sale, presumably was buying on behalf of the

B.L. as there 1s no mention of him in the details regarding the purchase on the
second fly-leaf of Egerton MS 1635.

3. Symonds's journey south (leaving Leghorn on 22 September, 1649, and
arriving in Rome in early November) 1s likely to have included stopovers at
many of the cities on the way. In the third volume of his Genealogy of Essex
he referred to 'my MS of Florence Rome etc.,' see Beal, 1984, p. 27. In
addition, Symonds sketched a copy (in the Villa Medici) by Cristotano di Papi
dell'Altissimo of Uccello's portrait of Sir John Hawkwood from the Duomo;
he noted beside it 'Red Cap I believe tis for Hawkwood' which suggests he had
seen the original, see fol. 41v (The British Library has re-numbered
Symonds's notebooks by folios. These will be used in this study rather than
Symonds's numbering which refers to pages).

4. See B.L. Additional MS 17919, fol. 88r (henceforth B.L.. Add. M\S).

5. See Appendix I, fol. 15v.

6. See Appendix I, fol. 82v. Symonds would have been to St. Peter's as one of
the seven major early Christian basilicas. He would surely have gone to the
Vatican, since he bought several prints after frescoes in Raphael's Stanze and

Michelangelo's Sistine Chapel, see Ogden and Ogden, pp. 49, 50.

7. B.L. Harley MS 942, B.L. Harley MS 943, and B.L. Egerton MS 1636, are
partially concerned with Symonds's time in Rome, whereas B.L.. Add. MS
17919 and B.L. Egerton MS 1635 (with the exception of two entries
concerning Padua) are the notebooks that wholly relate to Rome. Bodleian
Library Rawlinson MS D 121 relates to Symonds's trip from Rome to Naples
and his homeward journey in 1651. Intermittently he added notes to most of
these manuscripts over a period of years, the earliest in use was B.L. Harley
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MS 943 1n 1648 and the latest B.L.. Egerton MS 1636 1n 1658.

8. The earliest dated entry for Rome 1s 2 November, 1649, for which see B.L.
Add. MS 17919, fol. 167r; Symonds left Padua on 10 September, 1651, for
which see Bodleian Rawlinson MS D 121, fol. 132. After the first twenty

pages (with the exception of a sketch of a bearded man 1n red chalk) B.L.
Harley MS 942 1s blank until the penultimate folio where Symonds made a

briet reference to the conversion of a Turk (mentioned below). The British
Library has only numbered this manuscript on folios that have writing.

9. See Millar, 1967, passim.

10. In B.L. Harley MS 943, fol. 119r, he acknowledged money that he
borrowed from Thomas Knightley in Rome 1n April, 1651 for his journey to
Naples (for this journey see, Bodleian Library, Rawlinson MS D 121, fols. 1 -
82). Also on fol. 119r 1s a similar promissory note for money borrowed from
his 'cousin’ Joseph Kent, the consul in Venice, for his journey home.

11. See Beal, 1984, passim. Symonds inserted a comment on 'Cleansing
Pencills' as late as 1658, see Beal, 1984, p. 233.

12. See B.L. Add. MS 17919, fol. 20r. Symonds was in Rome 1n April 1650
and part of April 1651.

13. See B.L. Add. MS 17919, fol. 24r. Symonds was in Rome in December
1649 and 1650.

14. See B.L. Add. MS 17919, fol. 28v. Symonds was in Rome 1n January
1650 and 1651.

15. This appears to have always been on this folio and not to be a later
insertion. Symonds was in Rome in November 1649 and 1650 theretore this

note could refer to either year. '2d day' refers to his program for the %
Giornata,' see B.L. Add. MS 17919, fols. 3r and 35v.

16. See B.L. Add. MS 17919, fol. 40v. 'ort' is an archaic word (usually
written plurally as 'orts') meaning scraps or leavings; alternatively 1t 1s a
variant of another archaic word, 'ord', meaning beginning and end, see
Halliwell, II, pp. 590 and 591. It is hard to tell in which context Symonds was
using the word here, perhaps he was indicating it was the end of the day. 1650

was the only year that Symonds was in Rome in August.

17. See B.L. Add. MS 17919, fol. 41v. Symonds was in Rome in March in
1650 and 1651. His visit to the Pantheon is further discussed in Chapter Two

and Chapter Three.
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18. See B.L. Add. MS 17919, fol. 45r. Symonds was in Rome in December
1649 and 1650. He noted that Paluzzo's palace (not identified, possibly
Symonds's version of the name Paoluccio), was near the Pantheon; this would
have been a very long walk from S. Giovanni in Laterano if he had gone there
on the same day (see note 12 above) therefore the two references to the 1st

December must relate to different years; the two visits noted on that date are
not listed on the same 'Giornata’ (see below).

19. See B.L. Add. MS 17919, fol. 51r. Symonds was in Rome in April 1650
and part of April 1651.

20. See B.L. Add. MS 17919, fol. 66v.

21. See B.L. Add. MS 17919, fol. 78r. Symonds was in Rome in November
1649 and 1650.

22. See B.L. Add. MS 17919, fol. 74r.
23. See B.L. Add. MS 17919, tfols. 2v - 5r.
24. See B.L. Add. MS 17917, tols. 3v - 3r.

25. See Appendix II. It may also be the first collection that he recorded
(discussed in Chapter Nine).

26. At the bottom of fol. 94v (the last folio in B.L. Add. MS 17919) 1s written
(upside down), 'sent to be ? [illegible word crossed or blotted out| June 30

1664 a bill of 1-10-7." This may allude to the notebook being bound four years

after Symonds died (June 1660), and if so, it would suggest that 1t was
considered worth preserving as a guidebook - as he may have always intended

1t to be.

7. See Totti, 1638; see also Rhodes, passim. It was amongst the books that
Symonds forwarded home from Rome, see B.L. Harley MS 943, fol. 111r.

28. See Appendix I, fols. 31v - 32r.
29. See Appendix I, fols. 85v - 89r.

30. See Appendix I, fol. 89v.

31. See Appendix I, fols. 35v - 36r. Symonds wrote: | have seen on'y’
Minerva divers branches of boughes full of these shells...in June.’
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32. See Appendix I, fol. 73v. The Diario Romano records the parade taking

place on 28 June 1650, the feast of St. Peter being on 29 June, see Gigli, p.
366.

33. Jottings were added later; a book that Symonds referred to in some rough
notes on tol. 3r, Edward Sparks's Scintilla Altaris, was not published in
London until 1652 indicating that Symonds continued to jot down information
in the notebook after his return to England, see Appendix I, note 10.

34. Fisonomia Naturale di Filippo Finella, Naples, 1629. Symonds's writing
1s equally neat 1in his B.L. annotated copy of Vasari's Vite. He recorded that
the Vasari volumes were 'loose' 1n his list of books to be sent home when he

left Rome (B.L. Harley MS 943, fol. 110v). This 1s probably the reason he did

not refer to Vasari in Egerton MS 1635 (except on one occasion when he may
have been quoting Canini's reference to Vasari), although he did refer to him

in B.L. Egerton MS 1636, ¢.g., see Beal, 1984, p. 284. Possibly in Rome he

borrowed Canini's Vasari and then bought a loose copy for himself which he
had bound on his return to England.

35. See B.L. Add. MS 17919, tols. 2v - 5v.

36. See Appendix I, fols. 3v - 4v. The new title may indicate that Symonds

was becoming, or attempting to become, increasingly fluent in Italian. Usually
he wrote one page reference for a subject even if the notes cover several folios,
but on occasion he wrote two or three, e.g., San Carlo Catinari 1s listed as '102'

and '103.' see also note 38 below.

37. He only numbered the even pages in the text, but sometimes put odd
numbers as page references in the Repertorio.

38. See Appendix I, fol. 77r which he numbered as '140,' '139," and '137," and
then crossed out all three.

39. See Appendix I, fols. 1v - 2r and fols. 79r - 79v; see also B.L. Add. M5
17919, fols. 74v, 77v, 94v; and B.L. Harley MS 942, fols. 10v - 12r and tol.

]5r.

40. See Appendix [, fols. 2v - 3r.

41. See Appendix I, fol. 90v; and note 87 below.

42. See Appendix I, fol. Sv; fol. 5t is blank.

43. See Appendix I, fol. or.

44. See Appendix 1, fols. 7v - 14r; and Chapter Four. He numbered this
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reference in the Repertorio as '1,' but being the verso of a folio, it is not
numbered in the text.

45. See Appendix I, fols. 14v - 19r; and Chapter Five. The ink and writing of
the page references to Palazzo Borghese and Palazzo Farnese in the Repertorio
indicate that they were entered at the same time, see Appendix I, fol. 3v.

46. See Appendix I, fols. 19v - 21v; and Chapter Eight.

47. See B.L. Add. MS 17919, fols. 41v - 43v.

48. See Appendix I, fols. 22r - 28r; and Chapter Six.

49. See Appendix, [, fols. 28v - 30r; and Chapter Seven. The page reference
for this celebrated collection of sculpture and paintings appears to have been
entered 1n the Repertorio at the same time as the reference for Palazzo
Giustiniani.

50. See Appendix I, fols. 30v - 31r and 32v - 33r.

51. See Appendix I, fols. 31v - 32r.

52. See Appendix I, fols. 3v - 4v.

53. See Appendix I, fol. 3v.

54. See Appendix I, fols. 36v - 41v; and Chapter Seven. This method has
been seen by the writer in a garden outside Rome 1n early April. Symonds was
in Rome 1n the spring of 1650 and 1651, but the placing of the reterence in the

Repertorio indicates that this visit was in 1650.
55. See Appendix I, fols. 7v - 30r.

56. See Appendix I, tols. 35v - 36r.

57. See Appendix I, fols. 44v - 45r.

58. See Appendix [, tols. 47v - 49r.

59. See Appendix I, fols. 50v - 54v.

60. See Appendix [, fols. 551 - 55v.

61. See Appendix I, fols. 56v - 57v.

62. See Appendix I, fols. 73v - 74 v.
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63. See Appendix I, fols. 67v - 70v; and op. cit., note 34 above. The seven
carefully copied folios concerned the humours of man. It is more than likely
that Egerton MS 1635 was the only notebook Symonds had on hand when he
came across this book, and the fact that it was concerned with physiognomy
and had nothing to do with the sights of Rome was evidently irrelevant.

64. Appendix I, fol. 65r.

65. See Appendix I, fol. 64r.

66. See Appendix I, fols. 66v - 67r. Symonds evidently had not left enough
room to complete the description of Speciate's collection in the space he had
allotted for the purpose (i.e., before an entry he had made earlier relating to the
collection of Paolo Ruggier1), and yet he left a folio immediately before the
Speciate entry blank; perhaps the collection proved to have more of interest
than he originally estimated. Symonds remembered Speciate's name when
listing him in the Repertorio, but could not recall 1t when writing up his notes
and left a blank where the name should have been. The page reference in the
Repertorio for Paolo Ruggieri is simply 'Studio di Sign Paolo,' but in this
instance it 1s a sign of Symonds's familiarity with Ruggieri, rather than his
forgetfulness, see note 65 above.

67. See Appendix I, fols. 60v - 61r.

68. See Appendix I, fols. 4r and 58v - 59v. These sketches are found 1n the
middle of five blank folios; he failed to record the location of the subjects but
fortunately wrote the name of the church in the page reference in the

Repertorio.

69. On the first (in sequence) out of three relevant folios recording a
circumcision in the Jewish Ghetto, Symonds described the end of the

ceremony, see Appendix I, fol. 34r; he had already written some thoughts on
v° Silkeworme' on the two folios that followed the beginning of his
description of the circumcision, so that when he ran out of space, he was
forced to insert his last notes on the ceremony before the first; for the first two
folios (in chronology) regarding the circumcision, see Appendix I, fols. 34v -

35r.

70. See Appendix I, fols. 70v - 71r; this entry was started on the same tfolio as
the last notes copied from Finella's Fisinomia Naturale, see notes 34, 63

above.

71. See Appendix L, fols. 71v - 73r. The Seminario notes are in three
tranches: the first of the relevant folios relates to the end of the ceremony and

the Seminary itself; the following folio begins with ‘Comencing D[octo]r
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Col[leggio]: Romano,' but this seems to have been inserted on a blank folio as
a link to the two folios that were written earlier and commence with a similar

sentence; these two folios describe the beginning and the middle of the
ceremony.

72. See Appendix I, fol. 75r; and Chapter Seven.

73. See Appendix I, fols. 3v - 4r.

74. See Appendix I, fols. 79v - 81r (fol. 79r 1s blank); and note 38 above.
Below his copy of the inscription he sketched a 'basso Relievo' which he

brietly described on the same folio as two others that he had observed near San
Martino, see fol. 81r.

75. See Appendix I, fols. 75v - 7ér.

76. See Appendix I, fols. 77r - 78r (fol. 76v 1s blank); and Chapter Eight.

77. See Appendix I, fol. 44r and note 447. The relief 1s high on the wall ot a
house in Piazza S. Salvatore in Lauro (no. 13) at a right angle to the church; 1t
looks in surprisingly good order and perhaps replaces the earlier reliet.

78. See Appendix I, fol. 63v.

79. See Appendix I, fol. 33v; Symonds left the two preceding folios (32v -
33r) blank.

80. See Appendix I, fol. 4r.
81. See Appendix I, fols. 81v - 83r; fol. 83v 1s blank.
82. See Appendix I, fols. 84r - 85r.

83. See Appendix I, fol. 4r.

84. See Appendix I, fols. 42v - 43r; in the Repertorio he gave this a page
reference of '171" although he must have meant 71 by his method of
numbering; it appears in sequence as the last page reference for Rome (see fol.

4r). Fols. 42r - 43v are blank.

85. See Appendix I, fols. 85v - 86r.

Q6. The reference to the 'Stufa Secca' in Rome 1s merely to 'place’ a Basso
Relievo that he saw nearby on a walk, See Appendix I, fol. 81r.

87. See Appendix I, fols. 87v - 89r; fols. 86v - 87r are blank. The two notes
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on Padua were inserted before the sketch relating to the man on the ass that he
saw 1n Rome 1n March 1651 (mentioned above) which Symonds evidently did
not consider important enough to rate a page reference in the Repertorio, see
Appendix I, tol. 89v. Nor did Symonds give page references for what he
termed as 'Discourses' (but subsequently crossed out) which are four folios of
weak jokes and anecdotes squashed together in his worst handwriting. Despite

not being listed in the Repertorio, they are cross-referenced to four folios of
similar content that come later in the notebook and which are equally

incongruous with the rest of the material. There 1s no telling when these were

written, but perhaps it was when Symonds was on some tedious journey and

had nothing better to do, see Appendix I, fols. 45v - 47r; and Egerton MS
1635, fols. 61v - 63r (not transcribed).

88. See Appendix I, fols. 78v and 4v.

89. See Appendix I, fols. 85v - 89r.

90. See Appendix I, fols. 31v - 32r. Symonds's diagram of Gualdi's climbing

pulley (Plate 2) suggests that by 1651 his study of drawing had reaped some
benefits.
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Chapter Two

Symonds's Methods of Study

SYMONDS'S METHODS OF DESCRIPTION AND POWERS OF
OBSERVATION
Above all Symonds was 'visually aware.! His notebooks combine the visual
with the verbal, and sometimes microscopic notes are interspersed with pen
sketches hastily drawn to record an object, painting, or view that particularly
interested him. Although they are of modest ability, they serve as a useful and
informative adjunct to his notes and reveal something of his habits of thought.
He frequently sketched an artefact that intrigued him and noted how 1t was
constructed, for example, Francesco Gualdi's pulley for ascending/descending
walls (Plate 2).1 Other objects he chose to sketch simply because he tound
them amusing, such as the drinking fountain in the Via Lata, where the water
still spurts out of the barrel held by a 'faquino,’ Symonds's descriptive name for
the figure of a rough looking man wearing a cap (Plate 3).” Sometimes, as in
the case of the untitled sketches of Domenichino's pendentives at San Carlo ai
Catinzclri,3 Symonds's drawings provide the only indication of what he was
recording. He made a sketch with annotations of the Adam and Eve, also by
Domenichino, that he saw at Palazzo Sora (Plate 4);;4 although this 1s a well-

known composition, Symonds's drawing 1s of an otherwise unrecorded
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version. The sketches he made of pagan antiquities, and those in the early
Christian churches, include mosaics, frescoes, and buildings that have been
lost, destroyed, or moved to another location.” When recording sculpture he
sometimes chose to draw a pedestal that particularly caught his attention rather
than the figure that it supported.6 The reason that so few figures are depicted
In Symonds's sketches (either of statues or from life) may be that that despite

his life drawing classes with Canini he found these subjects too taxing.

When paintings especially interested him he not only identified the subject and
artist, but sometimes added other aspects of the painting such as its
composition, the colour of the pigments used, or a feature that intrigued him,
for example, 'the cupids who are shooting at a heart in a scudo (a target or
shield)' 1in the background of Annibale's Sleeping Venus, now in the Museé
Condé, Chantilly (Plates 22 and 21).7 His training under Canini taught him
how colours were used to achieve particular results and he noted this 1n
paintings by his favourite artists, for example, Raphael's La Fornarina in
Palazzo Barberini.® As a poor but conscientious draughtsman he understood
and appreciated Annibale's skill displayed in the ceiling ot the Palazzo Farnese
Galleria and extolled on the 'feigned’ pf:lintings.9 Symonds assiduously
recorded the size, paper, colours, media and quality of many of the drawings
that he admired in Francesco Angeloni's collection, and wrote similar details

(where applicable) in the inventory of the prints that he acquired for himself. 0
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Symonds was not always reliable in ascertaining what a picture represented,
but 1t 1s possible to speculate over his 'near misses' and come up with the
correct answer. At Palazzo Spada he saw some 'pretty p[er|spectives' that he
rightly attributed to Francois Perrier but wrongly recorded one of these as 'y

A painting of this subject is

coming of y~ queen of Sheba afore Solomon.
not listed amongst the commissions to Perrier from Cardinal Spada, but by
studying a pagamento for Perrier's work 1t can be conjectured that the painting
Symonds referred to was the Continence of Scipio. In the same collection he
correctly entitled 'One [painting] very large done by Guercin du Cento’ as

Didos killing her selfe.'* Even without this identification it would have been

possible to guess the subject from his vivid and lengthy description that

followed.

When recording a portrait, he would name the sitter 1f he could, and
sometimes add a brief description of the pose. His notes are not always
helpful in identifying a painting, for example the "2 Ritrattos ot Cardinals by
Raphael' that he recorded in Palazzo Borghese; but this particular piece of
vagueness was not Symonds's fault, the likenesses were not 1identified 1n the
Borghese inventory, and nor evidently under the paintings themselves, so they
had probably been forgotten even in the Borghese household.”” At other
times his powers of observation were acute, as is evident in his notes on the
portrait of Cardinal Ippolito de'Medici and Monsignor Mario Bracci, now 1n

the National Gallery, London. He saw this painting in Palazzo Borghese, but

unlike many other visitors, or the writer of the Borghese inventory, he
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correctly 1dentified Cardinal Ippolito de'Medici as one of the sub; ects. " In the
same collection he confirmed that Antonello da Messina's portrait of Martin

Luther, now in the Galleria Borghese, once had the painter's name inscribed

., 15
upon 1t.

Symonds frequently noted measurements, he would comment 1f a painting was
large’ or 'big as y* life,' and on occasion, recorded more helpful and precise
measurements. We know that the Domenichino Adam and Eve mentioned
above was "2 foot high' which eliminates two versions of the subject, if not
1dentifying that particular one (Plate 4)..16 Symonds measured famous statues
as part of his study of 1deal propor‘[ions;17 for a less rarefied purpose he noted
distances to points of interest in Rome perhaps to assist the readers ot his
intended guidebook, B.L. Add. MS 17919. These measurements were
sometimes recorded in miles, for example, San Paolo fuori le Mura was '3

18

g[uarters] of a myle from y~ walls of Rome," "~ but to indicate a short distance

between one place and the next to be visited he used the term a 'quoytes cast.”

He liked to record the size and material of unusual antiquities that caught his
attention: he wrote that 'La Bocca De La Veritd' (a curious carved face that is
still under the portico of Santa Maria di Cosmedin) was '4 Cubits in Diameter.
w. marble.””’ Symonds often recorded the shape and proportions ot classical

buildings:,21 he drew the pediment of the 'temple de J unone,”” and a ground

plan of the 'Tempio del Sole,' noting which was the ancient part and "The Court

23

now was put on lately.”” Some columns were 'wreathd' (twisted), Symonds

sketched one with this description that was made 'of Alabaster Orientall
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24 .

Strapanum transparent;'” in the sketch he depicted it more like a stick of

barley-sugar than Solomonic. He observed the various orders of capitals,
sketching one that was 'L'ordine Ionico,' and described some others as 'a la

Corinthiagne..'25

Examples of his keen observation of materials, can be found in his notes on S.

. . . 26
Paulo fuori le Mura, S. Giovanni in Laterano,

and many of the other ancient
churches that he visited, some of which have since been rebuilt or altered.
Churches and monuments were 'ancient' or 'old' with no attempt to narrow this
down to anything more specific. In the early churches he would record the
mosaics, the pavements (1n Santa Croce 1in Gerusalemme they were ‘colourd
marble 1n circles and worles'), the number of steps and doors, and the amount

and size of the pillars. Whether pagan or Christian, the materials and

construction of buildings were the focus of his observations rather than their

history.

SYMONDS'S COMPANIONS IN ROME, HOW HE GAINED ACCESS TO

COLLECTIONS AND THE CIRCUMSTANCES OF HIS VISITS
Symonds's notes indicate that he was sometimes accompanied. He only

named two companions, Canini and 'Julio," and these may have been the only

two that he had. Canini certainly accompanied him to several private
collections and he sometimes went with him to churches or other places of

interest in the centre of Rome.”’ When Symonds went farther afield to

Christian basilicas and classical ruins on the outskirts ot Rome his companion
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was Julio." 'Julio' could have been a member of the antiquarian circle that
Symonds met through Canini, but the first-name references to him (with one
exception) suggest that Symonds was not in awe of him, a feature which is
apparent when he referred to Canini. Possibly 'Julio' was a professional guide
- or perhaps Symonds met him as a fellow student in Canini's studio because
amongst Symonds's list of books, prints and drawings that he sent home were
2 sheets of Antiq: of Julio Fanceys.'28 In any case, Symonds considered him
an authority on Roman antiquities, but did not find him socially intimidating.
As somewhat of a loner, and in his quest to learn Italian, Symonds may have
preferred sightseeing on his own, with the knowledgeable 'Julio,' or with his

friend and trusted adviser, Canini.

Although Canini, like Symonds, was only in his thirties,” he may have
preferred to let 'Julio' accompany Symonds on the long walks out to the Via
Appia, the Via Ostiense and the Aventine. Canini accompanied Symonds to
the ancient churches of San Martino a1 Monti, SS. Apostoli and the Pantheon,

but these were nearer to, or in the case of the Pantheon, 1n the centre of, Rome.
Symonds recorded two visits to the Pantheon with Canini, on the second
occasion, Canini, a member of the Congregazione de1 Virtuosi al Pantheon,

had probably particularly wished to go on the 'feast of S. Joseph..." the day ot

3% 1t was on this occasion that Symonds saw the

the 'Painters feast there.
portico hung with paintings including Van Dyck's portrait heads ot Charles I
(H.M. the Queen) which he sketched.”’ In SS. Apostoli Symonds noted 'a very

old Relievo...shewd me by S.G.A.”* The repeated visits to San Martino ai
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Monti may not only have been because Symonds found the ancient parts of the
church of particular interest, or because of the Canini altarpiece The Holy
Lrinity with Sts. Bartholomew and Nicholas of Bari (Plates 5 and 6), but
because Giovanni Antonio Filippini, who was responsible for the restoration
and redecoration of San Martino in the 1640s, was a friend (or at least a
patron) of Canini's.™ Symonds correctly noted on one such visit that the 'Prior
of Carmelites generall of y- Order & at his owne charge repayrd y° church,' and
on another, recorded in a little sketch the painted inscription on St. Nicholas's

- 34
cope which has now gone.

Symonds does not tell us how he met Canini, perhaps it was through
Francesco Angeloni, or possibly it was the other way round, but because of
this association, he gained an entrée to small private collections that he might
never have known about, or, as an unknown Englishman, where he might not
have been made welcome. Angeloni was a close friend of Giovanni Battista
Agucchi and may have been the uncle of Giovanni Pietro Bellori, who perhaps
Symonds met, although he does not mention him in his notes - but we know
that he met Poussin. Agucchi's theories on art from his Trattato della pittura
would have been discussed in this circle, that is, that the greatest artists sought
to attain 'Ideal Beauty' in their paintings, not through merely imitating nature,
but by combining it with the best aspects ot Antique sculpture and

Renaissance art (as depicted in the paintings of the Carracci and their

followers).35 Artists, antiquarians and connoisseurs formed the milieu that

Symonds was introduced to, and their thoughts on art, and their admiration for
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the Carracci, was to have a great influence on him.

On the occasions of Symonds's visits to the collection of one of Canini's
friends or acquaintances such as Angeloni, Leonardo Agostino, or his 'Amico
familiare,' Paolo Ruggieri, Canini would probably have accompanied him
(Plate 68). Collectors like Angeloni who exhibited preserved animals
alongside works of art were not considered eccentric but were admired and
respected. They appear to have welcomed Symonds (a no doubt enthusiastic
visitor) and taken pleasure in showing him their collections.® Symonds made
three references to the antiquarian Francesco Gualdi who donated many pieces
of sculpture for public display (many of these are still in situ, especially 1n the
area around Santa Trinita). This suggests that although Symonds only visited
Gualdi's museum very shortly before he left Rome, he had met him
beforehand. Gualdi (who was also a member of the Congregazione de1
Virtuosi) and Canini were certainly acquaintances, and probably friends, as
Canint made engravings for Gualdi's ]conograﬁca.37 Gualdi's collection was
one of the first to include Early Christian antiquities amongst classical
antiquities. Like other collectors that Symonds met, he was a member ot a
circle in Rome that was interested in the natural sciences and antiquities.
Symonds met other Englishmen 1n Rome,,:‘;8 for example, Michael Wright and
Thomas Killigrew, both of whom would have shared his interest in paintings,
but he does not mention them as companions.39 Although Peter Fitton, a
Catholic priest who wrote a treatise on medals and coins, had left Rome in

1638, Symonds obviously knew of him. He thought it worth recording that
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Mr Fitton Angl. bought as many Roman Antiqutyes medalls etc. at cost 4
Mille Escus...4 yeares in Rome." Symonds noted 'A little house & garden

neare that cirque [Maximus] belonging to the English College' but he does not

say if he went there.”’

Canini had probably visited the more important collections many times
himselt and would know that Symonds could gain entry without him.
Symonds wrote: 'A Generall observation all over Rome in all Pallaces where
the Band[ita] [i.e., the grounds where trespassing was not allowed] y° matt
coverd wh Callico is drawne up. & the dore open, one may freely enter. But
where shutt tis uncivill unless buisines & p[ersons| acquainted by sernames.’
What he was priviledged to see 1s naturally reflected in the significance and
quantity of his notes. The extent of a tour could depend on the servant on
duty, for example, at Palazzo Farnese he saw only the piano nobile and the
Palazzetto (where, fortunately for him, the paintings of the Carracci School
were displayed),,43 but he was not taken to the second floor where the majority
of the paintings in the collection were hung.‘i14 At Villa Medici he entered by
the garden entrance at the back on the level of the piano nobile, evidently the
entrance assigned to tourists, rather than via the main portal at ground level.
Once again he was restricted to the piano nobile, the normal floor 1n Roman
palaces for entertaining visitors, and where the major works of art were usually

on view. Symonds made observations on the ways of the Roman grandees

whose palaces he visited, for example, his comment on the arrangement of

separate apartments at Palazzo Mattei.”® At the end of his visit to Palazzo
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Borghese, where he was shown the private apartments, Symonds commented
'Sante Scopatore shows y Palace any p[ar]t of it that y° pr[ince] is not in
lone?| may view'.*” A scopatore (sweeper) did not actually sweep (they got
others to do this), but was a kind of doorman who admitted visitors to view the
rooms on public view. At Palazzo Barberini, Roschino the scopatore, was in

charge of admitting visitors into the Salone to see Cortona's ceiling.48

Symonds sometimes included snippets of information or gossip not related to
the collection he was recording. In the midst of his list of the curiosities to be
found at the house of 'Sig"" Speciate' he wrote that Speciate's daughter did 'in
Mignatura y best in Rome Taught to designe by Andrea Zacchi & others;' this
may only have been the opinion of a proud father as she has not been
identified in literature on Sacchi.” Symonds was often told the (supposed)
value of works of art. On his visit to S. Paolo alle Tre Fontane he wrote that
Julio sayes 200 pistols this is worth' with regard to Guido Reni's The
Crucifixion of St. Peter, now in the Vatican Pinacoteca, and executed tfor
Cardinal Pietro Aldobrandini.> Symonds presumably quoted Leonardo
Agostini when he wrote down the value put on certain of his intaglios and that
the Farl of Arundel would have liked to buy some of Agostini's large 'broken
pieces.'51 In his comments on the collection of Ippolitto Vitelleschi, Symonds
noted 'A famous Statue of a Gladiator by w'h M Angelo bast<ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>