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LUMINOUS GEMS, MYTHICAL AND REAL

By Dr. SYDNEY H. BALL
NEW YORK, N. Y.

MarTIUs reports that Bassianus lies
dead in ‘‘this detested dark blood-
drinking pit.”’

Quintus: If it be dark how dost thou know ’tis

he?

Martius: Upon his bloody finger he doth wear
A precious ring that lightens all the hole,
Which, like a taper, in some monument,
Doth shine upon the dead man’s earthy

cheeks
And shows the rugged entrails of the pit.’’
—~Shakespeare, ¢ Titus Andronicus,’’
Act II, Scene 4.

Ancient and medieval histories and the
folklore of all time spin many a tale of
luminous gems, rubies, garnets, emer-
alds, olivines and diamonds and even the
pearl so bright in many cases as to be a
reasonable substitute for a battery of
electrie light bulbs. The variants of these
tales are many, about one hundred being
known to the writer.

Some gems indeed do glow in the dark
after being excited by friction or heat:
if the glow continues beyond the period
of excitation, the phenomenon is phos-
phorescence : if the glow ceases with the
excitation, it is fluorescence. Practically
all diamonds, if rubbed with a cloth, and
a few diamonds, after being exposed to
direct rays of the sun, glow in the dark.
Again diamonds and white topaz if
heated below red heat may phosphoresce.
The phosphorescent quality of diamonds
when heated by the sun’s rays is usually
believed to have been first discovered by
Albertus Magnus (?1206-1280) and it
was apparently rediscovered by Sir Rob-
ert Boyle in 1663. Boyle also found that
one diamond when pressed with a steel
bodkin emitted light. Praphulla Chan-
dra Ray, however, claims with apparent
justice that Bhoja, a Hindoo of the

eleventh century, knew that diamonds
phosphoresce. Du Fay, in 1735, deter-
mined that lapis lazuli and the oceasional
emerald and aquamarine were lumines-
cent. Wedgewood, in 1792, found that
two pieces of rock crystal or of agate,
rubbed against one another, phospho-
resce. Pott some fifteen years earlier
knew of the luminescence of rock crystal.
Wedgewood also states that the ruby
gives ‘‘a beautiful red light of short con-
tinuance.”” Edmond Becquerel, in 1861,
reports that ruby fluoresces better than
sapphire. Red felspar fluoresces and
when some adularia is crushed the pow-
der fairly flames. From the character of
the fluorescence produced by ecathode
rays, the country of source of a genuine
ruby can be determined as can the fac-
tory from which a synthetic comes.
Many other gems glow if treated with
ultra-violet, cathode or x-rays, or with
radium emanations: but these are all too
recent additions to science to have in-
fluenced the authors of the myths of
luminous gems.

The discovery of the fluorescence of the
mineral from which the property gains
its name, fluorite, is usually ascribed to
Sir David Brewster in 1833. But Philip
Skippon® states that one Monsieur Lort,
of Montpellier, France, a ‘‘counter-
feiter’’ of ‘‘amethysts, topazes, emer-
alds, and sapphires’’ found that on heat-
ing ‘““‘Fluor Smaragdi’’ ‘‘in a pan of
coals’’ and afterwards ‘‘putting it in a
dark place (it) shines very much: At the
same time several other stones were tried
but did not shine.”” Monsieur Lort’s

1¢¢An Account of a Journey made through
Part of the Low Countries, Germany, Italy, and
France about 1663-5,”’ ¢ Churchill’s Voyages,’’
1732, Vol. VI, p. 718.

(X3
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notebooks would make interesting read-
ing to-day. Some fluorspar, particularly
the variety chlorophane, is so fluorescent
that it becomes luminescent by the heat
of one’s hand. Gustave Rose, the great
German mineralogist, during his travels
in Russia is said to have seen among the
gravels of the Irtish River, near Krasno-
jarsk, chlorophane pebbles which shone
with brilliancy all night long, merely due
to being subjected during the day to the
sun’s heat. The Reverend C. W. King
believed that phosphorescence ‘‘must
often have attracted the notice of Ori-
entals on entering their gloomy chambers
after exposure to their blazing sun and
thus have afforded sufficient foundation
to the wonderful tales built upon the
simple fact by their luxuriant ‘imagina-
tions.” ”” 1 thoroughly agree that the
Orientals must have noted the phenome-
non as did undoubtedly many a savage
striking quartz fragments together to get
fire. While it is therefore not impossible
that the inventors of certain of the tales
may have been acquainted with the lumi-
nosity of gems, in my opinion many of
the tales must be of other origin.
Perhaps, however, the disecoverer of the
luminesecence of gem stones may have
been an American Indian. In the kivas
or shrines of the pueblos of our South-
west, the drum in certain religious cere-
monials portrays thunder and in the
darkness of the shrine two pieces of
quartz rubbed against one another, light-
ning. A. V. Kidder in the ruins of the
Pecos pueblo, San Miguel County, New
Mexico, a pueblo long abandoned, found
a ‘‘lightning stone,’’ a cylinder of rock
crystal which was made to revolve in a
base with a shallow semi-circular groove,
exactly fitting the cylinder. When the
cylinder was rapidly revolved on its base,
both elements became markedly lumi-
nous. Here we have a machine, a highly
evolved mechanism, the joint product of
the lapidary and the physicist, which we
infer to be perhaps 700 years old. The
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discovery must be many centuries older,
probably by an Indian making in some
shaded spot an arrow from quartz.

The recital of the principal, and par-
ticularly the older, of the folk tales of
luminous gems may not be without inter-
est and will suggest whether these tales
are of Greek, Roman, Chinese, Hindoo or
medieval Buropean origin. The loci of
the stories is all Asia, except Siberia, all
Europe except Norway and Russia, Bor-
neo, New Guinea, the United States,
Canada, certain South American coun-
tries and Abyssinia, French Congo and
Angola in Africa. I think, however, the
American and African myths were intro-
duced by Europeans. The originators of
the tales are Hindoos, Chinese, Hebrews,
Greeks and Romans, and the European
peoples, especially as to the latter, those
of the Middle Ages. The earlier tales
originated many centuries before the
time of Christ and they are still being
invented.

Most of the myths center around the
carbuncle or ruby, stones not differen-
tiated from one another by the classical
and medieval mineralogists, less com-
monly around other gems, diamonds and
pearls and still less commonly around
olivine and onyx. Emerald, jade, cat’s-
eye and marble also appear as the subject
of certain tales, as do certain stones
which we can not identify, like ‘“aster,”’
“‘ceraunia,’’ “‘hibien,’’ ‘‘strange stones,’’
the ‘‘sleeping stone’’ and the ‘‘stone
that attracts stones.”” The earliest myths
center around luminous precious stones
(species unnamed), rubies and diamonds,
but luminous emeralds, onyxes, pearls
and jade have been described for over
two thousand years. Strangely enough,
fluorspar and certain species of amber,
notably that from Sicily, while strongly
fluorescent, do not figure in the myths,
nor does opal, certain fine examples of
which appear to be fairly alive with fire;
indeed one fine example is known as the
““Fire of Troy.”” Again lapis lazuli, used
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widely as a decorative stone for over five
thousand years, is not mentioned, al-
though at least that from Chili phos-
phoresces when heated below red heat.

‘We have all, I think, likened the ruddy
light of some fine ruby or garnet to a
ball of fire, and the Greeks and Romans
named them respectively ‘‘anthrax’’ and
‘“‘carbunculus,”” each word meaning
“‘glowing coal.”” Of course from the
Greek form our word ‘‘anthracite’’ was
derived. Mineralogists still call the
beautiful deep-red garnet pyrope (‘‘fire-
eyed’’). The Hebrew word for carbuncle
is ‘““Eqdach,”’ from a root meaning ‘‘to
light a fire.”” As to the other stones, per-
haps the ‘“fire’’ of the diamond may be
an explanation, and Berthold Laufer
notes that the Chinese apply the epithet
‘“‘ye kuang’’ (‘‘brilliant at night’’) to
the diamond, an expression which he is
ineclined to believe originated in the fifth
century of our era. Such an explanation
can scarcely apply to the emerald and
olivine, prized for their color and trans-
parency, or to the pearl, jade, cat’s-eye
or marble.

Only in China and Japan and among
the Jews and the Abyssinians is the pearl
luminous. To these wise men of the East,
the pearl is a product of the moon or in
their mythology represents or is identical
with it. Consequently, the night-shining
legends of the pearl are logical, and even
we to-day can see the similarity of a fine
pearl and the full moon at its best. It
may be added that after the luminescence
of the Bologna stone (impure barite) was
discovered by the Bolognese cobbler,
Vincenzo Cascariolo, in 1602, it was some-
times called ‘‘lapis lunaris,”’ as it gave
out in the darkness the light it received
from the sun. Imagination, however,
was not lacking in the originator of folk-
tales any more than in the creator of the
latest detective story : scientific phenome-
non to a small degree may have been the
source of some few of the tales, mnemoniec
suggestion helped, but imagination pre-
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dominated, particularly when we find a
ruby or a garnet serving as a lighting
plant for a large hall. In the Lei-chau
peninsula, in Canton Provinee, famous
throughout China for its myths as to
thunder showers, after thunder showers
‘‘black stones are found emitting light
and sonorous sound on being struck.’’
That lightning and luminous stones are
not more frequently associated seems
strange.

The principal themes of the myths are
three in number. First the illumination
of buildings, a myth. of Hindoo origin,
although some of the stories may well
have developed independently elsewhere.
As variants, we have the lighting of ships,
a myth of Hebrew origin and the guiding
of lost persons first appearing in Europe
in the Middle Ages. Second, we have the
gem-mining stories, the gem being lo-
cated at night due to its light-giving
qualities and extracted by day, tales of
Greek origin. The third, the serpent or
animal theme, is of Hindoo origin: the
variant in which the jewel is in the head
of a small animal, the ecarbunculo, is
probably a Spanish adaptation of the
story and a further variant, that of the
Grateful Beast, is probably indepen-
dently of Chinese and Roman origin.

The writer has elsewhere expressed the
belief that the fine gems, the diamond,
ruby and sapphire, were first known to
the Hindoos between 800 and 600 B.c.
About this time appeared the Vishnu
Purina, in which it is stated that Vishnu,
in his incarnation as Seshaniga under
the name Ananta (‘‘Endless’’), ‘‘has a
thousand heads adorned with the mysti-
cal Swistika and in each head a jewel
to give light.”” The Vedas also hold that
the fixed stars have no actual existence,
but that the objects which shine by night
are couches of gold set with diamonds
and rubies on which the inhabitants of
paradise repose. The ancient Hindoo
book, Mahabharata (perhaps 200 B.c. to
200 A.p.), tells in the story of the Pan-
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davas brothers, of the palace of the raja
Babhruvihana with its precious stones
that ‘‘shone like lamps so that there was
no need for any other light in the assem-
bly.”” In the Buddhacharita (about 100
A.p.) the city of Kapila so shone with the
splendor of gems ‘‘that darkness like
poverty could find no place.”” So that
in India, the earliest country in which
fine gems were known, the luminous
character of gems was believed in some
twenty-five hundred years ago.

Herodotus (approximately 484-420
B.C.) was the first European to describe
luminous gems. Two great columns in
the temple of Hercules at Tyre, one of
gold, the other of smaragdos (green gems
including emerald), the latter of which
shone with great brilliancy at night, ex-
cite his admiration. The wily priests
doubtless enclosed a lamp in hollow
green glass, to mislead the credulous.
““On Rivers’’ probably written by the
grammarian, Parthenius, Vergil’s tutor
in Greek, in the first century before our
era states that in the Sagaris River the
““ Aster’’ is found, ‘‘which flames in the
dark hence called ‘Ballen,’ the King, by
the Phrygians.”” Pliny in the first cen-
tury of our era describes the chrysolam-
pis, an eastern gem, ‘‘pale by day but
of a fiery lustre by night.”’

The earliest Chinese reference to
luminous gems is found in the biography
of Li Sen, he who burned the Confucian
literature (210 B.c.) under the Emperor
Shi Hwang-ti, in which ‘‘moon-bright
pearls’’ and a ‘‘night shining’’ jade disk
are mentioned.

Talmudic legends (dating from, say,
400 to 600 A.p.) contain rather numerous
references to luminous gems: for exam-
ple, Abraham was so jealous of his wives,
and they were not few, that he incar-
cerated them in a city of iron with walls
so high that the poor women saw neither
the sun, the moon nor the stars. He gen-
erously, however, provided a great bowl
filled with jewels which lighted up the
whole building.
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The best documented of the illumina-
tion tales and a characteristic one is that
of the luminous earbunecle or ruby of the
King of Ceylon, first mentioned by Cos-
mas Indicopleustes in the sixth century
and thereafter described by many travel-
ers, the latest of the seventeenth century.
The stone, as big as a pine cone, was in
a temple situated on a hill, some state in
the Buddha Tooth Temple near Anura-
japura. ‘‘Its magical brilliance illu-
mines the whole heaven. In the calm of
a clear and cloudless night it can be seen
by all, even at a distance of 10,000 1i’’
(the equivalent of the old 1i is so variable
that the distance might vary from 3} to
3,500 miles), says the Chinese Buddhist
pilgrim, Hian Tsang. Others state at
night it shines ‘‘like a torch’’; that it
‘‘serves instead of a lamp at night’’;
that it has ‘‘the appearance of a glowing
fire’’ or of that ‘‘of a great flame of fire.”’
Due to its luminescence, according to one
of these early Chinese travelers, it was
called ‘‘The Red Palace Illuminator.”’

In the latter part of the fifteenth cen-
tury, John Norton, an English alchemist,
wrote a poem entitled the ‘‘Ordinal or a
manual of the chemical art.”’? He pro-
posed to erect over the Thames, at Lon-
don, a gold bridge, to be lighted by car-
buncles set on golden pinnacles, ‘‘A
glorious thing for men to beholde.”’

A variant of the illumination theme is
that of boats lighted by luminous gems.
An old Talmudic legend states that
Noah’s Ark was illuminated by a car-
buncle, and as it shone more brilliant by
night than by day, it permitted Noah to
tell even in the torrential rains of the
flood night from day. According to the
Chanson de Roland, dating from the
twelfth century, the Saracen ships com-
ing from Africa were lighted by -car-
buncles. Strangely enough, somewhat
over a century ago the idea was incor-
porated in the Book of the Mormons,
sixteen small stones, white and eclear,

2 Elias Ashmole Theatrum Chemicum Britan-
nicum, London, 1652, p. 27.
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being touched with the fingers of the
Lord so that they might ‘‘shine forth
in darkness.”” A stone being placed in
either end of each vessel, the Jaredites
for the 344 days of their voyage to Amer-
ica had ‘‘light continually.”’

The theme of luminous gems guiding
mariners and others originated in Eu-
rope in the Middle Ages. The earliest
is probably the Scandinavian saga of the
Visby garnets. Visby, now but a shadow
of the old Hanseatic trade emporium,
lies on the island of Gotland, about 150
miles south by east of Stockholm. The
ruins of the monastery-church of the
Dominicans, St. Nicholas, still stand. In
the heyday of Visby’s magnificence, huge
garnets formed the center of two rose
windows on the west gable end of the
church, overlooking the Baltic Sea.
Sagas say the two gems shone at night as
brightly as did the sun at noon and
guided mariners safely to the port. The
treasures of the Church of St. Nicholas,
particularly the garnets, were of such
inestimable value that they were guarded
night and day by 24 soldiers, and death
was meted out to those who approached
the church after sundown. In 1361
Valdemar IV, the ambitious and un-
scrupulous king of Denmark, attacked
the town and after a brave defense, it
fell. His rich booty, including the spark-
ling jewels, which he tore from the rose
windows, was placed on his own, the larg-
est ship of his fleet. It was wrecked on
one of the Karls Islands, and while the
king himself was saved, the treasure
sank. To-day, in times of calm, devout
Gotland fishermen know that the un-
earthly rose light which wells up from
the deeps of the Baltic is but the lumi-
nosity of their sacred jewels, now resting
on the bottom of the sea.

The wedding ring of the Virgin Mary
and Joseph, according to different aec-
counts, set with an onyx or an amethyst
or made of a single green jasper was said
to have been brought from the Holy Land
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in 996 A.p. It was placed in the Church
of Mustiola, Clusium (modern Chiusi),
Italy, and in 1473 transferred to the
Franciscan monastery in that city. One
of the brothers, Wintherus, a crafty Ger-
man, stole it. As he fled, night came on:
he knelt before the ring, and on promis-
ing to return it, it emitted a great light
by which he traveled to Perugia. The
two cities fought valiantly for the pos-
session of this sacred relie, but in 1486
the Vatican awarded it to Perugia, where
it was placed in the Chapel of the Church
of St. Lawrence. That matchless racon-
teur of Western stories, Jim Bridger (do
you know his tale of the petrified forest
with petrified birds in mid-air with the
notes they sing also suspended in the air
petrified ?), brought the tale to America.
A party of whites were so closely pursued
by Indians that they perforce hid during
the day. For three consecutive nights
they traveled by the luminescence of a
great diamond in the face of a neighbor-
ing mountain.

The mining theme is of Greek origin
and was almost simultaneously told a
few years before Christ’s birth by Diod-
orus Siculius and by Strabo. The island,
Ophiodes, in the Red Sea (present Zebir-
get) was so called as it was infested with
snakes which Ptolemy Philadelphus ex-
terminated so that its olivines, even to-
day the finest in the world, could be
mined. Olivine first appears in Egyp-
tian jewelry in the eighteenth century
dynasty so that the source was presum-
ably known some 1,500 years before
Diodorus’s time. The mines were the
personal monopoly of the Egyptian king
and were worked under the watchful
eyes of his representatives. Diodorus
says: ‘“All were forbidden to set foot
upon that Place: and if any landed there,
he was presently put to death by the
Keeper of the island. These Keepers
were few and lived a most miserable Life;
and lest the Stones should be stolen and
carry’d off there was not a Ship left
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there: and if any by chance pass near
these places (out of fear of the King)
they sail away as far off as they can.”’
As the island was a barren waste, the
miners, provided the provision ships did
not arrive, were ‘‘driven to the utmost
desperation.”” ‘‘The topaz is a trans-
parent stone sparkling with a golden
lustre, which, however, is not easy to be
distinguished in the day-time,’’ accord-
ing to Strabo, ‘‘on account of the bright-
ness of the surrounding light, but at
night the stones are visible to those who
collect them.”” Diodorus more dramati-
cally states the stone ‘‘shines bright and
glorious in the darkest night and dis-
covers itself at a great distance. The
Keepers of the Island disperse themselves
into several Places to search for this stone
and whenever it appears they mark the
Place with a great Vessel of largeness
sufficient to cover the sparkling Stone:
and then in the Day-time go to the place,
cut out the Stone, and deliver it to those
that are Artists in polishing of ‘em.’ ”’
Strangely enough the ‘‘topaz’’ of the
legend is in reality our olivine, a stone
not lumineseent, while the true topaz is.
Pliny repeats the same tale about the
Carchedonia, probably a garnet from
near Carthage; ‘‘found they are twinck-
ling against the moonlight and especially
when it is in the full.”’

This tale may well have been told to
travelers by astute Egyptian gem mer-
chants anxious to enhance the value of
their wares by exaggerating the dangers
inherent to procuring the olivines. And
yet, to-day, in the tungsten mining in-
dustry, the fluorescence of one of its prin-
cipal ores, scheelite, the caleium tung-
state, is turned to advantage at the Mill
City mine of the Nevada-Massachusetts
Company. Portable ultra-violet lamps
for fluorescing scheelite are used under-
ground in geological work and in sam-
pling the ore. The scheelite usually
fluoresces a light blue. Fluorescence is
also used in testing the quantity of schee-
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lite in the various mill products. The
use of ultra-violet lamps in detecting the
amount of willemite (zine orthosilicate)
in the ores and mill produects at the New
Jersey Zine Company’s mine, at Frank-
lin, New Jersey, has been standard prac-
tice since 1906.

There is an old Banian legend, the
date of which is unknown to me, that
to Shuddery, one of the four sons of the
first humans, Pourous and Parcoutee, the
first diamond mine was disclosed at night
by the admirable brightness of its stones;
he believed it fire till he found it ‘‘wanted
the heate.”” He and his sons ‘‘did after-
wards travaile to the myne of diamonds

. and stored themselves with them
which ever since have been merchandize
of deere estimation.”” In the Psysiologus
written about 125 A.D. it is stated that the
diamond is not to be found in the day
but only at night.

In 632 A.p. it is stated that the jade of
the rivers of Khutan, Chinese Turkestan,
being discovered by its shining in the
water at night, was procured at low
waters by divers.

A curious adaptation of Strabo’s story
is given as to the gold of the land of
Ishmael, east of Nineveh, in the travels
of Rabbi Petachia of Ratisbon (1170-87
AD.). There ‘“the gold grows like herbs.
In the night its brightness is seen when a
mark is made with dust or lime. They
then come in the morning and gather the
herbs upon which the gold is found.”’
Lastly in the middle of the sixteenth cen-
tury, Benvenuto Cellini tells us that one
Jacques Cola found a carbuncle in his
vineyard by its shining at night.

That snakes carry either in their fore-
head or in their mouth a most potent
jewel is an almost world-wide legend.
The legend reached Europe at least by
the time of Christ, but is presumably of
Hindoo origin, India being the earliest
sourcee of fine gems and a country by no
means short of snakes. It has been sug-
gested the myth is connected with snake
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worship, but perhaps either the reflection
of light on the serpent’s bead-like eye or
the flame color of certain snakes’ mouths
may be the origin of the myth. In only
a relative few of these legends is the stone
luminous, this variant being known in
India, Ceylon, ancient Greece, Armenia,
and strangely enough among our own
Cherokee Indians. The myth has affini-
ties with the dragon, the carbunculo and
many of the ‘‘animal-gratitude’’ legends.

The serpent has in his head a gem,
probably a ruby, which has the brightness
of a lamp aceording to the Hindoo work,
Brhatsamhita of Varahamihira (505-587
ADp.). In one of Somadeva’s stories
(eleventh century), the hero’s submarine
wanderings in search of the silver-jew-
eled tree is lighted by the Mani or pre-
cious jewel from a snake’s head. The
fact that in the ‘‘Life of Apollonius
Tyanceus,”” by Philostratus (a.n. 170-
245), the Greek states that in India
stones endowed with a peculiar luster
and a wonderful virtue are taken from
serpents’ heads, suggests that the myth
is an ancient one in India. The author
naively adds that the stone in the ring
of Gyges which permitted him to see in-
visible things was of this nature.

The Ceylonese to-day, and it is said
even some Europeans resident in Ceylon,
believe the Kantha jewel is found in the
mouth of certain, but by no means all,
cobras. It is highly luminous, and when
the serpent wishes to find anything in
the dark it disgorges the jewel and swal-
lows it again when its object has been
attained. To obtain this sovereign gem
the snake must not be killed, for that
would be bad luck, but one must throw
upon the disgorged gem a mass of clay,
a bag of ashes, a basket or a cloth. The
poor confused snake, no longer seeing
his gem, finally disconsolately leaves the
locality and the gem may be recovered.
The cobra dies of grief or commits sui-
cide. Dr. H. Hensoldt states he saw at
night a ecobra contemplating such a stone:
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and that later one given him by a native
turned out to be chlorophane. He con-
cludes that the stone fluoresces like a
female fire-fly (a delicacy from the
cobra’s view-point) : and that this serves
as a decoy for gallant male flies, thus
scientifically explaining the myth of
precious stones in snakes’ heads! The
myth reached Persia over a thousand
years and in the tale of the Rose of Baka-
wali, the heroic prince plunged the forest
into darkness by throwing a lump of clay
on the gem and the miserable snake and
a dragon, who carried the snake in its
own mouth, knocked their heads against
rocks and died.

The Coreans worship the epkuron-gi, a
snake, the guardian of their penates, who
when of venerable age carries on his fore-
head a glistening jewel ‘‘ya-kang-chin.”’
The name is applied to any glittering
stone, especially the diamond. Accord-
ing to Armenian legend the serpents of
Mt. Ararat are ruled by a queen who de-
stroys her enemies by a magic stone, the
Hul, carried in her mouth. This ‘‘stone
of light’’ “‘upon certain nights she tosses
in the air, when it shines as the sun.
Happy the man who shall catch the stone
as it falls.”’

The Cherokee have a myth, a variant
of the Horned Serpent legend so promi-
nent in Iroquois mythology, that upon
the head of the prince of rattlesnakes
there glittered a gem of magic powers.
This was stolen by a cunning warrior
successfully encased in leather armor
against a host of poisonous fangs. The
stone was held in religious awe and was
only brought forth on state ocecasions.
The stone or a substitute, said to have
been transparent, was once supposed to
be in possession of several medicine men
and was used in divination and in medi-
cine. No living Cherokee now has such
a stone. The legend, first told by Lieu-
tenant Henry Timberlake, in 1765, sug-
gests Buropean influence.

In some legends largely of Chinese
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origin, dragons replace snakes. The old
Chinese author Li-Shi-chén describes
“‘thunder-beads’” dropped from the
mouth of a divine dragon which light
an entire house by night. An Emperor
of China many centuries ago, according
to a legend of the Dusuns, a Bornean
tribe with certain Chinese affinities,
heard of a carbuncle upon the summit
of Kinabalu guarded by a dragon. He
sent his three sons to get it, vowing that
the successful one would be his successor.
The youngest stole the stone, but the en-
raged dragon finally overtook the robbers
and destroyed all the junks except the one
on which the three princes escaped to
China. The other Chinese survivors, hav-
ing no means of reaching their homeland,
intermarried with the Dusun women. A
variant is the love story of Po Kong, a
young Chinese, and the daughter of a
Dusun chief, who, marrying against the
chief’s wishes, fled from his village. One
night they saw on the summit of Kina-
balu a strange intermittent light, as the
guardian dragon alternately swallowed
and spit out an enormous carbuncle. The
young couple got two handfuls of mud
with which, when the carbuncle was on
the ground, they blinded the dragon.
Po Kong seized the gem, wrapped it in
his coat and there was instant darkness.
Po Kong basely deserted his wife, leaped
a deep chasm into which the pursuing
dragon crashed, and settled in a Tem-
passuk district town and became the
founder of a local line of chieftains. But
of his first wife and the carbuncle noth-
ing more is known. Friar Jordanus, who
wrote about 1330, states that the dragons
of India Tertia (Bastern African, south
of Abyssinia?) have on their heads ‘‘the
lustrous stones which we call carbun-
cles.”” In their ill-advised attempts to
fly they crash into a river issuing from
Paradise. After seventy days the people
recover the carbuncle and take it to
Prester John, the Emperor of the Ethi-
opians. Sir John Chardin, writing after
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his third visit to Persia in 1686, says the
Egptian carbuncle was probably ‘‘only
an Oriental Ruby of higher Colour than
usual.”” The Persians call it ‘‘Iceb
Chirac, the Flambeau of the Night be-
cause of the property and Quality it has
of enlightening all things round it.”’
. .. “They tell you that the Carbuncle
was bred within the Head of a Dragon,
a Qriffin, or a Royal Eagle, which was
found upon the Mountain of Caf.”’
Another variant of the snake story is
that of the ‘‘carbunculo,’”’ apparently of
medieval Buropean origin and intro-
duced into America by the Spaniards.
In the Embassy of the Abyssinian Patri-
arch, Don John Bermudez, to John IIT
of Portugal, written in 1565, an animal
of the Upper Nile is deseribed ‘‘which
they call of the shadow because it hath
a skinne on the head wherewith it cov-
ereth a very precious stone which they
say it hath in her head.”” William Finch
reports in about 1608 the same animal in
Sierra Leone. ‘‘The Negros told us of
a strange beast (which the interpreter
called a carbuncle) oft seene yet only by
night, having a stone in his forehead,
ineredibly shining and giving him light
to feed, attentive to the least noyse, which
he no sooner heareth, but he presently
covereth the same with a filme or skinne
given him as a naturall covering that
his splendour betray him not.’” Shortly
thereafter the story is transferred to
America although the bearer in the ear-
liest version is a snake. The Carib In-
dians (Charles de Rochefort, The His-
tory of the Caribby Islands .o
Rendered into English by John Dayvies,
London, 1666, p. 15) have for a long
time entertained their visitors with a tale
of a huge snake living in an inaccessible
hollow on the island of Dominica, West
Indies. ‘‘On its head was a very sparkling
stone, like a Carbuncle, of inestimable
price: That it commonly veil’d that rich
Jewel with a thin moving skin, like that
of a man’s eye-lid : but that when it went
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to drink or sported himself in the midst
of that deep bottom, he fully discover’d
it, and that the rocks and all about re-
ceiv’d a wonderful lustre from the fire
issuing out of that precious crown.”’

In the highlands of Peru and Bolivia
near Lake Titicaca and to a less extent
on the Peruvian coast and in the Mon-
tafla the Indians tell extraordinary sto-
ries of the carbuncolo. Some claim to
have seen it as at night it slinks through
the thickets; an animal the size of a fox
with long black hair. If followed, the
animal opens a flap in his forehead, dis-
closing a brilliant precious stone which
blinds whoever tries to grasp it. The
flap is then let down and the animal
eseapes. I think we all have been startled
at night by the apparent luminescence
of animals’ eyes. Tshudi states the story
antedates the Spanish eonquest, that the
early missionaries were told of it by wild
Indians and that the early viceroys offi-
cially instructed the missionaries to spare
no pains to obtain the jewel. According
to A. F. Bandelier, the carbunculo is a
species of cat and the jewel of blood-red
color. He adds it is supposed to dwell in
the high snows of the peak Sajama, near
Oruro and that it impedes access to the
peak. Notwithstanding the reported age
of the myth, I believe that it was intro-
duced by the Conquerors particularly as
the Peruvian Indians, while acquainted
with many precious and decorative stones,
had none that might suggest a luminous
object. The existence of the tale among
Indians as different as those of Peru and
Guatemala is further evidence of the in-
troduction of the story to Liatin America
by the Spaniards. It should be noted
how closely these American versions fol-
low the pattern of the European form.

One of the early groups of legends has
as its theme animal gratitude. Lumi-
nous gems figure in a number of such
tales, which probably originated in China
and Rome independently some two thou-
sand years ago.
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The earliest of these stories known to
me is told by the Chinese philosopher,
Huai-man-tse, of the second century B.c.
A year after the Marquis of Siu had
cured a wounded snake, it returned with
a luminous pearl in its mouth. It was
an inch in diameter, white, and emitted
a light as bright as that of the moon,
lighting a room like a torch. The same
story is told of the Emperor Ho-ti, the
stone in this case being a carbuncle.
Laufer cites from the Sou Shén ki the fol-
lowing tale: K’uoi Ts’, on having re-
stored to health a crane shot by an archer,
released it. Omne night two cranes—a
male and a female—appeared before his
door, carrying in their beaks moon-bright
pearls to reward him.

The earliest of the Roman forms
(AElian) of this legend dates about 222
AD. and is that of Heraclea, a worthy
widow of Tarentum, Italy. She had
cured a stork of a broken leg. A year
thereafter the grateful bird, as Heraclea
sat at the door of her cottage, dropped in
her lap a jewel, probably a carbuncle.
That night as she awoke she found her
chamber flooded with light, the stone
shining like a burning torch.

Matthew Paris in his chronicles, writ-
ten about 1195 A.p., states Richard Coeur
de Lion used to tell as a parable the fol-
lowing : a Venetian, Vitalis, was rescued
from a horrible death by a ladder being
let down into a pit into which he had
fallen. A lion and a serpent trapped in
the same pit used his ladder to escape,
and later the lion in gratitude brought
to Vitalis a goat he had killed and the
snake a luminous jewel which he carried
in his mouth. Later the two animals ap-
peared as his witnesses in a lawsuit which
he gained. As Richard is reported to
have told the story after his return from
the Crusades he may have heard it in the
East, as a similar story, without, how-
ever, the stone being luminous, is said
to occur in the Arabic work, Kalila wa
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Dimna (about 800 A.p.), and the Sanskrit
work, Katha-Sarit-Sagara, written by
Soma Deva in the twelfth century.

John Gower, writing in the fourteenth
century, versifies a similar tale. Bardus,
a poor wood chopper, helped from a pit a
man, Adrian by name, an ape and a ser-
pent. The man proved ungrateful, but
the ape piled up faggots for Bardus, and
the snake brought him in his mouth a
stone more bright than erystal.

In the introductory paragraphs the
early investigators of luminescence have
been cited, and in fairness we should
praise those who first doubted the ex-
aggerated statements which are the foun-
dation of the above myths. The earliest
of these was the Portuguese traveler to
India and gem expert, Garcias ab Orta
(1563), who, having been told by a jew-
eler of a luminous carbuncle, doubted its
existence. Cleandro Arnobio (1602) had
also heard of luminous rubies, but was
equally skeptical of their existence.
Other doubters were Laet (1647), Robert
de Berquen (1661) and Pierre de Rosnel
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(1668). John Josselyn, Gentleman (New
England’s Rarities, London, 1672, p.
225-6), after describing a highly lumi-
nous stone found by an Indian in New
England, correctly adds ‘‘But I take it to
be but a story.”” Chardin in 1686 defines
the luminous carbuncle as an ‘‘imaginary
stone,”” and M. L. Dutens, 1778, adds
with a French rapier stroke ‘‘such things
are not believed to-day.”’ The first to
doubt the luminous qualities of the pearl
is appropriately a Chinese, Sung Ying-
sing, who in 1628 wrote ‘‘it is not true
that there are pearls emitting light at the
hour of the dusk or night.”’

Luminescence, a property of certain
gems and other minerals and one to-day
of some practical importance, may well
have been observed in India many cen-
turies ago. The myths regarding them,
originating in different countries and
locally believed even in our day, had
their origin however in the main through
fancied resemblance of the gems to fire
or through symbolic affinities of eertain
gems to the moon.
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A COLLECTION OF GEMS FROM EGYPT IN
PRIVATE COLLECTIONS

By ABD EL-MOHSEN EL-KHACHAB

To the memory of my friend Dr. J. R. B. Stewart
Professor of Middle Eastern Archaeology at the University of Sydney
ANCIENT seal-stones bear divine figures and symbols of those deities especially sacred to
the people who wore them. Similarly, ancient coins bear the figures or symbols of the
public gods of the states who minted them. Hence, gems were decorated with genii
or gods with whom their owners had very intimate spiritual relations and to whom they
were greatly devoted; just as today some people carry small figures or pictures of saints,
e.g. the oval green jasper gem (0-015 m. X 0-011 m.) on which St. George is represented
on horseback, facing left, spearing the dragon with his lance (pl. XXV, 1).t

In general the representations on gems are drawn from the repertory of mythology,
picturing the public gods and the most familiar local deities. Archaeologically it is pos-
sible therefore to date these gems by comparing the representations with similar
examples on other monuments which can be precisely dated, in particular coins which
regularly bear the characteristic deities of their countries.

Excavation in Egypt has yielded enormous quantities of semi-precious engraved
stones, mostly of the Graeco-Roman period, decorated with special local Egypto-
classical subjects or types. As a group they form a magnificent tableau of the typically
Egyptian art of the period, that is, the art of Alexandria, which was quite different from
contemporary classical art elsewhere. It was a local art of very characteristic type. The
gems representative of this art can be dated approximately from the coins minted in
Alexandria by the Roman emperors during the first three centuries A.n. From these
gems, coins, and the contemporary terracottas much can be learned about the creeds
and social life of the period.

The Egyptian Museum in Cairo has few such gems in its collection, but there are
many in the possession of private individuals in Egypt.2 In this article some of the pieces
in private hands are described.

I3

1. Oval carnelian gem (0-013 m. X 0-011 m.) with a representation of Athena, helmeted and seated,
facing right, holding a figure of Nike who presents a wreath to her; beside the throne, a shield
(pl. XXV, 2).

! This gem belongs to Miss Diradour.

2 Cf. el-Khachab, ‘Une petite collection de pierres gravées’, Ann. Serv. 50 (1950), 469 ff.

3 Most of the pieces in this section belong to Mr. Asaad Abd el-Motagly, an amateur who possesses a good
collection of Egyptian antiquities; for some of his gold coins see el-Khachab, Ann. Serv. 53 (1953), 258 ff.
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Athena, being identified with the Egyptian goddess Neith, became in the Graeco-
Roman period the goddess of the Saite nome in which the town of Naucratis was
situated. The common device of that town therefore was a figure of Athena, helmeted
and standing with an owl in one extended hand and a sceptre in the other; as such the
goddess was called Athena Archegetis (‘founder’ of the colony).! The subject on this
gem is of Greek origin and is found on coins minted in Alexandria, e.g. on the reverse
of a coin in billon of year 14 of the Emperor Gallienus (mid-third century a.n.) (pl.
XXV, 2 a). The people of Alexandria had a particular devotion to the goddess of wisdom
as a symbol of the triumph of good over evil.

2. Oval chalcedony gem (0020 m.Xo0-016 m.) engraved with a beautiful representation of
Dikaiosyne (Justice), standing, facing right and holding a balance and cornucopia (pl. XXV, 3).

This type of representation of Dikaiosyne, the personification of Justice, was common
in Graeco-Roman Egypt and is often found on Alexandrian coins, e.g. on the reverse of
a billon coin minted in year 2 of Alexander Severus (early third century) (pl. XXV, 3 a).

3. Oval carnelian gem (0016 m. X o-o11 m.) with a figure of Elpis (Hope), crowned with laurel,
advancing to the right, holding with one hand the skirt of her chiton and in the other a flower
(pl. XXV, 4).

This common representation of Elpis is of an Egyptian type, based on a Roman
archaic original. As Elpis of Alexandria she is shown turreted. The normal form of
representation was commonly used when she was shown in company with Harpocrates
of Mendes.2 The reverse of a bronze coin of year 14 of Hadrian (mid-second century
A.D.) bears a figure of Elpis similar to that found on this gem (pl. XXV, 4 a). The reverse
of a coin in billon of year 11 of Alexander Severus (early third century A.D.) shows a
figure of Elpis turreted (pl. XXV, 4 b).

4. Oval carnelian gem (0-014 m. X 0-o11 m.) with a fine representation of Harpocrates, naked and
crowned with the double crown, facing right, with the finger of one hand to his mouth, the other hand
holding a cornucopia (pl. XXV, 3).

‘Nul dieu n’a été plus cher qu’Harpocrates a la piété populaire de I'Egypte gréco-
romaine’, says Perdrizet.? Representations of him were very common at this period:
‘[elles] se comptent par myriades dans les terres-cuites votives.’* Many variant types of
representations of this god are found on the coins of Alexandria.s

5. Oval carnelian gem (0-015 m. X 0-010 m.) with an interesting scene of Heracles struggling with
the Nemean lion (pl. XXVI, 1).

This mythical episode formed one of the twelve ‘labours’ by which the hero-god
chose the path of virtue and became the symbol of beneficence for the world ;¢ for which

1 Cf. Schol. Aristophanes, Av. v, 515: 7ijs Apxnyéridos Abnmvds 76 dyadpa ylaika el xev év 7§ xewpi, quoted
in B.M. Cat. of Coins of Alexandria and the Nomes, p. xlv. 2 Ibid., p. lii.

3 Terres-cuites grecques d’Egypte de la collection Fouquet, 1, 27.

4 Tbid., also P. Graindor, Terres-cuites de I'Egypte gréco-romaine, 9o, and n. 1.

5 Cf. el-Khachab, Ann. Serv. 50, 421, nos. 2. 3, and pl. 1, nos. 1 a and b; 476, n. 1.

6 For the symbolism of the labours cf. Rose, Handbook of Greek Mythology, 210: ‘Of course the ancient
mythologists who made Heracles into a solar hero, saw in it a reference to the twelve signs of the Zodiac’;



GEMS FROM EGYPT IN PRIVATE COLLECTIONS 149

reason Alexander the Great, a ruler who worked for the welfare of his subjects, was
identified with Heracles (pl. XXVI, 2).T The struggle with the Nemean lion was a com-
mon theme of art and story from early Greek times to late Roman times—in vase-
painting (e.g. on a black-figure vase of the sixth century B.c., pl. XXVI, 3),? in statuary
and reliefs,3 and on classical Greek and Roman coins (e.g. pl. XXVI, 4).4
According to Herodotuss the worship of Heracles was known in Egypt in pharaonic
times, but archaeological evidence for such worship does not occur before the Graeco-
Roman period. Then episodes from the mythology of Heracles were familiar as types in
Egyptian coinage: thus the struggle with the Nemean lion on the reverse of an Alexan-
drian bronze coin issued by Antoninus Pius (mid-second century B.c.) (pl. XXVI, 5).
They are also found on gems (pl. XXVI, 6) and as terracotta and bronze statuettes.® In
the field behind the figure of Heracles on the coin mentioned above, is a bow and quiver,
whereas on the gem here discussed there is a club. Otherwise the two representations
are very similar and it is probable therefore that the gem is to be dated to the second
century A.D.
No doubt the possession of a gem with a figure of Heracles carried the hope expressed
by the man who wrote over his door:
o To0 diws kaAdivikos ‘Hpardijs
évfade katowcei. undév eloitw kardy.

‘Heracles, son of Zeus, gloriously victorious, dwells here: let no evil enter.’”

6. Round carnelian gem (0-010 m. in diameter) engraved with a head of Hermes wearing the
winged helmet, facing left (pl. XXV, 6).

"This representation is of a Roman type not very well known in Egypt.

7. Oval carnelian gem (0-009 m.x 0-012 m.) engraved with a very beautiful representation of
Nike in a two-horsed chariot (biga), going left, holding in her hands the reins and an olive-branch
(pl. XXV, 7).

Roscher, p. 2204, for Heracles/Helios and his representations ‘im Sonnenbecher durch Okeanos’. The number
12 was first used for Heracles apparently by the poet Peisander, who took the idea from the struggles of Melkart,
the Phoenician god, with the hostile beasts of the Zodiac, Seyffart, Dict. of Class. Ant. 280. P. Grimal, Dict. de la
myth. gr. et rom. 190 (s.v. ‘Heracles’) explains the twelve labours as ‘I’épreuve de I’4me qui se libere progressive-
ment de la servitude du corps et des passions jusqu’a I’apothéose finale’. See also F. Brommer, Herakles. Die
zwolf Taten des Helden in antiker Kunst und Literatur (1953).

t A. Savill, Alexander the Great and his Time, 79; Roscher, p. 2168.

* A. Fairbanks, Greek Gods and Heroes, 55, fig. 56; F. Brommer, Vasenlisten zur griech. Heldensage (1956), 69.

3 S. Reinach, Repertoire de la statuaire gr. et rom. 1, 114, no. 213 A; 463, pl. 785, no. 1977; 467, pl. 792,
no. 1977 A; I, pt. 1, 236. 237. A very interesting relief showing this labour was found recently (1959) in a
Heraclean sanctuary at Avew Aiuvm Zogpd, cf. G. Daux, BCH 84 (1960), 655. 656, fig. 2.

+ E.g. J. Ward, Greek Cities and their Parents, 8, no. 44 and pl. 1, a silver stater of Heracleia in Lucania of
380-300 B.C.; on the obverse a head of Athena, helmeted, facing right. Also Gardner, The Types of Greek Coins,
pl. 5, no. 32 (Heracleia in Lucania, 371-335 B.c.); B.M. Guide to the Principal Coins of the Greeks, 14, Period
III C, no. 12 and pl. 25 (also Heracleia in Lucania).

s 11, 43. B. C. Brundage, ¥NES 17 (1958), 225. For other Greek gods of Egyptian origin, cf. Hesiod, 1,
91; W. C. Guthrie, The Greeks and their Gods, 238; Erman, Religion der Agypter, 335.

¢ Two similar representations on carnelian gems in S. Reinach, Pierres gravées (Bibl. des figures gr. etrom.),
25, pl. 18, no. 369; 8o, pl. 79 ii, no. 38; Furtwingler, Antiken Gemmen, pl. 6, no. 42; pl. 9, no. 48. For the
bronze coin, cf. Dattari, Numi Aug. Alexandrini, no. 2592 and pl. 15.

7 Guthrie, op. cit. 240, n. 1 (Diogenes Laertius).
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Such scenes were common in the art of the classical period, and the type found here
may be traced to Greek sources.

8. Oval carnelian gem (0-012 m.Xo0-010 m.). A similar representation to the last, but purely
Roman in style, with Victory holding a wreath (pl. XXV, 8).

Scenes such as these last two are frequently found on Alexandrian coins, e.g. on the
reverse of a coin in billon dated in year 13 of Trajan (early second century A.D.), where
Victory holds a branch and a wreath (pl. XXV, 8 g, shown larger than actual size). From
very ancient times chariot-racing was a popular sport, and victory in the Olympic Games
was often commemorated on monuments. Commemoration on coins always indicated an
imperial victory.

9. Oval chalcedony gem (0-019 m. X 0-014 m.) bearing a figure of Poseidon (Neptune), naked,
turning to the right with one foot on a dolphin, holding a sword and the trident (pl. XXV, g).

Poseidon was worshipped by the Greeks in Alexandria; he was not apparently identi-
fied with any Egyptian god.! A precisely similar representation is found on the reverse
of a coin in billon of year 2 of Claudius II (late third century A.n.) (pl. XXV, 9 a).

10. Oval red jasper gem (0-013 m. X 0-016 m.) set in a modern gold ring, with a representation of
the head of Roma (Minerva), helmeted, facing left (pl. XXV, o).

11. Oval carnelian gem (0-014 m. X 0-o11 m.) engraved with a representation of Roma similar to
the last, but by a less accomplished hand.

The personifications of the principal cities of antiquity, such as Rome, Athens, Con-
stantinople, and Alexandria, were frequently shown on Greek and Roman coins. An
Alexandrian coin in billon of year 13 of Nero (mid-first century A.D.) bears a representa-
tion of Roma (pl. XXV, 10 a). Sometimes the genii of two different cities might be repre-
sented together on coins. In the late Empire, Constantinople and Rome were depicted
together on gold coins. In the time of the Roman Republic, Roma, the divine personifica-
tion of the city, was the symbol of the Roman State. During the Empire she became the
goddess of the official cult and was identified with Alexandria, Athena, and Tyche (dea
Roma et Roma aeterna). The practice of worshipping the genius of a city was used poli-
tically for the extension of the domination of that city over others.

12. Oval carnelian gem (0-015 m. X 0-012 m.) with a representation of Zeus, father of the gods,
seated on a throne, facing right, crowned with laurels and holding a sceptre and patera; in front at
his feet, an eagle standing, facing left (pl. XXV, 11).

The form of representation of Zeus with eagle, Greek in origin, is very important,
and is found on Alexandrian coins of nearly all the Roman emperors of the first three
centuries A.D. It occurs regularly on coins of billon or bronze, minted in support of the
official cult of the Great God and rendering homage thereby to him, e.g. on the reverse
of a coin in billon struck in year 3 of Gallienus (mid-third century A.n.) (pl. XXV, 11 a);
on the obverse is a bust of Gallienus’ wife, Cornelia Salonina. Gems so engraved were,
no doubt, carried by faithful believers in Zeus.

I B.M. Cat. of Coins of Alexandria and the Nomes, p. xli.
2 Daremberg and Saglio, s.v. ‘Roma’.
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13. Oval carnelian gem (0-012 m. X 0-010 m.) engraved with a figure of an eagle, standing, looking
right, with closed wings, and with a wreath in its beak (pl. XXV, 12).

The eagle was commonly represented on Alexandrian and Roman coins. In the
Ptolemaic Period it was shown standing on a thunderbolt, the symbol of Zeus, father of
the gods. In Roman times the same representation occurred, but its primary meaning
was lost; the eagle was now a military symbol, the legionary aquila.! This interpreta-
tion of the eagle on this gem is confirmed by the wreath it is shown holding in its beak.

14. Oval chalcedony gem (0-017 m.X0-010 m.) with the representation of two elegant horses,

prancing to the left (pl. XXV, 13).2
15. Oval carnelian gem (0:016 m.Xxo-011 m.) with a scene showing three dogs, running left;

possibly a hunting scene (pl. XXV, 14).3
I+

16. Oval yellow agate gem (0:009 m. X 0-011 m.) with a very beautiful representation of Isis suck-
ling Harpocrates. The goddess is shown seated, facing right, wearing her characteristic head-dress;
she holds her breast to her son who is seated on her lap. He wears a diminutive double-crown head-
dress (pl. XXV, 13).

This divine group is very commonly found in Graeco-Roman Egypt, modelled in
terracotta and bronze, and often used as a monetary type on the reverses of Alexandrian
coins, e.g. on a piece in billon of Antoninus Pius (mid-second century A.p.), minted in
vear 23 (pl. XXV, 15 a). Isis, the goddess of a myriad names, occurs in this representa-
tion as the symbol of motherhood, the mother nourishing and giving life to her son
whom she protects.’

17. Oval carnelian gem (0-015 m. X 0-010 m.) with another fine and interesting representation of

Isis—Isis Hygieia—standing, facing left, wearing a modius (the corn-measure symbol of fertility),
in one hand an erect serpent, in the other a globe; in front, a flaming altar (pl. XXV, 16 and 165).6

Isis Hygieia occurs on the reverse of a bronze Alexandrian coin of year 8 of Antoninus
Pius: Isis, standing and facing right, wears the modius above the characteristic vulture-
head-dress; in one hand she holds a serpent and in the other a sceptre; behind her
stands an Apis bull, facing right. On the obverse is a head of Antoninus Pius, wearing
a laurel-wreath and facing right (pl. XXV, 16 a).7

This gem shows Isis in her interesting role of healer (sospitatrix—deliverer, or resti-
tutrix—restorer) with the special attributes of the serpent (uraeus) and the altar. As

I B.M. Cat. of Coins of Alexandria and the Nomes, p. xxxv.

% For galloping horses, cf. R. Lefort des Ylouzes, ‘Les Images du galop “ramassé’’ dans Pantiquité’, Rev.
arch. 6° série, 14 (1939), 47.

3 Cf. W. Deonna. ‘Etres monstrueux 4 organes communs’, Rev. arch. 5° série, 31 (1930), 28 ff., who refers
to this ‘théme de la chasse au li¢vre, du liévre poursuivi par un chien’ (p. 33), which persisted as a motif on
vases and reliefs from archaic Greek times until the Roman Period.

4 Most of the items in this part belong to Mr. Abd el-Wahab Mostafa, a discriminating amateur student and
collector of gems, cf. nos. 16, 19, 28, 29, and 30.

$ Cf. D. Magie, ‘Egyptian Deities in Asia Minor in Inscriptions and on Coins’, 4¥4 57 (1953), 163 ff.;
el-Khachab, ‘Money and Coins in Egypt’, Egypt Travel Magazine 49 (Sept. 1958), 21 fF.

6 The property of Mr. Gamal Salem, a keeper in the Egyptian Museum, Cairo.

7 Zotga, Numi aegyptii imperatorii in Museo Borgiano, no. 215, p. 188 and pl. 21.
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Hygieia she was associated with Serapis (hence the modius) and with Asclepius (hence
the serpent and the altar).! According to Perdrizet, ‘L’uracus que les statues du culte
d’Isis tenaient généralement en main, était sensé remuer la béte a chaque transgression
de prescriptions de la déesse’.2 From Graeco-Roman times many representations of the
goddess survive in which she is shown holding serpents in one or both hands (pl. XXV,
16 a-c).3 Like all healing deities she was considered by Orientals as a mistress of the world
and hence she is sometimes shown holding a globe, as on this gem. She was certainly
a restorer of health, but also a protector of the healthy; her image was held therefore to
be very efficient against all evil.4

18. Oval carnelian gem (0-012 m. X 0-008 m.) inserted in a modern gold ring, with a representa-
tion of Salus, naked, seen from the back, seated to the left, holding a serpent which she feeds from a
patera in her other hand (pl. XXV, 17).5

Salus, the Roman genius of health, is frequently found on bronze coins minted out-
side Egypt, e.g. the reverse of a coin of Septimius Severus (late second century A.D.)
where she is again represented feeding a serpent from a patera (pl. XXV, 17 4).0 It is
instructive to compare the two types of the Egyptian Isis Hygieia and of the Roman
Salus. Not only is there a marked difference between the gem-representations of the two
goddesses, but also between the type of Isis shown on Alexandrian coins and the type
of Salus shown on coins minted outside Egypt. The difference consists not only in
artistic presentation but also in the underlying ideas and beliefs of the two cults—the
oriental and the occidental. It is the difference between a goddess who is cosmocrateira,
and a mere genius—a difference which was soon to lead to the preponderance of oriental
ideas and religious beliefs (particularly Alexandrian or Egyptian) in the Roman world.”

19. Oval carnelian gem (0015 m.xo-orr m.) engraved with the bust of Serapis, facing right,
crowned with the modius (pl. XXV, 18).

Serapis formed with Isis and Harpocrates the Alexandrian divine triad. His worship
goes back to the time of Ptolemy I who needed, for political reasons, a cult by which his
subjects, Greek and Egyptian, could be united. Serapis, or Osiris-Apis, was Osiris for
the Egyptians and Zeus for the Greeks; as such he became the eponymous god of
Alexandria. The Alexandrian triad8 achieved universal importance during the Roman

1 Cf. Daremberg and Saglio, s.v. ‘Isis’; Maspero, Hist. de I’Orient, 1, 33; Milne, ‘Lead Tokens from Mem-
phis’, Ancient Egypt, 1915, 110, on the association of Asclepius and Apis says: ‘this is quite possible at Memphis,
where Asklepios was worshipped by the Greeks as identified with Imhotep’; cf. ibid. 109. Unfortunately the
modius on the goddess’s head was broken by the goldsmith. It is illustrated on pl. XXV, 16 b in an unbroken
state.

2 Perdrizet, Terres-cuites grecques d 'Egypte de la collection Fougquet, 1, 71 f.; also Dean, The Work of the Ser-
pent, 149, who quotes Juvenal, Sat. 6, 538, et movisse caput visa est argentea serpens. A gem in the Cabinet des
Médailles, Bibliothéque Nationale, Paris, shows a cosmic goddess holding a serpent in each hand, cf. Pesce
Gennaro, ‘Divinith orientali di epoca romana’, Bull. Soc. arch. d’Alex., N.s. 10 (1939), 254, fig. 13.

3 For a representation of Isis with a serpent, cf. Steindorff, Cat. of Eg. Sculpture in the Walters Art Gallery,
nos. 416. 417, pp. 110-11, and pl. 72.

4 Daremberg and Saglio, s.v. ‘Isis’; D.Magie, 4¥4 57 (1953), 163 ff.

5 The property of Mr. Mohammed Foad.

6 Mattingly, Cat. of Coins of the Roman Empire in B.M. v, 357, no. 7, pl. 53, 4.

7 El-Khachab, ¥EA 47 (1961), 125. 8 Ibid. 126; cf. above, p. 151, n. 5.
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Empire, especially in the third century A.D. under the Antonines. Many Egyptian gods
were worshipped throughout the Roman Empire, but none was more popular than
Serapis. Like Isis he was held to be unicus, having assimilated to himself all other gods.
His cult was especially fostered by emperors with despotic intentions, such as Caracalla,
who claimed consubstantiality with the god.! The modius with which he is usually
shown crowned was a symbol of fertility, Serapis being a god of fertility. Figures of
the god have been found in very large numbers, many in Egypt, such as the small
steatite bust illustrated in fig. 1.2 He is also often figured on Alexandrian coins, e.g. on
the reverse of a bronze coin of year 10 of Hadrian (pl. XXV, 18 a).

Fi1Gc. 1

20. Oval garnet gem (0-027 m. X 0-o17 m.) with another Roman-style representation of Pax seated,
facing right, holding in one hand a sceptre transversely across her body, and in the other an olive-
branch (?), her seat decorated with horizontal bands (pl. XXV, 19).3

This gem is probably Renaissance in date; the manner of representing Pax is not
Romano-Egyptian, such as is found on Alexandrian coins, but is like that found on
Roman coins minted outside Egypt, e.g. on the reverse of a bronze coin of Trajan
(early second century A.D.) (pl. XXV, 19 a).4

21. Oval haematite gem (0-012 m. X 0-016 m.) with a scene of the punishment of Eros (Cupid)
who is shown standing, facing left, his hands chained behind his back to a column surmounted by a
griffin (ypdi), facing left with one foot on the wheel of Nemesis; in the field, left, in front of Eros,
AIKAIQE (justly) (pl. XXV, 20).5

Eros or Cupid, the apparently charming god, was in fact, invictus,® the most dread-
ful of the gods (8ewdrarov Oéwr)? whose work involved the joys and pains of love. The
punishment he suffered at the hands of his mother Aphrodite, or of Psyche, formed a
popular subject of classical art, in painting, as in the houses called ‘casa dell’amore
punito’ at Pompeii, and on gems.? On the gem here discussed the punishment is being

! El-Khachab, loc. cit.; also Lafaye, Culte des divinités d’ Alexandrie, 61; L’Orange, Apotheosis in Ancient

Portraiture, 82. 2 In the Department of Coins, Egyptian Museum, Cairo.
3 The property of Mr. Mamdouh Riad. 4 Mattingly, op. cit. 111, 156, no. 745, pl. 26, 3.
5 The property of Mr. G. Michailides. 6 Cf. Sophocles, Antig. 781.

7 Lobel and Page, Poetarum Lesbiorum Fragmenta, Alc. no. 327, p. 265 (= Alcée, frag. 13, ed. Reinach).
8 Daremberg and Saglio, s.v. ‘Cupido’.
(1399 X
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meted out by Nemesis, the goddess of revenge and punishment, in her form as a griffin.!
The theme was also sometimes reproduced in terracotta, as in the small figure shown in
fig. 2. On the gem the inscription dukalws expresses the goddess’s cry of revenge. Accord-
ing to Perdrizet, the weaker sex, being naturally more revengeful, frequently appeals to
Nemesis.? Girls, always jealous of each other, often invoke this rancorous deity by writ-
ing letters, examples of which can be found among Alciphron’s letters.3 Thus Myrrhina
threatened her lover with the wrath of Nemesis because he had forsaken her.4 This letter,
says Perdrizet, ‘pourrait étre scellée d’une de ces entailles’>—such as the scene of Eros’
punishment represented on this gem. Again according to Perdrizet the gem should

Fi1G. 2

probably be dated to the Roman Period: ‘en général les monuments de la période
romaine figurent a coté de Némésis le Griffon (ypii) posant la patte sur la roue’.6
22. Oval carnelian gem (0°020 m. X 0-015 m.) with a representation of Helios in a quadriga, facing

front, with rays around head, holding reins and whip in one hand and raising the other in the gesture
of a cosmocrator (pl. XXV, 21).7

Sun-worship became particularly important in the Roman Empire in the first and
second centuries A.D. with the spread of the worship of Mithras. The creed was fostered
by emperors for political reasons: the sun was the royal planet par excellence, *HMwos
dviknros or sol invictus, the cosmocrator or pantocrator, represented on many Roman
coins of the period but in a manner different from that of Helios Serapis or Zeus Serapis

1 Cf. Perdrizet, ‘Némésis’, BCH 36 (1912), 248 ff. 2 Ibid. 249.

3 E.g. Epist. v, 6: “The courtesan Thais will torment her colleagues not with language but with Nemesis.’
+ Epist. 1V. 10, 4. 5 ‘Némésis’, BCH 36 (1912), 249. 6 Ibid. 261.

7

The property of Mr. Saad Abd el-Hadi from Mallawi.
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frequently found on the coins of Alexandria.’ The Roman monetary type was similar to
that found on this gem and was used specially under the Antonines and by Caracalla
(pl. XXV, 21 @) who was particularly devoted to the cult of sol invictus.? The four horses
of the quadriga represented fire, water, earth, and air, the four elements of the universe
which were governed by the Sun-god, the cosmocrator.

23. Oval green diorite gem (0-012 m. X 0-008 m.) of Graeco-Roman type, depicting a marvellous
head of Dionysus, bearded and facing right, crowned with two vine leaves (pl. XXV, 22).3

24. Oval lapis-lazuli gem (0-017 m. X 0010 m.) engraved with a beautiful representation of the
bust of a Roman empress, crowned and facing left (pl. XXV, 7).+

25. Square carnelian gem (o-or2 m. square) with a very interesting representation of Harpocrates,
standing, holding a short sword and adoring his mother Isis, as Tyche, who stands in front of him
holding a cornucopia (pl. XXVI, 8).

This type of scene is Romano-Egyptian of the third century A.D.

26. Round carnelian gem (0015 m. in diameter) with a head of Athena with three masks, one on
the front of the helmet, the second behind it and the third on the goddess's shoulder (pl. XXV, 26).

This gem is probably of Renaissance date.

277. Oval jasper gem (0°020 m. X 0-014 m.) representing Aphrodite naked; seen from the back,
with head turned right, bathing in a basket-shaped vessel, her hair hanging down her back. In her
hand she holds a bowl with which she pours water over herself (pl. XXV, 27).

This gem, like the last, is probably to be dated to the Renaissance.

28. Oval agate gem (0-010 m. X 0-009 m.) in a modern gold ring, engraved with a very interesting

representation of a snail coming out of its shell, moving left, with its two horns erect; on each side a
leaf (pl. XXV, 23).

This gem, to be dated to the late Roman or Byzantine Period (which in Egypt was
the Coptic Period), bears an amuletic or talismanic device. At this time the mythological
subjects of the classical period were replaced by magical or Gnostic motives. The basic
meaning of the scene on this gem is ‘life’, with the snail representing the womb in which
the child is conceived. In earlier times Plautus had used the word concha for the female
organ, and later the snail was considered a symbol of pleasure.5 According to Pliny the
snail was used as a remedy for female illnesses and functional troubles; it was also used
to hasten birth.¢ It is still used today for the same purpose in Egypt.?

1 E.g. Mattingly, op. cit. v, 465, no. 195, pl. 73, 2:

Obuverse: Bust of the emperor wearing laurel crown, facing right; inscr. ANTONINVS PIVS AUG GERM.,

Reverse: Sol standing in quadriga, facing left, with rays round head, one hand raised, the other holding rein

and whip; inscr. P« M« TRe P+ XX COS Il P+ P-.

2 Cumont, Textes et monuments figures relatifs aux mystéres de Mithra, 1, 291; see also the discussion of gem
no. 19 above, with notes. 3 This gem, and nos. 26, 27, are the property of Dr. Ali Askar.

4 This gem and the next belong to Mrs. Malak Sharawi.

5 Cf. Pauly-Wissowa, RE, s.v. Schneke; Plautus, Rud. 704, (Venus) ex concha natam esse; also W. Deonna,
‘Le murex et la médisance’, Rev. arch. 1960, tome 2, 142 and n. 8.

6 Pliny, NH xxx, 3—4.

7 Debono, ‘Une utilisation médicinale de I’escargot au Sinai’, Cah. d’hist. ég. 9 (1957), 44 fI. speaks of a
bedouin recipe used medicinally: ‘les bédouins en font une péte avec du sucre, qui séchée au soleil sera
administrée aux femmes en couche.’ Also cf. Cabrol, Dict. ant. chrét., s.v. ‘Coquillage’: ‘Les chrétiens prennent
I’escargot comme un symbole de tombe.’
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29. Oval carnelian gem (0-014 m. X o-o11 m.) engraved with a full face of Dionysus flanked on
each side by a satyr’s mask, the left mask having two goat’s horns (representing Pan) (pl. XXV, 24).

This type of combination of masks and of human and animal faces in a pleasant and
eccentric way is called a gryllus. Their intention, like that of the talismanic gems, was
to keep away the evil eye.!

30. Oval agate gem (0-012 m. X 0-008 m.) bearing a representation of an elephant’s head, trunk
raised and holding a javelin; the head is backed by an arrangement of three human masks

(pl. XXV, 25).2

The date of this gem is Graeco-Roman period; elephants are not commonly shown
on gems. Furtwingler mentions only one other stone with an elephant’s head.3 The
representation on the gem here discussed is another example of a gryllus.

I Cf. D. M. Robinson, ‘The Robinson Coll. of Greek Gems’, Hesperia, Supplement viIiI (1949), 321 and
n. 126; G. Richter, Cat. of Engraved Gems, pp. lvii-lviii. For the apotropaic purpose of these grylloi and of
other representations on mosaics, cf. el-Khachab, ‘Les Hammams du Koém Trougah’, Ann. Serv. 54, esp.
p. 120, n. I; 122.

2 Mr. Abd el Wahab-Mostafa is the owner of this gem and nos. 28 and 29. Cf. p. 151, n. 4.

3 Antiken Gemmen, 11, 223, no. 35; pl. 46, 35: an elephant emerges from a shell. The same representation is
found in M. Chabouillet, Cat. gén. et rais. des camées et pierres gravées de la Bibl. Impér.
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The Warren Collection of Engraved Gems

HIS famous collection, now for the first time

shown publicly in its entirety in the Classical
Corridor, has recently been acqured by the
Museum from the income of the Francis Bartlett
Donation of 1912. It is fitting to recall here that
M:t. Bartlett, while imposing no restrictions regard-
ing the use of this gift, expressed his wish that the
income for the three years 1912-1914 be devoted
to the purchase of works of art “which will add
distinction to the collections of classical antiquities
and paintings,” and his hope that after the expira-
tion of those years the income might be used in the
same way.* So far as the Classical Department
is concemed, no acquisition could conceivably be
made conforming more completely to the wish of
this benefactor, whose name is already attached to
many of the finest works of Greek art in the
Museum.

The art of engraving semi-precious stones with
devices to serve as seals has been practiced almost
continuously in the nearer Asiatic and western
world from early Babylonian times down to the
present day. Its technique has remained essentially

*Annual Report, 1912, p. 12.

unchanged; but the subject matter of the designs
and the style in which they are treated have
naturally varied as much in this as in the other arts
of the peoples which produced them. Gem
engraving reached its highest development in
Greece; and in the extant intaglios the whole
history of Greek art can be traced. Made, like
coin-dies, to show in imprnts as miniature reliefs,
such is the perfection of their workmanship that
they may be classed as a branch of sculpture rather
than as one of the minor arts.

The collecting of engraved gems became popu-
lar in ancient times. The cabinet of Mithradates,
for example, was camied off to Rome by Pompey;
and it is recorded that Julius Ceesar deposited six
cabinets of gems in the temple of Venus Genetrix.
The potentates of the Renaissance, notably Lorenzo
Medici, were zealous collectors of this as well as
of other branches of ancient art; and the passion
for forming collections of gems continued into the
nineteenth century. Interest in antique intaglios
and cameos led also to a revival of the art.
Renaissance engravers produced skilful renderings
of classical subjects in the spirit of their own age.
In the eighteenth century ancient models came to
be more slavishly imitated, at first by reputable
artists who signed their works, but later by forgers
who flooded the markets with spurious antiques.
The exposure of the notorious Poniatowsky cabinet
in 1840 finally put a stop to collecting for a long
period.

The interest in gems during the eighteenth cen-
tury is well illustrated by the history of one of the
best-known Graeco-Roman intaglios in the present
collection, a garnet with a very deeply engraved
representation of the frontal head and shoulders of a
dog (1). From the rays round the head the animal

is identified as Sirius, the dog star. The mouth is
open, showing the teeth and tongue. On the collar
is the signature of the artist, Gaius. ““The deep red

stone has a livid bluish hue where it is hollowed
thin, which makes the dog’s muzzle look pale and
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moist.” Once in the possession of Lord Chester-
field, the gem passed to the Bessborough collection,
and thence to the famous cabinet formed by the
third Duke of Marlborough. Its earliest recorded
ownership is interesting in view of the following
passage in a letter from Lord Chesterfield to his son
in Rome: “No piping nor fiddling, I beseech you;
no days lost in poring upon almost imperceptible /n-
taglios and Cameos; and do not become a Virtuoso
of small wares. Form a taste of painting, sculpture,
and architecture, if you please, by a careful exami-
nation of the works of the best ancient and modern
artists; those are liberal arts, and a real taste and
knowledge of them becomes the man of fashion very
well. But beyond certain bounds, the man of taste
ends, and the frivolous Virtuoso begins.”*

When the above admonition was written, original
works of the best Greek periods were practically
unknown, and acquaintance with antique art was
based upon Greeco-Roman copies. But since the
transfer of the Elgin marbles to the British Museum
and the opening up of Greece to exploration in the
early nineteenth century, the excavation of the an-
cient sanctuaries and cemeteries has brought to light
a wealth of new material which has completely
revolutionized our conception of Greek art. The
present collection covers a wide field historically.
It includes a number of Cretan, Myceneean, Meso-
potamian, and Persian seals, some cameos and a
Renaissance intaglio. But it is remarkable above
all for the preponderance of Greek gems of the
sixth, fifth, and fourth centuries, supplemented by
Etruscan and Pheenician scarabs of Greek style, and
continued by a senes of Hellenistic and Greeco-

*Quoted by Beazley, The Lewes House Collection of Ancient
Gems, p. 116.

Roman intaglios. In artistic quality and historical
significance it more than maintains the high standard
which Mr. Edward Perry Warren set himself when
he brought together the classical collections of this
Museum, chiefly during the years 1895 to 1904.
It is peculiarly fitting that this collection of gems,
representing his crowning achievement, should find
a permanent home here.

Many of the gems have long been known to
specialists, more than fifty of them being illustrated
in Furtwingler's great work, Die antiken Gemmen.
Professor Beazley's admirable catalogue, The
Lewes House Collection of Ancient Gems,
published in 1920, descnibes and illustrates one
hundred and thirty-nine pieces. But since that
year the collection has been enriched by a number
of fine intaglios. Including thirty pieces of histon-
cal interest added by Mr. Warren as gifts, the
total number of gems acquired by the Museum is
one hundred and ninety-seven. It is only possible
here to call attention to a few of the choicest
examples. The illustrations are from photographs
of plaster imprints enlarged to two diameters.

A scaraboid of sapphyrine chalcedony (2) is
engraved with a representation of a youth curbing
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a restive horse, which he holds by the bndle.
Minute scrutiny is required to appreciate the wealth
of detail in this masterpiece of archaic art. The
build and action of the horse show him to be of
the same spirited Ionic breed as those on the frieze
of the treasury of the Cnidians at Delphi. The
lifelike momentary pose of the youth in three-
quarter back view with his right leg seen from
behind recalls figures in the later archaic vase
paintings of about 500 B.C. In the field is the
signature *Emuévns émoiee.  The name of the artist
Epimenes is not otherwise known, but two unsigned
works have been ascribed to him. Ohne, in the
Southesk Collection, shows a youth crouching as
he strings his bow ; the other is the kneeling archer
aiming an arrow, exhibited beside the signed
example (3). Slightly eatlier in date is the Athena
walking, armed with helmet, egis, spear, and shield,
in rosy brown chalcedony (4). A ewe getting up
from the ground is a work of the early fifth century,
found in the Peloponnese (5). She is shorn save
on the neck, where the wool is indicated by pellets
in archaic style. The inscription gives the name
of the owner, ‘Epuporipov eiui, “l] am (the seal) of
Hermotimos.” A large sard scaraboid, cut down,
has a representation of Achilles slaying the Amazon
queen, Penthesilea, remarkable for the pose of the
dying Amazon as well as for the elaboration of
detail (6).

Archaic Etruscan scarabs are represented in the
collection by thirteen pieces, three of which are
llustrated here. The figure of a kneeling athlete
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pouring sand on his thigh (8) is unsurpassed among
intaglios of its class. Another scarab shows
Herakles bending and drawing water in a pointed
amphora from a fountain, the spout of which is in
the form of a lion’s head ; behind him his club and
his bow ; in the field, his name in Etruscan letters
(7). On the third Ajax is represented falling on
his sword (9).

One name stands out preéminent among the gem
engravers of all times, that of Dexamenos of Chios,
who worked in Athens during the Periclean age.
His signature appears on four extant scaraboids.
The earliest in style, now in the Fitzwilliam Museum
at Cambridge, has a representation of an Athenian
woman and her maid. Two others from South
Russia in the Hermitage are engraved with exquisite
studies of herons, the one in flight, the other stand-
ing on one leg, with head turned back, and dropping
a grass-hopper from its upraised claw. The fourth
signature is on the scaraboid of mottled yellow and
jasper illustrated at the top of this article (10). “It
1s the head of a man somewhat past the prime of
life, the outline of whose face does not conform to
a strictly classical canon. The head itself s high
and round, the forehead large and the chin promi-
nent. A distinct furrow separates the forehead
from the spring of the nose, which itself points
somewhat downwards and must have been broad at
the tip. The eyebrows meet in a bushy tuft. The
lips are half opened as if in the act of speaking.
Worinkles are indicated across the massive forehead,
at the back comer of the eye, and on the nape of the
neck. The hair is thick, cnisp and curly behind, but
on the fore part of the crown there are signs of
incipient baldness and a wisp of hair has been
brushed forward to cover the bald place. This
dexterous finish to an otherwise elaborate dressing
of the hair, as well as the well combed beard,
characterize a man of elegant habits.”* The stone
was found at the foot of Mount Hymettus near
Athens. Sir Arthur Evans, arguing that the por-
trait must be that of an eminent Athenian, has pro-
posed the attractive theory that it represents the
statesman Kimon, who was partly of Thracian blood
and had thick, curly hair. But most authorties

*Evans, Revue Archeologique, 1898, p. 343.
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incline to date the work somewhat later than
450 B. C,, the year of Kimon's death. Realistic
portraiture is extremely rare among the remains of
fifth century Greek art. Two other intaglios with
portrait heads are known, but neither approaches
this as regards characterization and workmanship.
The strongly individualized heads which occur in
some Attic vase paintings are not to be regarded as
portraits. It is interesting to recall that this seal by
Dexamenos, like other Greek masterpieces present-
ing unexpected features (for example the three-sided
fifth century relief in this Museum), was once
condemned as a modern product.

The two intaglios figured beside the portrait
head belong to a group of seven unsigned stones,
which have been attributed with great plausibility
to Dexamenos. The first, of chalcedony, sliced
from a scaraboid, represents a race-horse walking,
with broken reins (11). An inscription gives the
name of the owner, Potaneas. Furtwingler
considered that this stone “if not by Dexamenos,
is by a greater master of the same time and group.”
With it are to be placed the bolting horse on a
scaraboid from Kertch in Petrograd, and the horse
attacked by a griffin in the Cabinet des Médailles
in Pans. The attribution of the standing heron
(12) to Dexamenos rests on its close resemblance
to the two signed heron stones in Petrograd. A
fourth heron, also probably by the same artist, has
been presented to Bowdoin College by Mr.
Warren. The remaining two intaglios assigned
to Dexamenos are in the Bntish Museum. One
represents a flying goose, the other a seated woman
playing the harp.

Life-like studies of animals were subjects espe-
cially favored by Greek gem engravers. Here,
for example, are three of the four representations
of stags in the collection (13, 14, 15), the smaller
one remarkable for its alert pose, the others ex-
tremely delicate renderings of fallow deer grazing.
The lioness crouching for the spring, on a sliced
barrel of banded agate, is of the later fifth century
(16). Examples of more unusual devices are the
carrier pigeon on a deep red sard (17) and the
hazel nut (18). Of this Mr. Beazley remarks,
“Realistic representations of vegetable life are
known to be extremely rare in antiquity. A
nature study so happy and so unaffected is most
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readily intelligible in a period not very far removed
from that of Dexamenos.” A large scaraboid of
sapphyrine chalcedony (19) has a spinited rendering
of a two-horse chariot wheeling round on the race
course, related in style to the splendid chariot
scenes on Syracusan coins of the closing fifth
century.

Cassandra, taking refuge beside the image of
Athena from the attack of Ajax, is the subject of
three remarkable intaglios in the collection. On
one, a discolored sard of the fourth century (20),
the story is dramatically treated. *She has just
reached the image. Her garment, snatched up in
haste, has fallen on to her legs, and she is trying to
fling it round her again. Her rippling hair falls
loose down her back.” A later version is shown
on two large convex stones, one a golden brown
sard (21), the other a beryl of the kind called
aquamarine (22). The daughter of Priam “kneels
with bowed head, a sprig of laurel in her right
hand, her left hand clasping the lower part of the
image. . . . Cassandra’s hair, wreathed with laurel,
falls loose on her shoulders. She is naked save for
a thin garment covering her left leg and passing
behind her left shoulder and over the upper part of
her arm.” On the beryl “the engraving is not so
deep or so precise as in number (21), but no less
masterly and of more delicate charm.”

Realistic portraiture became common on gems, as
on coins, in the Hellenistic period. Two of the
three examples illustrated here apparently represent
Eastern rulers, for they wear oriental head-dresses
(23, 24). The third is a forceful portrait of a
Roman (25).

One of the finest Graeco-Roman intaglios (26) in
the collection shows Augustus, as Neptune, mount-
ing a chariot drawn by four sea-horses over a troubled
sea, and escorted by a young Triton and a dolphin.
Above is an inscription in Greek letters giving the
owner's name, Popilius Albanus. The youthful
features of the charioteer bear an unmistakable re-
semblance to those of Augustus; and the scene has
been thought to commemorate the victory over
Antony and Cleopatra at Actium in 31 B.C,, by
which Augustus established himself as emperor.

L.D.C.

Summer Session of the School
HE. School of the Museum of Fine Arts will

hold a summer session from July 2 to August
10. Instructors will be drawn from the winter
faculty and the following subjects offered : drawing
from the antique or from life, painting, design,
Museum research, modelling, jewelry and metal
work. The courses are especially planned to meet
the requirements of teachers and of art students
who wish to continue their study through vacation.
The facilities afforded by the new school building
make it possible to offer this additional term of
study for which there has long been a demand.
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EXHIBITION OF GEMS USED AS AMULETS, ETC.

ATt the Annual Meeting of the American Folk-Lore Society, No-
vember 28, 1890, Mr. George F. Kunz of New York made an ex-
hibition of certain gems possessing an interest in connection with
folk-lore, of which the following is a description.

Star sapphire (asteria,) Ceylon. Light blue sapphire, cut ez cabo-
ckon showing lines of a six-rayed star. In Ceylon these are worn
because they are believed to bring good fortune to the wearer and
guard him from evil spirits.

Moonstone from Kandy, Ceylon, believed to bring good fortune,
and considered holy. These are never sold on any other than cloth
of yellow, the sacred color.

Lodestone, a native oxide of iron having magnetic properties. In
Europe it was worn for centuries for the power it was supposed to
possess, and for the charm it was believed to give the wearer. Large
quantities of it are found at Magnet Cove, Arkansas. It is estimated
that from one to three tons are annually sold to the negroes of the
South, to be used by the voudoos, who employ it as a conjuring
stone. In July, 1887, an interesting case was tried in Macon, Geor-
gia, where a negro woman sued a conjurer to recover five dollars
which she paid him for a piece of it to serve as a charm to bring
back her wandering husband, which it failed to do. As the market
value of this stone was only seventy-five cents a pound, the judge
ordered the money refunded.

Lodestone (native magnet) worn by the physicians of the fif-
teenth, sixteenth, seventeenth, and eighteenth centuries.

Tabasheer, bought at the bazaar held at Calcutta, Hindostan, No-
vember, 1888 ; a variety of opal found in the joints of the bamboo,
and sold in India for medicinal purposes. This is thought by the
writer to have been the snakestone mentioned by Tavernier as pos-
sessing the power of neutralizing the bite of the cobra di capello.

Amber circular bead, — very ancient ; Cholula, Mexico : believed
to be the first noted occurrence of its use as an ornament by the
old Mexicans. It was used as an incense in their temples.

Strings of crude amber beads worn by a chief in northern Africa
(originally from the Baltic Sea).

Prehistoric beads of garnet, drilled from both sides, — from ancient
Bohemian graves.

Small charms made of red and white carnelian, agate, etc., some
in the form of rude arrows; found in an ancient Assyrian grave.
These are similar in character to those in the Assyrian gallery of
the Louvre.
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Agate seals, —one containing a Pehlevi inscription, —- older than
the Persian.

Persian seals, of chalcedony and jasper, not ancient. To every
contract is affixed a seal. Nowhere is the use of seals so universal
as in Persia, where every mule-driver, or other person who cannot
write, carries a seal.

Ancient Assyrian seals, cut in bloodstone, hematite, sard, carne-
lian, and chalcedony.

Assyrian seals cut in hematite and black slate.

Turquoise talismans, inscribed with inscriptions from the Koran.

Fragment taken from the jade tombstone of Tamerlane, the cele-
brated Tartar prince, and conqueror of Persia, India, and Egypt.
The tombstone is in the mosque Guer Emir at Samarcand. This
fragment is from the collection of Dr. Heinrich Fischer. Whoever
procured this piece left the remainder of the tombstone for some
enterprising American or English collector.

Persian talisman of dark green jade, on which is inscribed the
entire first chapter of the Koran,

Mace-head of white jade, said by General Richard Khan (secretary
and interpreter of the present Shah of Persia (Nasr-Ed-Din) to have
belonged to the great Persian conqueror, Nadir Shah, obtained by
him in his loot of India, with other jewels of the treasuries of the
kings and moguls of Delhi, which were estimated at the time to be
worth £32,250,000. This mace-head is decorated in East Indian
style, and contained one hundred and sixty-nine precious stones of
fair size, which were removed from it and sold by the descendants
of Nadir Shah, who now reside at Teheran, Persia, in a destitute
condition,

Votive adze of jadeite, Oaxaca, Mexico. Largest archaological
jadeite object known. Weight two hundred and twenty-nine and
three-tenths ounces troy. This is of especial interest, because
there have been cut from the back two pieces, and an attempt has
been made to separate a third portion. Jadeite celts were cut into
halves and quarters and then ornamented. This cutting was done
to extend the material, owing to its scarcity.

Breastplate of jadeite, ornamented with a Maya face ; taken from
a tomb near Santa Lucia, Cotzulmaguapa, Guatemala, near the tem-
ples and tombs of the ancient kings of Quiche.

Necklace of emerald-green jadeite beads, and one bead of rock
crystal, from the valley of Mexico.

Necklace of beads of emerald-green jadeite, amethyst, green moss
agate, serpentine, aragonite, marine shells, etc., from San Juan Teo-
tihuacan, Mexico.

Hei-Tiki fetich charm of Maori chiefs, from South Middle Island,
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near Massacre Bay, New Zealand, made of the Oceanic variety of
jade, with scalloped circular eyes of the haliotis or abalone shell.

Jade Hei-Tiki fetiches or charms, made of the Oceanic variety of
jade; in one the eyeslook toward the right, and in the other toward
the left.

Chinese armlet of jadeite (imperial jade) ; —the material mined at
Mogung, Burma.

Earring, Maori work, — New Zealand, made of the Oceanic vari-
ety of jade.

Aztec pendant of bloodstone (green jasper, with red spots), from
Mexico ; used by the Aztecs and in Spain in the fifteenth and six-
teenth centuries to stanch the flow of blood from a wound.

Gold ornament, star-shaped, with raised representation of the
whorl of a shell, from Cholula, Mexico. ‘

Labrets — lip ornaments — made of obsidian, from the valley of
Mexico.

Fetich from the Pueblo of Santa Domingo, near Wallace Station,
New Mexico, made of gypsum, with eyes of turquoise ; used by the
medicine men of the Pueblo Indians in their ceremonies to induce
rain.

String of beads and a small animal fetich, made of marine shells,
to which are attached drilled pieces of turquoise and steatite, from an
ancient Zufii grave near Tempe, Arizona.

A rock-crystal tablet, found in an excavation near Cholula, State
of Puebla, Mexico, evidently made to represent an inundation (the
whole tablet represents the goddess of water), the lines being the
water, and the date of the inundation given as occurring in the “year
of four flint.”

Lip ornaments, one made of beryl, three inches by one and a half
inches; and one of aventurine quartz, worn in the lower lip by the
Botacudo Indians of Brazil, Calhau, Brazil, South America.

George Frederick Kuna.
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NIKANDER

Head of Berenice 11
(Impression of Intaglio, enlarged)



FIGURE 2
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Left and Center: Gold Ring with Intaglio Heed of Asander by Agollonios
Right: Gold Ring with Intaglio Head of Yourg Dionysos

SOME HELLENISTIC CARVED GEMS

BY DOROTHY KENT HILL
The Walters Art Gallery

Peruaps THE greatest artistic achievement of
the Greeks was the first successful representa-
tion of space. Their statues, as distinct from
those of the Egyptians, Mesopotamians and all
other early peoples, were organic, conceived as
a whole, solid as in life, and, viewed from any
angle, resembled the body. In their drawings
relative distances were represented according
to a system of perspective and figures were
foreshortened. In their relief sculpture a subtle
use of overlapping planes and the application
of perspective gave depth to the picture as well
as bulk to the figures.

This achievement was the work of centuries
and was not completed until the Hellenistic
age. In all fields—sculpture, painting, and the
minor arts—the third dimension was then
shown most perfectly. All through the pre-

vious centuries artists had been toiling toward
this accomplishment. Judged from the historical
standpoint, Hellenistic art is the high point.
If we of today prefer the earlier Greek art, it is
because the control of the third dimension is
too easy for us with our thousands of years of
knowledge. We feel in early work a striving
toward realism, a striving toward something
unknown, which is pleasing to the sophisticated
taste of those who know what the unknown
will be. Although we praise the restraint of
early Greek art, what we really admire most is
the pressure of mighty minds against restraints,
toward full freedom. We naturally admire the
design, the patternization, which characterize
early work, a sort of compensation device of
the artist for what he could not achieve toward
his main purpose, but if we want to appreciate

. 61 .
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FIGURE 3

WALTERS ART GALLERY
APOLLONIOS

Head of Asander
(Impression of Intaglio, enlarged)

Greek art according to the artist’s own stand-
ards we must recognize the great works of the
Hellenistic age as the best.

In the field of gem cutting this is as true as in
any other. The Hellenistic gem cutter beyond
any in history excelled in his representation of
the third dimension, having developed a tech-
nique which simply cannot be equalled. Some
gems which have recently been acquired by
the Walters Art Gallery will serve to illustrate
the characteristics of the work of this age and to
emphasize its high quality.

An engraver of intaglios must be meticulous,
not only in his cutting, but in his thinking, too.
As he cuts into hard stone, he must think how
his work will look in reverse when the hollow
which he makes in the stone appears as a
raised area on the wax impression. The easy

way to show a detail is to scratch a line. But
will this detail look well as a raised ridge on
the impression? The easy way to show the pupil
of the eye is to bore a small hole. But then the
dot in reverse will protrude, the pupil will pop
out. Shall he risk it? Such questions he must de-
cide before cutting each gem.

Of the newly acquired Walters gems, one of
the easiest to analyze technically is a portrait
gem signed by the artist Apollonios,' and be-
lieved to represent Asander, king of Bosporos
during the first half of the first century B. C.
(figs. 2, 3). It is a garnet intaglio, still in its
original gold swivel ring (fig. 2, center), and
very well preserved because it was placed in a
grave while still almost new. As we watch the
play of light over the stone, we are struck by
two things: the beauty of the surface treatment
and the very great depth of the carving. But
although the cutting is very deep, the head is
not in half round, and yet it is no mere profile
drawing, hollowed out in more or less graceful
curves. The artist has reproduced the ins and
outs of the head, but always in reduced degree.
This has caused him no trouble except in the
area where nose, eye and forehead meet, but
there the reduction of one dimension has neces-
sitated a protruding area in front of the eye, out
of proportion to the scale of the rest of the
head (fig. 2, left).

We know the tools which the ancient gem
engraver had at his disposal.” They are the same
that are known today: the wheel, the blunt-

pointed revolving drill, the tubular drill, and

1 Walters Art Gallery no. 57.1698. Collection of Sir Arthur
Evans, An Hlustrative Selection of Greek and Greco-Roman
Gems Acquired . . . by Sir Arthur Evans (Oxford, 1938), no.
65, pl. IV. Morrison Collection, Sale Catalogue (1898), no.
261, pl. II. A. Furtwingler, Antike Gemmen (Leipzig, 1900),
I, pl. LXIII, no. 36; II, pp. 285 f.; III, p. 163. Found at Kertch.
Length of bezel containing stone: .028 m.

2]. H. Middleton, The Engraved Gems of Classical Times

with a Catalogue of the Gems in the Fitzwilliam Museum
(Cambridge, 1891), pp. 103 ff.

.62 .



. SOME HELLENISTIC CARVED GEMS -

the diamond point. The diamond point was
used for free-hand incising, a sort of drawing
in which the Greek artists developed extra-
ordinary skill, while the other three tools were
rotated by the string of a bow, as is the stick in
a boy scout’s fire-making apparatus, against a
gem held fast in place. The rotating wheel
could be used in two ways: either to cut a thin
straight line with its edge, or to cut a groove
by being drawn sidewise under pressure along
the surface of the gem. The blunt drill always
makes a circular depression, the tubular drill
makes a circle or part of a circle. All these
tools were used in the presence of emery paste,
the cutting really being done by the paste, not
by the tool itself. We must suppose a good deal
of additional work done free-hand with a blunt
tool and emery paste, for the revolving tools
will not do everything. However, it is the suc-
cessful and widespread use of the revolving
tools that gives Hellenistic gems their perfec-
tion, their really machine-made perfection. As a
final task the Hellenistic artist usually polished
his work to absolute smoothness, whereas
earlier artists were inclined to let their tech-
nique be apparent. The fine polish adds as
much to Hellenistic gem carving as it does to
marble sculpture of the period. As in the other
art, it sometimes was used to the point of abuse,
~ the delicate cutting being ruined by general
obscuring.

Let us try to see how these tools were used
to carve the portrait gem. The gem will not
divulge the secret, but we may hazard some
opinions. The hollowing of large areas probably
was done by the wheel drawn sidewise. That
is, the cheeks would be hollowed out by draw-
ing the wheel lengthwise of the gem, and the
neck too; while on the neck, greater and lesser
pressure on the wheel caused the very slight
irregularities, the ridges which delicately sug-
gest the folds on the front of the neck. The

FIGURE 4

WALTERS ART GALLERY

Head of Young Dionysos
(Impression of Intaglio, enlarged)

greater part of the hairy mass would also be
cut out as grooves by the wheel dragged across
the gem, the front part of the hair being in a
deeper groove than the crown of the head. The
little gouged lines of the lips and the lowest
part of the nose were made either with a very
small drill applied at several points or by a
very small wheel dragged along the surface.
The pupil of the eye was bored with a small
drill. The straight lines of the eyelids would be
made with the rotating edge of the wheel. The
hair is a multitude of curved lines and one sus-
pects these were made by a tubular drill which
never left its complete mark, but was always
tipped to give an incomplete circle. The finest
lines, the side whiskers and the hairs of the eye-
brows, were drawn free-hand with the diamond
point. A few hairs at top and bottom were
allowed to spread beyond the hollowed area
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and were cut with the point on the background
of the gem. The whole gem was subjected to a
final working over and polishing. The artist,
proud of his job, cut his name in reverse
("AmoXhoviov ‘of Apollonios’) below the neck
with the diamond point.

If we now look at the impression which the
seal makes on soft material, and we can see this
in an enlarged photograph as the artist could not
(hg. 3), we forget about the technique and
think only of the marvelous style. The contrast
between the smooth face and the heavy, turbu-
lent hair makes the gem a striking artistic suc-
cess.® The face is live and full, and the chin and
neck, large though they be, are truly beautiful
of line. Subtle curves make the face handsome in
spite of its fleshiness. The bare suggestion of
folds in the neck causes the neck to seem alive,
too. The delicate hairs of eyebrows and whis-
kers are just right in size, and the protruding
cornea and pupil of the eye, while not logical,
nevertheless are not repulsive. There is no ap-
parent distortion between eye and nose. Apol-
lonios was so thoroughly master of the third
dimension that the spectator is absolutely una-
ware of the mental gyrations necessary to con-
ceive of this head.

A still harder problem the Hellenistic glyptic
artists set themselves when they chose to carve
heads on stones with convex surfaces. Perhaps
they relished the difficulty! We do not know
why stones of this form came into fashion, but
come they did, and remained for a long time.

An especially beautiful example is a woman'’s
portrait on a hyacinthine sard, a red stone
slightly lighter in shade than garnet (hg. 1).*
This has been broken from its ring and the
upper part of the head is lost. It is protected by
a modern gold mounting, a broad border. The
form of the stone works against the form of the
figure at every point. Where the artist is to cut
the deepest part of the head, the stone is the

thickest; just where he wants to cut the nose,
the surface slopes away so fast that he has to
bend the nose around a corner to get it in the
stone. The corner between eye and nose there-
fore becomes still more awkward than on the
previous piece. He could easily have fitted the

shoulder into the shape of the stone if he had
turned the bust in true side view, but he in-

sisted upon showing it in three-quarter view.
Yet so well did he overcome all these difficul-
ties that we are almost unconscious of them and
think only of a plastic portrait which happens
to have a curved background.

Technically and stylistically this gem is
rather like the other. The cheeks are very
smooth and without tool marks. Cheeks, neck,
and shoulder may have been made by dragging
the wheel vertically up and down the stone, the
“mellon mould”” hair by parallel horizontal
movements of the same tool. The individual
hairs were made either by the wheel or by free-
hand incision. The chin, and probably the lips
and the lower part of the nose, too, were
worked with a drill. The eye has the drilled
pupil as before, and the beads were made with
a drill. The edges of the lips and the eyelids
and brows were made with the edge of the
wheel. Point work is the extension of the
drapery on the back ground of the gem beyond
the cutting for the bust. The artist signed the
work (Nikavdpos émber ‘Nikandros made it’)
with the point on the convex background behind
the neck, writing, of course, in reverse.

The impression of this gem is dramatically
plastic. The rounded contours of the face with

3 Cf. Furtwingler, op. cit., 11, p. 151.

4 Walters Art Gallery, no. 42.1339. Evans Collection; op. cit.,
no. 64, pl. IV; Furtwingler, op. cit., I, pl. XXXII, no. 30; II,
p. 159; 0L, p. 163. Jahrbuch Arch. Inst., 111 (1888), pp. 210 £,
pl. 8, no. 14. Story-Maskelyne, The Marlborough Gems, (Lon-
don, 1870), p. xvi, p. 75, no. 447. Middleton, op. cit., p. 74;
Burlington Fine Arts Club, Ancient Greek Art (London, 1904),
p. 173, no. L, 86. H. Brunn, Geschichte d. gr. Kiinstler, 11
(Braunschweig, 1857), p. 518. Also Deringh Collection. Length
preserved: .02 m.
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the shadowy suggestion of a double chin, the
neck with its delicate folds, catching the light
as does the human neck, the graceful exposed
shoulder, are all full of life. The delicacy of the
rendering of the beads, drapery and hairs is
astonishing.

The history of the modern interpretation of
this gem is illustrative of the pitfalls which the
unwary sometimes dig for themselves. It is one
of the best known of all ancient gems, having
been in many old collections, including that of

FIGURE § PHILADELPHIA, BEMENT COLL.

Gold Coin of Berenice II
(After Descriptive Catalogue)

the Dukes of Marlborough. Sometime during the
eighteenth century a gold piece was made to
replace the lost upper portion, so that the gem
could be used again as a seal. The front of the
hair was restored in the gold as a towering pile
of curls, a fashion with ladies of the Flavian
period. Immediately, the lady looked Flavian,
and the portrait was identified as Julia,
daughter of the Roman emperor Titus. Then,
for more than a century, it was belittled in the
somewhat patronizing manner that many adopt
toward anything which is Roman rather than

3 E. Pfuhl, Jahrbuch Arch. Inst., XLV (1930), p. 41, divides
the coins into two groups, one of Ptolemy's wife, the other of
his sister. Ours is the wife.

Greek, and regarded as second in quality to a
true portrait of Julia—a gem which had the
merit of being bigger. It was left for Furt-
wingler, late in the nineteenth century, to
recognize this gem for what it is, a Hellenistic
Greek portrait of typical form and technique
and fine quality. Furtwingler thought it was a
portrait of the Ptolemaic queen Berenice I, or of
Arsinoé II. Sir Arthur Evans, however, who
bought the gem upon the dispersal of the Marl-
borough collection in 1894, removed the false
top of the head so that the gem could be pro-
petly appreciated, and, although he first ac-
cepted the identification of Furtwingler, he
later corrected the label in his own hand to
Berenice II, wife of Ptolemy III, Greek king of
Egypt from 246 to 221 B. C.

Comparison of the gem with the coins, such
as figure 5, which Berenice issued while she
acted as regent during her husband’s absence on
his Syrian campaign, leaves no doubt that this is
indeed the correct identification. Our gem
shows Berenice’s profile.® The full chin, the
straight nose with just a slight tilt near the
tip, the full throat with the delicate creases,
these are on the coin too. The details of the
presentation also are alike, although the queen
on the coin has drawn a veil over the back of
her head, while the gem figure wears hers
around her shoulders. The necklace, the spread-
ing of the veil on the background, the hair
arrangement, all are the same.

Berenice, be it said, was a very able woman
and one of the few happily married of all the
Ptolemaic line. It is recorded that she dedi-
cated a lock of her hair as a votive offering for
her husband’s safe return from his campaign, an
act of piety which formed the basis of a poem
by Callimachus, and which is suggested again
by the accident of the missing locks of this por-
trait gem!

A third large gem is not a portrait, but de-
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picts the young Dionysos, god of wine, wearing
a wreath of ivy leaves about his head (figs. 2
and 4).° This stone is a garnet, and has a con-
vex top like the last. One may see how such a
stone was worn during the third century B. C.,
for it 1s still in its original gold ring, a massive,
undecorated affair which overwhelms one with
the sheer weight of the hard, cold gold (fig. 2,
at the right).

The head, in this case, is not as deeply cut as
the last, but it is in the same style and tech-
nique. The face is again smooth and soft, the
features cut with the same tools as before, ex-
cept that the lips lack the hard edges. The eye
is very large, and the pupil is again rendered
plastically. The drapery is skillfully handled; it
spreads out on the background as in the Bere-
nice gem, but folds of the drapery are brought
forward around the neck, thus establishing by
illusion the planes of the neck. The artistic
impression is achieved through contrast: con-
trast of the soft face with the turbulent vy
leaves and the berries on top of the head, and
with the hair which on the crown is a plain
mass, barely lined, while over the neck are
sweeping, deep-cut furrows representing locks
marked with individual hairs cut with the
point.

But not only in executing large heads on
ring-stones did the Hellenistic virtuoso display
his skill. On another oval garnet, a very long
one with convex surface, he carved one of the
most difficult of all subjects, the human figure in
front view (fig. 6).” The type came from con-
temporary sculpture, a statue of Aphrodite
leaning with one arm on a pillar (as marble
goddesses must be supported), holding her
low-hung drapery on her hip with the other
hand, and gazing straight forward, apparently
unaware of her winged child Eros, peaking
over her shoulder. The difficulties which made
earlier artists shy away from such a presenta-

tion—the foreshortening needed to display the
delicate curves of the body, and the still
greater condensation necessary to handle the
projection of the chin from the neck and the
forward projection of the bent knee—this
artist eagerly grasped. He knew what his tools
could do. With a combination of drills and
wheel he cut out all the soft areas of the chest
and abdomen. For the lower part he first cut
the bent leg to great depth, and then he cut the
drapery on top of the nude leg, as the sculptor
of statues could not do. The sculptor must
imagine his drapery in advance and not make the
mistake of cutting it off as he works toward the
flesh; but the glyptic artist, working in reverse,
can make the leg and then add the drapery,
working out from it. The style of the drapery is
that of statues of the period: creases tightly
drawn across the front, and diagonal creases
caused by the bent knee, all rendered in rather
sketchy, straight lines. For the head, the artist
has merely hollowed far into the stone to get
depth for the chin, and then made the features
as realistic as possible. The child is cut to a
lesser depth than the goddess” head. The effect
of the whole gem is anything but beautiful, but
it 1s an Interesting experiment in doing the
hardest thing in the easiest way—chosing a most
difficult subject to represent, and then doing it
effectively by selecting the best tools and the
most important lines, yet nowhere being metic-
ulous.®

During the latter part of the Hellenistic age,
a sophisticated taste turned in admiration to-
ward the simple art of early times, as it has

6 Walters Art Gallery no. 57.1699. Evans Collection; op. ciz.,
no. 76, pl. IV. Morrison Collection, Sale Catalogue, no. 255, pl.
; said to be from Tarsus. Furtwingler, op. cit., 111, p. 167, fig.
117. Length of bezel containing stone: .032 m.

7 Walters Art Gallery no. 42.1228. Purchased 1942. Formerly
in the private collection of Henry Walters. Probably second cen-
tury B.C. Length: .025 m.

8 On the studied carelessness of a whole class of Hellenistic
gem cutting, see Furtwingler, op. czz., III, p. 160.
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done again in our own day. Artists sought
“Inspiration”” in the works of archaic Greek
artists. They failed, as all such efforts must
fail, to capture the spirit of another age, al-
though they sometimes repeated works of art
almost line for line. This tendency was most
pronounced in sculpture, but the gem cutter
was not untouched by it. He, however, saw the
archaistic movement through the eyes of the
sculptor. He imitated early statues and con-
temporary imitations of them, not early gems.
He made no effort to disguise the plastic skill of
his own era, to decrease the depth of his
carving to the very shallow scratching of early
times, to restrict the movement of the figures to
the stiff poses of archaic gem cuttings, or to
modify the form of his stone to the old style.
Rather, he presented in the contemporary,
plastic, foreshortened technique on stones of
fashionable shape the stiff sculptured figures of
another day.

A typical example of this school is a gem
with convex top showing the erect figure of
Dionysos, holding in one hand his staff (thyrsos)
tied with a ribbon, and in the other his favorite
drinking cup, the kantharos (fig. 7).° He wears
a long, thin, pleated garment with sleeves. and
a heavy mantel slung low. His long hair is tied
up in a knot and he wears a full beard, and,
surprisingly, on his head is the basket usually
worn by Zeus-Serapis. One foot rests firmly on
a ground line, the other has raised heel. The
feet in position for walking on the toes is a
favorite mannerism of the period; but one foot
in this position renders the god crippled. The
sculptured effect of this rather complicated
figure has been achieved by cutting a groove for

9 Walters Art Gallery. no. 42.1216. Purchased 1942. Formerly
in the private collection of Henry Walters. A light brown stone,
difficult to identify. The back is concave. Probably first century
B.C. Length: .021 m. ,

the upper part of the body and one leg, and
another groove still deeper for the upper part
of the arm, and then adding the details and the
hands and attributes with the point. The
thyrsos was fashioned by means of a multitude of
diagonal wheel cuts, so that, not only has it
the roughness of a natural trunk, but it seems
about to sprout like Tannhiuser’s staff. It is

FIGURE 6

WALTERS ART GALLERY

Aphrodite and Eros
(Impression of Intaglio, enlarged)
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in the rendering of the drapery over the deep-
cut leg that the artist shows his skill, the skill
that is the antithesis of that of the archaic
artist. The lines of the drapery on the sculpture
of early times were almost entirely decorative.
But here, drawn in perspective, as if seen from
the side, they give a perfect curve to the figure,
make it seem round and plastic. They could not
and would not have been used by the archaic
gem carver. By the Hellenistic gem carver’s
simulation there is achieved an accurate, fore-
shortened picture of a statue which itself is
stiff and lifeless.’® In such abstractions did the
very ‘‘modern’’ Hellenistic mind delight.

FIGURE 7

WALTERS ART GALLERY
Dionysos
(Impression of Intaglio, enlarged)

The archaistic school also made heads, and a
favorite type was the head of the bearded
Dionysos, of which an example on garnet is
shown in figure 8."' Beyond all other gods, this
one was shown in sculpture as stiff and lifeless,
sometimes really as a mask of himself, because
he was, in addition to being god of wine, god
of the masked drama. It is one of those mask-
like sculptural representations that the glyptic
artist here copies with great and easy realism.
The neck and cheeks are not deep-cut, yet they
are round and well modelled. The cutting of
nose and lips with a small drill is as usual.
Parallel incision with the edge of the revolving
wheel produced the corkscrews of the beard and
of the long locks at the back of the neck; these
are not really spiral, as one is supposed to
think, but merely diagonal lines set close to-
gether. The hair was made by making a groove
with the wheel drawn sidewise across the
head, curving up over the ear; then with the

~diamond point lines were cut to represent

locks, following the outline of the groove, and
other lines were cut with the point, diverging
from the crown of the head. These are some of
those extraordinarily fine lines in which the
Hellenistic artist excelled. The drapery across
the neck also is skillfully made. First it was cut
out as a whole, then in this main cutting fine
lines were cut with the point, so that in the
impression the drapery stands up to a greater
height than would be possible for a sculptor
who did not work in reverse.'* The result of all

10 For the drapery compare a gem with the same subject,
Furtwingler, op. cit., I, pl. XXV, no. 23.

11 Walters Art Gallery no. 42.934. Purchased 1942. Formerly
in the private collection of Henry Walters. Second or first cen-
tury B.C. Length: .017 m.

12 ¢f, the neck drapery of a famous Alexander portrait, Furt-
wingler, op. cit., 1, pl. XXXI, no. 17, and a gem formerly in the
Evans Collection, op. cit., no. 63, pl. IV; now in the Metro-
politan Museum of Art, Ancient Gems from the Evans and
Beatty Collections (New York, 1942), no. 44.
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this 1s a most effective head, made by the fore his day, making the most of tools at his
easiest and therefore cheapest method. disposal, a master of the third dimension,

All these gems help to reveal the Hellenistic  eventually losing himself in sophistry and copy-
artist as a person of matchless skill and facility  ing because, like the military genius of his age,
and great daring, trying things impossible be-  he could find no more worlds to conquer.

FIGURE 8 WALTERS ART GALLERY
Head of Dionysos
(Impression of Intaglio, enlarged)
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THE LATE “ACHAEMENIAN” OR “GRAECO-
PERSIAN” GEMS

(PraTEs 31-38)

HE ART of Persia in the Achaemenian period—its intrinsic character and its

relation to Oriental and to Greek art—is a complex subject which has of late
received considerable attention, some authorities upholding the essential originality
of Achaemenian art, others stressing its debt to other sources. I myself have tried
in a recent article in the American Journal of Archaeology?® to discuss the subject
from the Greek viewpoint in the light of recent discoveries; for the building inscription
from the palace of Darius in Susa, which specifically mentions foreign workmen *
(Medes, Babylonians, Egyptians, Sardians, and Ionians), and the preciser dating
achieved in archaic Greek art, which demonstrates the priority of Greek over Persian
renderings in certain key conventions, have given a new aspect to the whole problem.
In this article I shall discuss the “ Achaemenian ” or ““ Graeco-Persian ”’ gems, since

1T can mention only a few articles and books that have appeared during the last twenty years
or so: Moortgat, “ Hellas und die Kunst der Achaemeniden,” Mitt. der altorientalischen Gesellschaft,
11, 1926, pp. 3 ff.; Dalton, The Treasure of the Oxus (1926) ; von Bissing, “ Ursprung und Wesen
der persischen Kunst,” Sitzungsberichte der Bayerischen Akademie der Wissenschaften, phil.-phil.
und hist. Klasse, 1927, 1; Coomaraswamy, Bulletin, Museum of Fine Arts, Boston, XXXI, 1933,
pp. 21 ff.; Rodenwaldt, “ Griechische Reliefs in Lykien,” Sitzungsberichte der preussischen Aka-
demie der Wissenschaften, phil.-hist. Klasse, XXVTII, 1933, pp. 1028-1055; Schefold, “ Der sky-
thische Tierstil in Stidrussland,” Eurasia Septentrionalis Antigua, XII, 1937, pp. 72 ff.; Gadd in
Pope, A Survey of Persian Art, 1, 1938, pp. 383 ff., pls. 123 {.; Frankfort, Cylinder Seals (1939),
pp. 220 ff.; Luschey, Die Phiale (1939), passim; Moortgat, Vorderasiatische Rollsiegel (1940),
nos. 756 ff.; Herzfeld, Iran in the Ancient East (1941); Goetze, “ Three Achaemenian Tags,”
Berytus, VIII, 2, 1944, pp. 97 ff.; Frankfort, “ Achaemenian Sculpture,” American Journal of
Archaeology, L, 1946, pp. 6 ff.; Porada, Mesopotamian Art in Cylinder Seals (1946), pp. 68 .,
and Corpus of Ancient Near Eastern Seals, I, Collection Morgan Library, 1948, pp. 104 fI.

2L, 1946, pp. 15 f1.

8 Scheil, Mémoires de la Mission archéologique de Perse, XXI, 1929, pp. 3 ff.; XXIV, 1933,
pp. 105 ff.; Konig, Mitteilungen der worderasiatisch-aegyptischen Gesellschaft, XXXV, 1930, pp.
1 ff.; Weissbach, Archiv fir Orientforschung, VII, 1931-1932, pp. 37 ff.; R. G. Kent, Journal
of the American Oriental Society, LI, 1931, pp. 193 fi.; LIII, 1933, pp. 1 ff.; Herzfeld, Archae-
ologische Mitteilungen aus Iran, III, 1931, pp. 29 ff.; and Altpersische Inschriften (1938), pp.
13-17; Frankfort, A.J.A4., L, 1946, pp. 6 ff.; Richter, A.J.4., L, 1946, pp. 23 ff.

I am happy to say that Dr. Herzfeld, though objecting to certain details in my comments on
the Susa building inscription, agreed with me that the sculptures of Persepolis were produced by
Greeks. His chief objection was that “ since the inscribed terracotta tablets were found in the founda-
tion, below the level of the pavement of the building on the terrace ” they cannot refer to the reliefs,
but rather to work already done or proceeding at the time they were deposited, such as columns, etc.
But the fact that Greek workmen are actually mentioned as employed at Susa is, in his opinion,
a more than sufficient basis for my deductions.
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they too shed light on the relationship between Persians and Greeks. Inevitably I shall
have to go over some of the same ground as in my previous article; but, whereas there
the discussion centred on the stone reliefs of Persepolis and Susa of the sixth and
fifth centuries B.c., I shall now deal with products of the fifth and fourth centuries B.c.

Regarding the origin of these “ Achaemenian ” sealstones opinions have varied.
Orientalists have generally simply called them Achaemenian, with an occasional con-
cession of “ Greek influence.” Greek archaeologists have held different opinions.
Furtwingler, in 1903, in his epoch making Antike Gemmen, divided the stones into
two categories—the earlier, archaic ones, which he called persisch (but not necessarily
executed by Persians), and the later ones which he called griechisch-persisch—that is,
carved by Greeks for Persian patrons. This became the accepted opinion until Miss
Maximova, in 1928, in an article in the Archaeologische Anzeiger, claimed Persian
workmanship for both the early and later stones.

I have recently been brought face to face with the problem while reinstalling the
collection of Greek gems in the Metropolitan Museum. This collection has of late
been augmented by a number of “ Graeco-Persian ” stones—some derived from the
Beatty Collection, others through generous loans from private collectors. They fall
into the two classes defined by Furtwingler—one with a mixture of Oriental and
archaic Greek elements, stylistically datable in the sixth and the early fifth century
B.C.," see Plate 31, 1-3 * (but apparently continuing practically unchanged, as far as we
now know, until the time of Alexander °), and another approximating the developed
Greek style of the fifth and fourth centuries B.c. (see Plates 31,4 —35,4). I propose
to restudy the latter class, using the New York examples for illustrations. Before
doing so, however, we must glance also at the stylistically earlier class, for it helps in
an understanding of “ Achaemenian ” art in general.

The subjects in these earlier stones—a king or god subduing wild animals, cult
scenes, and mythical creatures of various types— "’ are Oriental and were inherited
from the Babylonian-Assyrian repertoire, changed here and there to suit Persian

* I am much indebted to Miss Edith Porada for help in my study of these Orientalizing stones. -

® Plate 31, 1-2 are unpublished ; Plate 31, 3 was published by C. H. Gordon, “ Western Asiatic
Seals in the Walters Art Gallery,” Iraq, VI, 1939, pp. 31 {., no. 107, WAG, C 24, pl. XIII.

¢ Just as did the representations on some of the coins (cf. Plate 37, 2) and on some of the stone
reliefs at Persepolis. On the lack of development of the latter Dr. Herzfeld offered an interesting
explanation (in a letter to me dated September 10th, 1946) : “ Mann kann sagen wenn schon in
Susa . . . Griechen mitarbeiteten, um so mehr in Persepolis, wo die Skulpturen ihre Arbeit
documentieren. So 16st sich auch das “ odd phenomenon ” das Sie am Ende [of my article Greeks
in Persia] erwdhnen: als es keine griechischen Kiinstler mehr gab, konnten die ungeiibten ein-
heimischen Arbeiter unter Artaxerxes IT und III nichts andres thun, als die dlteren Werke sklavisch,
in ganz inferiorer Technik nachahmen. Die griechische Mitarbeit erklirt also die Schépfung und
den unmittelbaren Verfall.”

? Furtwingler, Antike Gemmen, 111, pp. 119 ff. A good selection is given in Pope, 4 Survey
of Persian Art, 1, pls. 123 {.
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beliefs and customs. The style has lost the grandeur of the Oriental prototypes, is
softer and livelier, and contains archaic Greek elements, for instance, in the stylization
of the drapery. They show in fact the mixture of Oriental and Greek elements that
we observed in the reliefs of Persepolis and Susa. And this is only natural. The
Persians had in a single generation subdued the ancient Orient including the Egyptians,
Medes, Babylonians, Lydians, and Eastern Greeks—most of whom, in contrast to
their Persian conquerors, had had a long previous artistic experience. Herodotos
(I, 135), writing around the middle of the fifth century, states that “ the Persians
were of all mankind the readiest to adopt foreign customs, good or bad.” Since they
lived in Asia, they were surrounded by Oriental conceptions in which endless repeti-
tion was the order of the day. The sealstones with their hybrid Oriental-Greek style
and uniform renderings exactly reflect these circumstances. Whether the carvers of
the sealstones were Orientals (including Persians), or Greeks, or both is a moot
question. Until we know more of Neo-Babylonian and Achaemenian art of that period
it would be hazardous to be too positive in our statements. On the one hand, we must
remember that the Babylonians and the Assyrians had a long tradition in glyptic art
and that the motives on the stones are largely Oriental. On the other hand, it is clear
from the Greek conventions, particularly in the rendering of the drapery, that the
Greeks also had a hand in the production. These Greeks, moreover, had presumably
lived in the Orient for some time, and, being adaptable, must to some degree have been
influenced by Oriental conceptions. It seems best therefore for the present to recognize
the possibility of both Oriental and Greek workmanship and to await further evidence
before drawing a definite dividing line.

The “ Graeco-Persian” stones of the fifth and the fourth century (see Plates 31,4-
35,4) present a great contrast to the preceding ones. The subjects are taken from the
life of the time and consist of Persians, generally fighting and hunting, or of animals,
mostly running at full speed with legs outstretched as if pursued, perhaps intended as
excerpts from hunting scenes. Occasionally an Oriental element is introduced, such
as the winged disk. The style might be called pure Greek except for a certain * frozen ”
quality—a uniformity in subject, composition, and rendering. Men in Oriental costume
(generally the tiara, sleeved jacket, trousers, shoes), mounted on horses (generally
with saddle cloth, top knot, tail tied with a fillet) are shown hunting wild animals—
lions, boars, foxes—or in combat with their enemies, all in similar compositions; or
they stand at rest, sometimes confronting long-haired women ; the women appear also
singly, dressed in long, belted tunics, holding objects. Only the animals occasionally
show a refreshing diversity, though here too certain types and attitudes predominate.

The scenes shown in Plates 31,4 — 35,4 are, unless otherwise stated, on stones
exhibited in the Metropolitan Museum and reproduced from photographs by E. Milla
by the courtesy of the Metropolitan Museum.
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Prates 31,4-32,2. L4625.14. 1.5X 19
cm.; th. 1.1 cm. Rose-colored agate cut into ten
facets, six of which are engraved: Persian
horseman shooting an arrow at a deer, deer,
wild goat, hyena, bull, lion. Anonymous loan.

Prate 32, 3-8. L1812. 1.5X 1.5¢cm.; th.
0.8 cm. Agate with reddish brown markings cut
into ten facets, six of which are engraved; Per-
sian horseman spearing a boar, parrot (?),
bear, hyena, fox sniffing grasshopper, lizard.
Lent by the American Numismatic Society.

Prate 33, 1. L4556.1. Length 2.7 cm.,
diam. 1.2cm. Grayish chalcedony cylinder:
Persian horseman shooting an arrow at a lion;
winged disk above. Lent by Mrs. E. T. Newell.

PraTe 33, 2. 41.160.431. 2.2 X 29cm.; th.
1.3cm. Bluish grey chalcedony scaraboid. A
Persian horseman has speared a fox and is
about to spear another; large chip missing.

PraTE 34, 1. 41.160.433. 1.8 X 2.3 cm.; th.
1.2 cm. Light-brown chalcedony scaraboid. Per-
sian horseman shooting an arrow at a lion.

PrLATE 34, 2. 41.160.653. 1.2 X 1.6 cm.; th.
0.7 cm. Plasma scaraboid. Persian horseman
spearing a Greek foot soldier, who stabs the
horse. The Greek wears chiton and helmet and
is armed with sword and round shield.

Prate 34, 4. 1.46.25.15. 1.5 X 1.7 cm. as
preserved; th, 0.8 cm. Black jasper scaraboid.
Persian horseman spearing a Greek foot soldier.
Anonymous loan.

PLATE 34, 6. 25.78.98. 2 X 29 cm.; th. 1 cm.
Bluish chalcedony scaraboid. Persian lady with
ointment vase and cup.

Prate 34, 3. 1. 45.56.2. 1.5 X 19cm.; th.
0.7 cm. Carnelian scaraboid, convex on engraved
side. Persian lady holding wreath and phiale.
Lent by Mrs. E. T. Newell.

Prate 34,5. 25.78.100. 1 X 2cm.; th. 0.8 cm.
Agate half barrel, brown with white markings.
Persian warrior with quiver, bow, and staff.

Prate 35, 1. 41.160.443. 2.1 X 2.6cm.; th.
0.9 cm. Bluish chalcedony scaraboid. Wild boar
running.

Prate 35, 2. 41.160.429. 1.6 X 2.3 cm.; th.
1.7 cm. Bluish chalcedony scaraboid. Antelope
running.

Prate 35,3. L45.55.16. 24X 3cm.; th. 1.3
cm. Bluish chalcedony scaraboid. Griffin de-
vouring hindpart of a deer. Anonymous loan.

Prate 35,4. 1.46.35.1. 2.7 X 3.6 cm.; th. 1.5
cm. Bluish chalcedony scaraboid. Hound tear-
ing deer. Anonymous loan.

It is helpful to recall the historical background of these stones. The Eastern

Greeks had regained their freedom in 480-479 B.c. and henceforth their relation to
the Persians was on a different footing. Doubtless the Persians themselves also became
less rigid as time progressed. Theirs was a vast empire, and, like the Romans, they
inevitably became influenced by association with their gifted neighbors. The Persian
empire was divided into provinces, each with a Persian satrap at its head, who naturally
employed local skills." We know from Xenophon’s Anabasis the high standing of
Greek mercenaries, and Persian patronage was naturally welcomed also by Greek
traders, physicians, and artists, who helped to diffuse the Greek civilization.® Though
Greece proper had been saved from conquest by her victories at Marathon, Salamis,

8 In this connection Professor Arthur D. Nock reminds me of the Persians’ acceptance of local
law as a basis of administration in Judaea and Egypt.

® See Furtwingler, op. cit., III, pp. 116 ff.; Rostovtzeff, Iranians and Greeks, pp. 61 ff.;
von Bissing, op. cit., pp. 11 ff.; Christensen, “ Die Iraner,” in Miiller’s Handbuch der Altertums-
wissenschaft, 111, 1, iii, 3, 1, 1933, p. 261 and passim ; Schefold, op. cit., pp. 73 {., and the references
there cited ; also Herodotos, I1I, 129 ff., and Diodoros, II, 32.
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and Plataea, she too felt the influence of mighty and rich Persia. The latter intervened
in the Peloponnesian war and her gold made possible Sparta’s victory over Athens
in 404 B.c. After the Peace of Antalkidas, in 387 B.c., the Persian suzerainty over
the Greeks of Asia Minor was proclaimed. In 332 Alexander of Macedon in his turn
conquered the Orient and the Persian power collapsed.

Do not these circumstances sufficiently explain the character of the later ““ Achae-
menian ” sealstones—their unmistakable Greek style with the pronounced Persian
imprint? The art they illustrate is no longer the hybrid “ palace” art of the Susa
and Persepolis reliefs, produced by Orientals and Greeks for the “king of kings,”
they no longer show the archaic conventions observable in the reliefs of Persepolis
and Susa, and in the earlier sealstones, but they are worked in the developed style
evolved in Greece—and in Greece only—in the fifth and fourth centuries B.c. Persians
are represented in their favorite every-day occupations—hunting and fighting.* The
costumes and accoutrements are Persian—except in the case of the Greek foot soldiers
who now and then appear in combats with Persian horsemen (and are always
worsted) ; the breeds of the horses, with curving noses and receding foreheads, are
Eastern; the animals—Ilion, bear, hyena, parrot (?), etc—were known to Persians;
and occasionally a Persian symbol like the winged disk is introduced. This is what
one would expect in objects ordered, owned, and used by Persians. The “ frozen ”
quality is sufficiently accounted for by the Persian preference for uniformity which
the Greeks, always an adaptable people, had to satisfy. But where else but in Greek
works of the fifth and fourth centuries do we find such spontaneity of movement and
such naturalism in the renderings? It is true that one of the chief arguments advanced
for Persian as against Greek workmanship is the alleged two-dimensional character
of the representations in these stones, which corresponds to Oriental rather than Greek
concepts.” This observation, however, is not quite correct. Three-quarter views do
occur—for instance in Plate 32, 3 (the horse’s head), Plate 32,1 (bull’s head and hind-
quarters), Plate 34, 6 (further breast of woman)—and they are ably drawn, by an
artist evidently used to such renderings, though employing them sparingly to suit the
conservative taste of his client. The argument, therefore, advanced against the theory
of Greek workmanship, becomes one in its favor.

There are moreover other cogent reasons that point to Greek execution. First
the obvious resemblance of the Graeco-Persian stones to the contemporary Ionian
ones (cf. Plates 35,5,6 — 36,1-4). In both the prevalent shape is the scaraboid ** in a
relatively large size; the most popular material is the chalcedony, especially that of a

10 Xenophon in Anabasis, 1, 2, 7 and Cyropaedia, 1, 3, 14, describes paradaisoi in which wild
animals were kept for hunting. According to Herodotos (I, 136) young Persians were taught three
things only—to ride, to shoot, and to speak the truth.

11 Cf. Maximova, loc. cit.

12 On the derivation and use of this form see Furtwingler, op. cit., III, pp. 61, 118; von Bissing,
op. cit., p. 17.



296 G. M. A. RICHTER

bluish tint; there is generally no framing border; and the style is often sketchy with
frequent use of the round drill. In fact, when the subject is not specifically Persian—
€. g., when animals or monsters are portrayed (see especially Plate 35, 3-4)—it is often
impossible to distinguish between the “ Graeco-Persian ”” and Ionian stones (except for
a certain spontaneity in some of the Greek stones, as, for instance, in the doe looking
round at the snake, Plate 36, 3).* How can this marked similarity be explained except
by a common authorship? '

Furthermore, occasionally in the midst of the Persian subjects, executed if you
will in a “ frozen ” style, there appears on the same stone an animal carved in pure
Greek style. The plunging bull with one foreleg raised and head and hind-quarters
in three-quarter views shown in Plate 32, 1 occurs not only on Greek gems of the last
quarter of the fifth century,* but also on the coins of Thourion and elsewhere of that
period (cf. Plate 37, 5). And yet on the same stone is a Persian sitting on a Persian
horse and shooting an arrow at a deer which speeds away, in the regular  Persian ”
gallop (Plate 31, 4).

And are not the “ Graeco-Persian ” sealstones comparable to the coins which
were minted in several Persian satrapies during the fifth and fourth centuries?
Here too the subjects are Persian—the portrait of a satrap (see Plate 37, 1, 3), or the
king shooting an arrow (see Plate 37, 2)—but the style is Greek (contemporary or
archaizing) ; and here the Greek inscriptions and the occasional additions of a purely
Greek motive on the reverse of the coin—a kithara, for instance (see Plate 37, 4)—
make the Greek origin certain.’

Moreover, the same combination of Greek workmanship and Persian elements
is found on other monuments. We may call attention to the funerary stele from
Tchaouch Keui in Phrygia (Plate 38), with its two representations—one a horseman
in Persian costume spearing a boar—in the same attitude, with the same accoutre-
ments, the same breed of horse, and carved in the same style as the hunting scenes
on the “ Graeco-Persian” sealstones—the other a funerary banquet scene in the
familiar composition and style of fifth- to fourth-century Greek art.’® Surely these
products are best explained as made by Greeks who on the one hand adapted their
style to Persian requirements, on the other knew how to work in their own free,

2 The gems, for instance, recently discovered at Taxila in India, with a running deer and lions
tearing deer, have been called both Ionian and “ Persian”; cf. G. M. Young, Ancient India, I,
1946, pp. 33 1.

14 Furtwangler, op. cit., I, pl. XI, 31.

15 Babelon, Perses Achéménides, pp. Ixviii ff., and Traité, I1, pp. 2 ff., pl. LXXXVIII; Head,
H.N.2, pp. 596 ff. 1 owe the photographs for Plate 37, 1, 3, 4 to the kindness of Mrs. Brett.

16 Hasluck, J.H.S., XXVI, 1906, p. 26, pl. VI; Macridy, B.C.H., XXXVII, 1913, pp. 355 ff.,
fig. 7; Mendel, Catalogue des sculptures & Constantinople, III, no. 1054. Note that the squire
attending the Persian horseman, though in Oriental costume, has the free Greek stance. I owe the
photograph from which my Plate 38 is reproduced to the kindness of Asiaf Ogan, the director of
the Istanbul Museum.
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naturalistic style? After all, we know that Greek artists worked for Lycians,
Scythians, and other foreigners, changing their style as occasion demanded.”” What
more natural than that they should have worked also for the rich Persians and that
the Persians made use of the distinguished Greek talent ready to their hand.

The known provenances of the “ Graeco-Persian ” stones include Greece Proper,
Asia Minor, Lydia, South Russia, Persia, Babylonia, and India **—all places where
Greeks as well as Persians would be apt to sojourn or which they might visit in their
travels. Sardes, was at one time, we are told by Herodotos (I, 29), the resort of
“all the wise men of Hellas,” and the American excavations there have brought to
light objects in pure Greek fifth-century style. The recent discovery of a mid-fifth-
century Greek tomb statue in Persepolis ** shows once again that Greeks lived and
died in that region. In Southern Russia there were many Greek colonies. Alexander’s
conquests brought Greeks to India. Persians as rulers of Western Asia naturally
travelled extensively and we know definitely that they occasionally visited Greece.
The provenances of the stones, therefore, are not safe evidence for a centre of manu-
facture, for sealstones, being private possessions and easily transportable, would be
apt to be carried hither and yon by their owners or makers. But if we assume Greek
workmanship and Persian ownership, the provenances bear out the surmise.

All these considerations would seem to favor Greek workmanship for the “ Graeco-
Persian ” stones. And what is the alternative? If they were carved by Persians where
are thé other Persian works of this period executed in a developed, naturalistic style?
There are, it is true, a few comparable works called by some authorities Persian, for
instance, the hunting scenes on the silver disc and on the gold sheath from the Oxus *°
and that on the gold sword-hilt from the tumulus of Chertomlyk in South Russia.*
But the Persian workmanship of these objects is open to question. If we claim them
as Persian because they resemble the sealstones and the sealstones as Persian because
they resemble these objects, are we not arguing in a circle? In Greek art, on the other
hand, we have a vast amount of comparable works in different materials produced
not only in Greece and Asia Minor but all over the ancient world. Naturally it is
possible that the Greek designs were occasionally copied by indigenous Oriental work-
men.” “ But, even if it could be proved that the makers of individual gems and other
objects were non-Greek by birth, these products nevertheless belong to the history of

17 Cf. e. g. Rodenwaldt, loc. cit.; Schefold, loc. cit., passim.

18 Furtwiangler, op. cit., 111, p 117 Maximova, Arch Anz., 1928, cols. 649 ff.; Butler, 4.J.A.,
XVI, 1912, p. 478, and Sardis , P- 85 S. Reinach, Antzqmtes du Bosphore, passim; Goetze,
Berytus, VIII, 2, 1944, p. 97; G. M Young, loc. cit. Mr. Beazley tells me that a number of the
Graeco-PerSIan stones in the Ashmolean Museum are said to be from Persia.

1% Schmidt, “ Treasury of Persepohs,” Oriental Institute Communications, no. 21, 1939, pp.
65 ff., fig. 47. It is to be published in the near future by Mrs. Cleta Olmstead Robbins.

20 Dalton, The Treasure of the Oxus, pl. X, no. 24, pl. IX, no. 22.

21 Minns, Scythians and Greeks, p. 163, fig. 51. 22T owe this suggestion to Miss Porada.
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Greek art, for stylistically they belong to the Greek tradition.” (A. D. Nock). On
the other hand, the sealstones with Oriental designs that, as we saw, were produced
practically without change until the time of Alexander, can be safely assigned to
Oriental workmen.

The picture of the ancient world that we obtain from our study of the fifth- to
fourth-century “ Graeco-Persian” sealstones is revealing. The world had become
cosmopolitan. In the East the Persians, by their military prowess and administrative
ability, had made themselves absolute masters. The artistic genius of the Greeks,
however, their commercial enterprise, their fighting qualities, their adaptability gave
them a special status in this world. They travelled, they traded, they fought other
people’s battles, and, above all, they adapted their art to the taste and requirements
of their foreign patrons. As a result their culture spread far and wide. Finally, under
Alexander of Macedon, they conquered the mighty East and extended their cultural
frontiers to distant India. ~

STONES ILLUSTRATED ON PLATES 31,1-3 AND PLATES 35,5-38

Prate 31

(From impressions, enlarged)

1-2. Chalcedony cones in a private collection,
lent to the Metropolitan Museum, L 46.25.8,
L 46.25.7. Courtesy of the Metropolitan Mu-
seum of Art.

3. Chalcedony cylinder in the Walters Art
Gallery, 42.775. Courtesy of the Walters Art
Gallery.
' Prate 35
(From impressions, enlarged)

Tonian Greek sealstones, in the Metropolitan
Museum of Art, V-IV century B.c. Courtesy
of the Metropolitan Museum of Art.

5. Chalcedony scaraboid, 07.286.121.
6. Carnelian scaraboid, 21.88.40.

PratE 36
(From impressions, enlarged)

Ionian Greek Sealstones, in the Metropolitan
Museum of Art, V-IV century B.c. Courtesy
of the Metropolitan Museum of Art.

METROPOLITAN MUSEUM OF ART

1-2. Chalcedony scaraboids, 25.78.99, 41.160.
435.

3. Chalcedony seal, lent by a private collector,
L 46.25.5.

4. Chalcedony scaraboid, lent by a private col-
lector, L 46.25.13.

Prate 37

(From casts, some enlarged)
1-2. Silver tetradrachm, Berlin. Tissaphernes
(?) and Artaxerxes II. 1= Lange, Herrscher-
kopfe des Altertums im Miinzbild, p. 34; 2 =
Babelon, Traité, 11, pl. 88, no. 10.

3-4. Silver tetradrachm, London. Satrap and
kithara. 3 = Hill, Select Greek Coins, pl. VII,
8; 4 = Babelon, Traité, 11, pl. 88, no. 25.

5. Silver distater (?), American Numismatic
Society. Bull about to toss. Courtesy of the
American Numismatic Society.

PraTE 38

Stele from Tchaouch Keui, Phrygia. Courtesy
of the Istanbul Museum.

GiserA M. A. RICHTER
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A Collection of

Greek and Roman Gems
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1GHTEEN Greek and Roman gems, designs engraved in semi-precious stones,
illustrate the development of gem-cutting from 500 B.c. to the end of the
%Y ancient Roman Empire, or a period of precisely a thousand years. This col-
lection, recently acquired by the Museum, was formed over a period of twenty years
by the late Dr. L. Lahut Uzman, whose untimely death cut short a brilliant career as
a professor at the Harvard Medical School. Dr. Uzman, a Visitor to the Classical
Department, collected these intaglio gems and moulded glass pastes as an adjunct to
his collecting of late Roman and Byzantine coins. His first gem was acquired in his
student days in Istanbul, and most of the later additions came from Asia Minor, the
neighboring Greek islands or the area around Constantinople. The designs are those
most intimately connected with the art of cutting dies for Greek and Roman coins,
and in certain instances these gems can be said to be the type of trial designs from
which mintmasters in the Greek imperial cities of Asia Minor produced coins.*

In the modern world of machine-made coins with flat relief for stacking and for
use by vending-machines, in the age of credit cards and photographed checks, it is
difficult to understand the importance of engraved gems in antiquity. Most of Dr.
Uzman’s pieces are ringstones, and as such they were the signatures and signet-rings
of governments and private persons in the Greek and Roman world. The art of cut-
ting a gem in hard stone with sharp tools, a wheel and a crystal magnifying-glass is a
very demanding one, closely related to the cutting of dies for coins. The trial designs
for coins, obverse portraits and reverse compositions, were certainly worked out in
the precise medium of the cameo (carving in relief) and the intaglio. Writers such as
Pliny the Elder in the first century a.p. have given us the names of important gem-
engravers, and a number of their signed stones have come down to us. The best of
these artists turned their products into coin-dies for the highly-regarded, skillfully-
designed issues of the Greek city-states and the mints of imperial Rome. Lesser artists
supplemented their incomes in the mints of Greek cities under the Roman Empire by
carving intaglio stones for officials and for private individuals as ornaments and com-
mercial signatures.

The carving of seal-stones was an art of great age in the ancient Near East by 600
B.C. The Greeks also inherited a marvelous tradi<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>