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I ot Qe ving—
Ko i1 prac ¢ great-
est artist o, ancrent Greece. ,SC master-
pieces can challenge many n.ore familiar
works of sculpture and painting—is here
accorded its proper place as one of the

major arcs.

This 1s the firse book in more than half a
century to present a comprehensive account
of the art in Greek lands from the Early
Bronze Age down to the Hellenistic period.
The subject 1s explored as one of intrinsic
importance and interest; and while the gems
are related to the artistic achievements in
other mediums, it 15 made clear that they
are no mere reflection in miniature of the
better-known arts. The whole archacology
of the gems and signet rings—materials,
techniques, shapes—is thoroughly exam-
ined; and the subject matter of the engraved
scenes is set in its historical and mythological
context, revealing much thar will be new to
students of Greek myth and iconography.

Mr. Boardman has alrcady published
monographs on limited periods of Greck
gem engraving (Island Gems, Archaic Greek
Genms, and Engraved Gems: The Ionides Col-
lection). Here, the development of the
Bronze Age studios in the Minoan and
Mycenacan world is also discussed; the
works of the great period of Classical gem
engraving are resolved into their styles and
schools; and a special chapter is devoted to
Greek works within the Persian empire. The
attributions and discussion are supported by
full notes and lists; and the plates, which
show the gems enlarged up to four times
their actual size, present the fullest possible
range of devices and styles from all periods.
This will become an essential work of refer-
ence for students and connoisseurs, as well
as being a thorough survey of the subject
for all lovers of Greek art.

1385 illustrations, imcluding 5.


































PREFACE

This 1s a big book about the smallest works of art to have survived intact from antiquity. They have long
tascinated collectors, and if they have missed their due of attention from scholars this is because of the
dihiculties inherent in their study. I have attempted to satisfy the curiosity of scholars and students who
are concerned with the history of gem engraving in Greek antiquity, with its relationship to other arts
and with the iconography of the engraved scenes: and 1 hope my approach will serve both archacologist
and art historian. For collectors, connoisseurs and any lovers of fine objects the range of illustrations and
comment tries to provide a rich selection and comprehensive view of all Greek gems surviving in museums
and from excavations; or, if not all, at least as man y as T have been able to discover in some years of search
i collections and publications. The subject is a rewarding one and [ hope I have conveyed something of
the satisfaction I have derived from the study.

The scheme of the book is, first, to provide a narrative account of gem engraving from the Early
Bronze Age in Greece to the Hellenistic period. This is closely linked to the illustrations which are chosen
to represent all the important styles and moufs and which, for some periods, in fact present a very large
part of the surviving material. Special attention is paid to the shapes of the gems and rings, to their materials
and 1conography.

The authorities, ancient and modern, for statements in the text will be found either in the Lists of
Hlustrations, which include both description and further comment, or in the Notes on the Text. It is in
the Notes that the rather disparate state of modern studies in this subject is revealed. Much has been
published about Bronze Age gems (Chapter I1) in recent years, but generally piecemeal, and an overall
view relating the gems to the other arts and to the history of their times scemed desirable. The gems
themselves have been, or are being, well published, so in the Notes references are often selective, docu-
menting styles or subjects rather than listing all known specimens. The Geometric and Archaic gems and
rings of the Greek Iron Age (Chapters I, IV) have already been discussed by the writer in Island Gems
(1963), Archaic Greek Gems (1968) and an article on Archaic Finger Rings (1967). A different, more
historical account can be given here, and the lists merely supplemented in the Notes. For the Classical
period (Chapter V) and the Greco-Persian gems (Chapter VI) a fuller treatment is required, and [ have
listed in the Notes all specimens known to me. The story of Hellenistic gem engraving belongs rather
with that of the Roman period. and only a summary account is offered in Chapter VII. Techniques are
discussed throughout, but some basic problems are treated more fully in a final chapter, where the origins,
nature and periods of use of the main materials are also listed. There are some practical hints on making
impressions and on photography in the Notes and a summary Gazetteer of collections.

It will be easy for the reader, as it has been at times for the author, to forget just how small these objects
are—nonc bigger than a penny: many smaller than the smallest finger nail. Despite skills in photography
and reproduction the objects have to be shown in illustrations up to four times their natural size if all their
detail is to be appreciated. The colour photographs, also enlarged, may serve not only to indicate the
colours of stones but also something of their quality as jewels.



Most of the place illustrations are of plaster impressions, and these require some words of explanation.
It 15 tashionable today to decry the use of plaster mnpressions for the study of engraved gems, and it is
certainly true that there are few muscum workshops which can produce plaster impressions of the quality
of those made over tifty years ago. But there 15 no doubt whatever that the ideal material for viewing
and tor the photography of impressions is plaster of Paris, shghtly tnted. All plasticenc, plastic or rubber
compounds have a disconcerting surface sheen, and photographs of the original stone are often mpossible,
regularly deceptive (see below). If ancient authority is required for the practice tollowed in preparing
most of the impressions illustrated in this book we may cite Theophrastus, the fourth-century Be philo-
sopher and scientist, who declared plaster superior to all other earths or clays for taking moulds and
mnpressions. White plaster casts of ancient metalwork, of the Hellemstic and later periods (as from Begram)
are by now familiar and valuable evidence both for lost ongmals and for the ancient use of the material
for moulds and casting.

The modern answer to the labour of making and photographing a plaster impression is to declare that
the only true view of an engraved gem is of the original stone, and two recent volumes almost wholly
abjure use of impressions in any material. This, of course, 1gnores the artist’s mtention, which was to
create something from which an impression can be made or a sealing recognised. Some devices are quite
unmtelligible on the stone because its colouring is mottled or banded, or because the convex surface does
not allow even reflection of light. These considerations are not weakened by the fact that many engraved
gems may have been mtended as jewels rather than scals, by the minority of examples which can be
viewed successtully m original, or by metal finger rings which can all be viewed in original, since cven
tor these (in the Greek period) the artist took care to see that right-handedness was shown in the umpressions
and not on the stone or metal.

There are aesthetic considerations too. The photograph of a stone or metal mtagho will give the eye a
satisfactory illusion of relief, since we are not accustomed to viewing hollowed figures; but it is still an
ilusion. In such photographs emphasis inevitably falls upon the contour of the figure, set off sharply
from the flat and often polished background. However, the artist’s intention was to create, ulnnmately,
a relief figure whose value would be judged by the light falling on the relief modelling and not by the
crispuiess of contour. And for mdicating relative relief of modelling photographs of intaglios rather than
impressions can be seriously musleading. The greatest dangers lic In viewing and judging Archaic and
Classical Greek gems in original and not in impression, since the more formal qualities of the figures
sutfer greater change. The writer has been more than once deceived in judgement of style or hand by the
use of photographs of originals. There is less danger with the more abstract pattern of many Bronze Age
gems or with the shallow cut, realistic styles of the later Hellenistic and Roman periods.

In the interests of truth, then, we study and present the gems in impressions—but these gems are jewels
too, their intaglios sparkle beneath the lamp and the clear marks of drill and polisher help the illusion of
viewing works of art at first- and not second-hand. A number of photographs of onginals, accordingly,
have been used i the book : freely for finger rings, where the subject seems to suffer less when viewed
thus, as it must regularly have been in antiquity; less often for stone gems, and only where good photo-
graphs of impressions are available for study elsewhere. Occasionally both stone and impression are
illustrated, and, once, two views of the same umpression, differently lic. The line drawings in the text
present pieces for which good impressions were not available for photography, or whose interest lies in
their subjects rather than their style. For the Bronze Age in particular there is a tendency to study gems in
drawings rather than good impressions, well photographed. But where devices are confused the subjective
mterpretation of a draughtsman can be seriously misleading, while the differences in drawings of the
same piece by ditterent hands show what poor sources they are for stylistic judgements.
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In collecting the material for this book Lhave tried the temper and generosity of many museum curators

and other scholars. Detatled acknowledgements are made at the end of the book but my debes to others

involved in other aspects of its production may be mentioned here: to the late Walter Neurath, who

encouraged my gem books, and to the staff of Thames and Hudson, especially Miss P. Lowman; to the
Librarian of the Ashmolean Museum Library, Mr R. F. Ovenell, and his staff; to Robert L. Wilkins for
his brilhant photographs; to Miss O. Rennie for help with plaster impressions; to Mrs M. E. M. Cox

for the drawings: and to my family, for years of patience with tiny photographs, dumps of plasticene

and congealed plaster of Paris.
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Chapter 1
INTRODUCTION

Gems, seals, stamps, signets—the ways in which we describe the objects of this study may be very varied,
and they may call to mind activities as different as magic or book-keeping, forgery or haute couture.
In Greek antiquity the descriptions and range of possible uses were no less diverse, but the forms of the
objects themselves are more casily defined. Most are small, semi-precious stones, ranging in overall size
from about one to three centimetres and designed to be worn as pendants, strung on necklaces or set on
tinger rings; or they may be all-metal rings with broad flat bezels instead of a setting for a stone. What
they have in common s a device—a figure, pattern or even inscription—cut in intaglio so that when it is
pressed onto wax or clay the ‘engraving’ (a convenient misnomer) is rendered in relief. This is one of the
reasons why we normally study these devices in impressions, and why most are here illustrated from
1Impressions.

Nowadays, when seal use is slight, when signets are rarely cut and even more rarely used, it is not casy
to appreciate the importance attached to them in antiquity. In cach of the following chapters an attempt
1s made tojudge the surviving evidence for the practice of sealing, but there are some general considerations
about the use of seals and engraved gems which can usefully be discussed without reference to any par-
ticular period or place. The basic purpose of sealing is to secure and identify property by so marking the
scaling material that, it it is broken, it can be replaced only with the use of the same signet with its dis-
tinctive device. As a result of such usage cither the signet or its device may acquire a special significance
as the identification of the owner, and by gift of a signet authority may be delegated to a steward,
messenger or subordinate officer. This is a personal use, whether in private or public affairs, but a seal
may also be used on behalf of a state or government to certify a document or guarantee official standards.
A close corollary of this is the use of state devices on coins, which were struck from intaglios similar to
those on stone seals or signet rings, and there will be other related uses to observe in the Classical period.
From this varied usage it became easy to ascribe other properties, magical or healing, to seals and rings.

A social and economic system which involves a need for seals indicates not only some degree of
organisation, but a special regard for and recognition of personal property and authority. Seals were in
general use throughout the Bronze Age in the Near East, Egypt and in most of the Aegean world, but
only in Italy and the rest of Europe after the example had been set by Phoenicians and Greeks. The use
does not presuppose literacy, and there were literate societies— parts of Archaic Greece and Italy—which
did without seals, just as there were many societies which did without coinage even atter it was in general
use in Greece and on the castern shores of the Mediterranean.

Any individual device must be readily idendifiable, but in antiquity it was seldom thought necessary
to add an mscription which would make the ownership explicit and there are often only nuances of
difference between very similar devices which are popular in a given period or place. This may suggest
that the identity of a device was not always of primary importance, but simply the act of scaling—just as,
today, sealing wax is often used without seals. To make a distinctive impression, whether individual or
not, the most accessible implement would be some natural object, like the broken end of a stick or a
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broken stone. Nowadays we would think of thumb prints. We shall tind evidence for the use of wori-
caten preces of wood as seals, and there is record of the use of matching halves of broken sticks to establishy
identitication, while the idea behind the use ot the broken end of a bar as the stamp for the reverse of
carly comns iy closely related. The patterns produced by natural objects when mnpressed on clay had
recommended themselves at various pertods 1 antiquity to potters, and there may have been more
widespread use of similar decorative devices on the untired mud or clay used for bricks or to face walls,
The mapressions lett on clay or daub fallen away from wattle or sticks—a common and primitive type
ot walling—could have indicated the value and varicty of such patterns. And one way to secure a door
fastened by a stick or cord would be to press clay over the latch or knots and to mark its surface with a
device.

One of the carliest forms of seal, widespread in the Near East and for a while in Egypt. was the
cylinder with its intaglio cut in it long curved walls. It is tempting to think that its use might owe
something to patterns produced by rolling the rough bark ofa length of stick over moist clay—a primitive
form of rouletting. It is otherwise a strange shape to invent for a seal, although, when worked 1 stone,
1t does provide some technical advantages for the engraver since he cuts less deep into the convex stone
to produce, 1 the rolling, relief on a flat background. It could also produce strip decoration or uninter-
rupted sealing across a mass or tabler. The other basic seal shape is the stamp, producing a single impression
whose outline 1s that of the seal face. This is the commonest form i Egype, it was much used in the
Near East and preferred before all others in the Aegean world. The seals are worn on Strings or pins
(for some cylinders) on different parts of the body, and their attachment to a ring worn on the finger
comes comparatively late in the history of ancient seals, and indeed only becomes at all common after
the sixth century B¢, in Greece and Italy. The way some scals were worn, on necklaces or wristlets,
helped determine their form, like the bead-shaped seals of Bronze Age Greece. Convenience of use
idicated handles for stamp seals, or their attachment to swivels and tinger rings. Religious or decorative
considerations introduced seal types, like the Egyptian scarab and the various figure seals which were
tashionable in many periods.

The decorative value of seals has to be considered with regard to both their shapes and their devices.
When they are elaborately set in gold. as occasionally in the Near East and often in Etruria, we may
suspect that the purpose was more cosmetic than sphragistic. This certainly becomes true of finger rings
n precious metal in the Greek Classical pertod and later. Once the wearing of seals is as much a matter
of fashion as of business it becomes the hallmark of the dandy, as Aristophanes observes, and a wider
demand is created and eventually satisfied by the production of second rate seals or by mass production
n glass. The impressed patterns from seals could also be used for purely decorative purposes, and 1n
Greece we have evidence for their employment on objects of fired clay—vases and loomweights.

In the Near East and Egypt the mntagho devices on seals had a comparatively restricted range of subjects
—animals, religious or royal occasions, and, especially in Egypr and the Hittite empire, nscriptions.
Scenes became stereotyped, and there were rare periods i which seal engraving clearly shared the status
of the highest arts although scals were being produced in considerable numbers. In Greek lands,
including Minoan Crete, the story 1s somewhat ditferent and the history of seal engraving has a special
contribution to make to our understanding of the development of other arts. This, T hope, will become
apparent in the following chapters, but it requires some preliminary remarks about the manner in which
Greek gems have been studied hitherto, and some words of justification for the way in which they are
presented in this book.

The Greek tradition of gem and cameo carving has enjoyed a virtually uninterrupted career, in
different parts of Europe, to the present day. Gems were among the first antiquities to arouse the ardour
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of a collector, even in antiquity, and we hear of cabinets of engraved gems being formed by Hellenistic
kings and Late Republican Romans, generally in their castern provinces, but soon in Rome itself, Many
Greek and Roman gems remained above ground in the Middle Ages, set in caskets, vases or religious
furniture, to be admired and copied in the Renaissance and later. They were assiduously collected by
Renaissance artists and patrons, and some of the finer European collections were begun in the seven-
teenth century. This meant that the study of gems was generally conducted by amateurs, connoisseurs
aud collectors, and although these were also the scholars of the day, this combmation of skills and
nterests 1s out of tune with the modern prerequisites for collecting and scholarship—on the one hand
a fat purse, on the other the dedication of a professional. The tradition of amateur study persisted for
gem engraving longer than it did for Greco-Roman sculpture, dominated by considerations of
acsthetics, the evocatton of an 1deal Classical past, and the less precise “art-historical’ rules. Nevertheless,
the gems bulked large in the studies of scholars who devoted themselves to a proper understanding of
Classical antiquity and its art, from Winckelmann on. The corpus of Classical myth could most casily
be illustrated by collections of gem impressions, and in the late cighteenth century a collector or scholar
could choose his cabinet of impressions from Tassie’s catalogue of nearly 16,000 picces (not all ancient).
At the end of the mineteenth century Adolf Furtwiingler brought the discipline and range of a truly
great scholar’s mmd to the subject, but his example has been little followed and the study has, until
recent years, been regarded as peripheral to that of Greek art, rather as numismatics is to that of Greek
archacology, with as little reason and to the detriment of both studies. One of the challenges set by the
study is to strike a mean between the usual art-historical approach, which takes gem impressions as
mirrors in miniature of the other and ‘major” arts, and inbred studies, usually conducted by scholars
dedicated to gems alone, which do not readily place them in their proper historical context or relate them
to other and sometimes foreign arts. They perhaps require a more cold-bloodedly archacological ap-
proach, prepared to consider the full evidence of shape, material and context rather than simply submut
to the fascination of the intaglio; searching for indications of their use and purpose; relating them to
the achievements in other crafts, in other places: reading their iconography both as a supplement to
other sources and as an important and independent source of its own. Furtwingler attempted much
of this, and the last two generations have brought our knowledge of Greek art and archacology to the
point at which it 1s worth attempting again. For too long gems have been judged as isolated works and
either dated in terms of direct comparisons with better documented arts, like vase painting, or suspected
of being undatable. A result is that recent studies and catalogues can still date Island Gems to the cighth
century BC or carlier, mnstead of the sixth and seventh; or Archaic Greek scarabs and Etruscan rngs to
the seventh century instead of the sixth; Archaic passes as Bronze Age:; Roman passes as Greek ; modern
passes as Roman; while in Bronze Age studies modern systems of chronology seem to be controlling
the materialinstead of being dictated by it. It is, moreover, still a regular practice in cataloguesand corpora
to fail to record shapes properly. No other class of antiquities still suffers such mistakes and shortcomings
i its study. This book cannot remedy them all, nor could it compete with much of Furtwingler’s,
but I hope 1t succeeds in reviewing as great a range of the relevant evidence as possible, and that it may
point the way for further studies which may correct it in detail.

It might, then, be judged a comparatively simple matter to reduce the study of Greek gems to the
familiar terms of the study of Greek vases or bronzes: to observe excavated contexts; to trace the
development of style and compose a typology of shapes; to distinguish workshops and artists; to classify
the scenes and relate them to their treatment by other artists or authors. Unfortunately this is not so.
The study has problems of its own, as well as problems which it shares with other arts but to a special
degree. Some may be mentioned here.



The vast majonity of Greek gems entered public and private collections with no mdication of
provenience or no certitiable orgin. Only a very small proportion are from clear excavated contexts

more from the Bronze Age, hardly any in later periods. None carry nscriptions with explicit reference
to a listorical personage or event. But while we mourn the lack of contexts which might indicate
origin or date we have also to consider the hmitations of such contexts as are available. These are
dictated by the nature of the material, and are not shared to the same degree by other antiquities. No
work of art is more portable and likely to be found far from ics place of origin. No artist can have
been more mobile than the gem engraver, with his drill and a pocket full of pebbles. No other ancient
works are so indestructible, and although this means that many are preserved m almost ‘mint’ condition.
1t also mndicates their surtability for very long periods of use. passed on to heirs or successors in office,
or simply as precious objects. Datable contexts are thercfore strictly ante quos non and many are
demonstrably very much later than the probable date of production. There are several extreme
examples of this—Greek Bronze Age gems in Roman period graves, or the Middle Assyrian cylinder
tound recently in a Roman legionary’s grave at Mainz. In the course of long usc a gem might be recut,
a new intagho supplied on an old back, a subsidiary device or mscription added or the main device
‘improved’. On grounds of technique alone these changes can hardly ever be proved on gems, as they
can on vases, bronzes or major sculpture, and we rely on more subjective criteria of style.

What, then, for attributions to hands or workshops? There are no signatures on Bronze Age gems,
and on Archaic and Classical gems less than a score of probable signatures are met, with Dexanenos
signing four gems and Onesimos three. We arc left with wholly stylistic criteria to determine the nuclei
of studio or individual ocuvres, rarely helped by distinctive shapes or materials. What measure of success
can be expected? Some 5,000 Greek Bronze Age gems or devices are known, an average of about six
per annum over the period of production, but for most of it far less, with some useful concentrations of
material at certain points. They were being made in different places in both Crete and Greece. Of the
Archaic Istand Gems we have three or four per annum. but since these may all be from one centre there
arc better chances of identifying individual styles. The later Archaic gems were made in the islands,
East Greece and Cyprus, and we have an average of five or six per annum for the period of production.
Classical gems and finger rings may have been made in different parts of the Greek world, outside it to
the cast and in the western colonies. Again we have perhaps an average of five or six per annum.
Compare, for a moment, our knowledge of Athenian figurc-decorated vases of the sixth and fifth cen-
turies B¢ which we know to be all from the potters’ quarter of one city. For an average figure of
surviving examples 300 per annum is modest, and often more than a hundred works can be attributed
to a single artist. The prospects for comparable success i the study of gems arce nil. The attribution of
two or three to a single hand is something of an achievement, and the likelihood ot being able to identify
carly or late work is minimal.

When so much is left to subjective judgements about style the problems of identifying regional
rather than individual styles become even more acute than they are in other arts. They arise when the
art of gem engraving is introduced by one culture to another, or when a style is indebted to two different
cultures. To the former class belongs the introduction of gem engraving to Mycenacan Greeks by
Minoan Cretans, and to Etruscans by Archaic Greeks; and the problem is to distinguish the work of
immigrant artists and the establishment of native studios. To the latter belong the Greco-Persian and
Greco-Roman gems, and the problem is to determine the degree of dependence on Greek or oriental,
Greek or Italian styles, and the nationality of the engravers. Or rather, these are the problems as they
are usually defined and argued—inevitably to no clear conclusion. They are posed in this form because
1t 1s believed that there was ‘something in the blood’ of, say, a Greek artist which must characterise his
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work, and ‘something m the blood” of an oriental or Etruscan which made it impossible for him to learn
certain subtleties of Greek style. The existence of clearly definable national or regional styles cannot be
denied, but it can have been no more difficult for an Etruscan or Mycenacan apprentice to learn to work
like a Greek or a Minoan, than it is for a Pakistani art student in London to learn to draw like an English
academic. So in the crucial transitional periods, when artists are on the move and styles are being taught
and learnt, the questions ‘Minoan or Mycenacan?’, ‘Greek or Etruscan?” are micamngless, although
after this transition the development of a local style will be determined by the environment and society
it has to serve, and unskilled copies can always be detected. We shall waste little time in these chapters
on speculation about the nationality of artists, rather than deciding where, when and why different
classes of gems were made. but the historical problems of borrowed styles and travelling artists have
always to be faced.

Other difficulties are posed by the gems themselves, regardless of origin and style. Although most
have survived in near perfect condition even the harder stones are subject to wear. [t is casy to misjudge
what the effects of wear on the stone might be on the impression. Surface wear reduces what, on the
impression, is seen as the background and not the higher relief, which is the deepest cut in the stone.
The outlines of figures may suffer, the arca of high relief in impression is reduced in size, while outlines
may spread. All this may seem obvious but in a recent gem book the absence of breasts on a presumed
female figure was explained by a ‘worn surface’, while of course the loss of these features on the
impression could only be effected by filling in the stone intaglio, not wearing it down.

A chimerical ditheulty is forgeries, of which scholars have an unreasonable fear. Acquaintance with
excavated examples and with undoubtedly authentic pieces in collections soon breeds a justifiable
confidence in the identification of forgeries. There are at any rate few modern forgeries of Greek gems
of a quality which could mislead. The problem only becomes acute with later gems of styles familiar
to skilled copyists and artists of the cighteenth and nineteenth centuries. More serious difficulties arise
from the extremely small size of the gems themselves and the miniaturist quality of their engraving.
They are difhicult to display adequately, difficult to study, difficult to publish except in gross enlarge-
ments and it is difficult to make completely perfect impressions from many of them. So it is casy to
understand why they have been neglected.

Given all these difficulties in the path of the student of ancient gems it might well be asked whether
anything of value can be achieved through detailed study of the subject. Solvitur ambulando. The rewards
are rich and often unexpected. tn the Bronze Age the sequence of engraved gems provides an archaco-
logical continuum only matched by the pottery, they illustrate vividly the interaction of the two great
Bronze Age cultures of the Greek world, and, by any standards, the gems are among the most original
works of art of that age. In Archaic Greece they speak not only of the effect on Greek life and art of
renewed contact with the cast, but also of how the relics ot a lost culture can affect che work of later
artists. The main Archaic and Classical series afford some of the masterpieces of their day in any art, and
offer evidence for the arts in areas of the Greek world, and outside it (as in the Persian empire), where the
archacological record is otherwise scant or equivocal. The figure scenes indicate iconographic traditions
outside those most familiar from studies of vase painting and sculpture. And in all periods the gems
and seals are evidence for a usage affecting the community at all levels—state security, ofhcial standards,
private security, personal adorniment.

Perhaps the most interesting problem posed by the study of gems can bring us closer to an under-
standing of the basic principles and character of Classical art. The essential unity of the arts in Classical
Greece has often been remarked. We can study and judge a gem impression and its subject with much
the same criteria which we use in the face of major sculpture or painting. It is likely that this unity
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Chapter 11
MINOANS AND MYCENAEANS

INTRODUCTION

‘LOADSTONE. (A scal.) Ch. Townley Esq. A bull thrown upon the ground and torn by a lion, and a
griffin winged.” This is entry no. 665, illustrated in Raspe’s 1791 catalogue of the gem impressions
advertised by James Tassie. It 1s a hacmatite Minoan seal, now in the British Museum (our Pl 113). The
other 15,799 entries n the same catalogue are of impressions from Greek, Roman, Renaissance and
later stones, and the Minoan singleton was the first modern publication of a Greek Bronze Age seal, at a
time i which artists and collectors were fascinated by engraved gems. Almost all our knowledge of the
Greek Bronze Age derives from discoveries and studies of the last hundred years, beginning with
Schliemann’s work at Troy and Mycenac in the 1870’s. But the interest in Bronze Age gems had been
awakened already. Ludwig Ross had travelled in the Greek islands carlier in the century and in a book
published in 1843 he drew attention to the engraved gems— the Inselsteine—to be found there, especially
on the 1sland of Melos. Most of these were to prove Archaic Greek (the Istand Gems, see below,
pp- 1181) but many were of Bronze Age date and their appearance and style puzzled scholars, while the
collecting continued. Schliemann’s discoveries at Mycenae, and subsequent excavations at Mycenac
and, for instance, Vaphio in Laconia, revealed the civilisation of Mycenaean Greece and the home of the
gems, but it was only at the end of the century that Furtwingler successfully distinguished the Archaic
from the Mycenacan among the island stones. By this time a new and, as it was to prove, a more
umportant source was being explored. Arthur Evans™ interest in primitive scripts had led him to study
the Mycenacan finds, and in his visits to Athens he was shown seals with what appeared to be hiero-
glyphs upon them from the island of Crete. He visited Crete in 1894 and in a serics of journeys explored
its ancient sites and collected engraved gems. These formed the nucleus of a collection which for sheer
quality remains unrivalled. The greater part of it is in Oxford and has been used extensively to illustrate
this chapter. He found many of the stones in Crete being worn by peasants. Those with white veins
were the ‘milk-stones’, worn on the breast to ensure the milk of a nursing mother; those with red veins
were the ‘blood-stayers’, worn round the neck. His trips to Crete led to the excavations at Knossos and
the revelation of the Minoan world. His interest in the gem stones never flagged and his studies of them
incorporated in his publication of the Palace at Knossos remain basic to any turther rescarches on the
subject. The older collections of Iuselsteine had found their way into public muscums, in Leningrad,
London, Berlin and Paris, while other scholars made their own collections—R. M. Dawkins, for
example, and Richard Seager, whose gems are now in New York. But it is the Cretan and mainland
Greek excavations of the last seventy years which have enriched the national muscums of Heraklion
and Athens, and which have to serve as our prime source of evidence for Bronze Age glyptic. Evans’
publications and an important book by Matz on early Cretan seals dominated studies before the second
world war. Since the war interest has been renewed with critical studies by Biesantz, Mrs Sakellariou
and Kenna, and by the appearance of new catalogues and corpora.

The importance of these studies is by now generally acknowledged for they are central to many of
the sorest of problems of Greek prehistory. The seals provide an archacological and artistic continuum
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rivalled only by the pamted pottery, and bemg a higher art form they provide a more sensitive index
to the ettect of foreign mfluences and the development of native taste. In themselves they provide
evidence for the conduct of private and public business, and the scenes on them are a major source of
evidence for the religious practices of the day. Onc of the results of their importance is that study of
them has often been bedevilled by considerations which can only fairly be entertained once the basic
material 1s properly understood and dated. These considerations may be historical—the dominance of
Crete over Greeee, or vice versa; artistic— the distinction between Mimoan and Mycenacan, or the
Cretans” alleged “cidetic vision'; religious—the use of amulet or talisman, the interpretation of cult
scenes. And there is the usual serious temptation to consider gem-engraving m wsolation from the other
arts.

Another problem is set by terminology. Evans proposed a tripartite system for the archacology of
Mmoan Crete: Early, Middle and Late Minoan—gm, ma, 1M, subdivided 1, 11, 1, and sometines further
subdivided by letter and number. The same system is adopted for mainland Greece— Helladic, not
Minoan, the late Helladic period often being called simply Mycenacan. The system 1s defined primarily
by pottery styles, the archacologist’s usual vardstick. It is, of course, wholly artificial but there are those
who scem to believe that there is some sort of absolute ‘Mmur’, for instance, which existed in antiquity
and can be comprehended as an entity by modern scholarship. A different systenmi based on a more
historical approach distinguishes the two main Palace periods of Crete, with pre-palatial and post-
palatial phases. This cannot be applied to the mainland and presents dire difficulties when construction
and destruction dates for different palaces were not the same, but it is convenient for any broad exposi-
tory account, and is used for the main headings in this chapter, while Evans’ tripartite system is retained
for closer dating. Attempts to re-define and improve Evans’ system with reference to the apparent
development of gem-engraving on its own must be resisted. Problems of absolute chronology may
fairly be avoided here and I give below a scheme which many scholars would find acceptable:

EM/EH 1 30002500 BC
11 2500-2200
I 2200-2000
MM /MH 1 2000~1700
11 1700~1600
i 1600~1550
LM/IH 1 1550-1450
1 1450—1400
IMA  1400-1300
HIB 13001200
C  1200-1050

Given a working terminology and system for relating the gems to other arts and historical events, the
remaining problems are of a type familiar in any archacological study, although too casily overlooked
by the art-historian. There is the danger of thinking the evidence is at least near-complete, yet some of
our main sources result from the accidents of antiquity—conflagrations which bake hard and preserve
clay sealings. But again, these sealings are from official archives and can tell us nothing about private
usage. And the sealings suggest the existence of whole classes of seals cut in materials which have not
survived, like wood. Gold signet rings and engraved gems in semi-precious stones (semi-precious to us—
probably more valuable in antiquity) are luxury objects, not easily destroyed, capable of being used
for a long time or of being reused long after they were made. The long survival of gems is most apparent
if the find-contexts are in periods when the finer stones were no longer being cut. During the main
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pertods of gem engraving a piece might continue long i use for personal, family or official reasons,
but 1t is possible to be over-pessimistic about the value of all datable groups which include gems.
The Minoans were probably more sensitive to changes in the style of their own glyptic than we are
today, and they may have been little prepared to be out-of-date.

In this chapter our principal gmde must be datable excavated contexts. From these may be extracted
a generalised view about what styles and shapes were current in different periods. The process is a familiar
one to archacologists working at the typology of any group of objects, from arrowheads to temples.
It 1s not a different process because the eriteria have to be applied to the main body of material, which
has been found out of context, before the full sequence can be reconstructed.

EARLY GREECE (£n)

The history of engraved scals in Greece and the islands, excluding Crete, before the Late Bronze Age
1s patchy and tantahsing. Moreover, it is ahmost wholly confined to the Early Bronze Age (£n) period
preceding the arrival of the presumed Greek-speakers in their future homeland.

A characteristic find in some of the very carliest sites in Anatolia (modern Turkey) is a roughly conical
clay stamp, usually with a round base on which is incised a very simple geometric pattern. These objects
are like seals, although it is not casy to understand the circumstances in which they might be used, and
1t 1s possible that their purpose and use was mainly decorative, even for marking human or animal skin.
Objects of a similar form are found in Early Bronze Age sites in the Balkans and North Greece, as far
south as the Peloponnese. These indicate the survival of a tradition which passed from the cast to Greece
several centuries before, and might even be regarded as the first arrival of a true seal usage m Greek
lands.

The most dramatic and unexpected evidence for seal use in Greece appeared in the recent excavations
at the site of Lerna, which lies by the sea beyond the south edge of the plain of Argos. A palatial building
known as the House of the Tiles was destroyed by fire at about the end of the Enn period. In its debris
was recovered a series of clay seahings which had been preserved by being baked hard in the conflagration,
a disaster of the type we have to thank for several other umportant finds of clay sealings from Bronze
Age Crete and Greece.

The sealings at Lerna show from the markings on their underside that many were used to secure
cords fastening wooden boxes, cither on the sides of the box or around pegs. Some are from the shoulders
or mouths of jars, others from wicker boxes. The mmpressed devices are flat and circular, extremely
homogencous in style. Some show linked spirals but the usual pattern 1s a runming line, rather like a
broken spiral or swastika, with variations which defy description in words (see Figs. 1-11). Sometimes
different devices are mnterlocked symmetrically. The only recognisable objects shown are tiny spiders,
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set at the centre of a pattern (Fig. 11), and beaked Jugs, moa whirl wath trefoils (Fig, 8). The quality
and tinesse of the cutting were clearly very high. No seals with devices ot just this type are preserved,
nor 1s this decoration seen on other objects trom maimland Greece at this date, But the patterns are quite
stmilar to some on Cretan ivories (the Mesara Group, see below), a few of which may be as carly, and
on other Cretan seals attested by later sealings. as at Phaistos. On the Cretan seals too we often see the
spiders and jugs. It is tempting to assume that the Lerna sealings are from Cretan seals, very probably
of wood, and somewhat carlier than most of the 1vories which admit more animal motifs, We have
to remember that spiral patterns very probably reached Crete from the north, via the Cyelades islands,
Also that the boxes at Lerna were probably scaled locally and that there is virtually no evidence for
mports from Crete to Lerna ac chis time, although there is evidence for relations with the islands, and
notably Kythera. But the Cyclades have produced no seals or sealings to match these. nor any vanations
on the monotonous spiral patterns to suggest that their artists were capable of the mmaginative com-
posttions which were becoming commonplace in Crete. In Greece itself this brict period of sophisticated
scal usage remains unparalleled. Can we believe in the existence of such a distinctive native art which
was never expressed m matenials which have survived? Did it cmerge again i Greeee only in the
patterns on some of the gold dises from the Mycenae Shaft Graves centuries later? Such stone seals as
survive trom Early Bronze Age Greece are crude cnough, their shapes resembhing Hittite (from
A. Kosmas in Attica) or the Near East (from the island Amorgos), and although these have simple spiral
patterns they cannot compare with Lerna. Some scalings and seal-like amulets, like the one from Asine
m Fig. 12, show simple spirals, and an claborate cylinder of clay or wood was used to roll spiral and
anmimal patterns (Fig. 13) on Early Helladic vases found on three different Peloponnesian sites. This
witness to seal and cylinder use in Greece shows that we ought perhaps not to assume too hasaly that
the Lerna sealings or scals came from Crete, although on present evidence this is the only plausible

solution.

PRE-PALATIAL CRETE (EMII-MAT)

For the period before the first palaces were built the important sources for our knowledge of Cretan
culture are the tombs excavated in and near the rich south-central plain of Mesara, and a few other
sites along the north coast and to the cast. The southern tombs, regularly now called tholoi through
assoctation with the later vaulted tombs, were apparently family graves and in use for many generations
so that precise association of the seals found in them with datable pottery is not possible, although some
tombs seem to have had a restricted period of use. Most were excavated at the beginning of this century,
and a tew subsequent discoveries, as at Lebena and the town at Myrtos, may give promise for more
precision 1n the dating. In terms of pottery the period covered is from EMI to mMI at least (em1n is
a short but distinct period). and since the first palaces were built in Mmi this means that some of the
tomb finds may belong to the Early Palace period. Crete was waxing prosperous in these years. The
Jewellery and stone vases attest wealth and close relations with the civilisations of the Near East and
Egypt. The designs on pottery are simple, mainly geometric, with some curvilinear and spiral motifs.
Inall this complex the seals probably pose the most serious problems with regard to their origins, develop-
ment and use.

The carliest seals can be very broadly divided into two classes by their commonest material and
shapes—and a description of the two classes can uscfully precede speculation about their relationship
and use. They may be called the Mesara Group, mainly represented by ivories and diverse shapes, and
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the Group of the Archaic Prisms I (for there is a later phase) where all are stone, and usually three-sided
pristus in shape. The ivories, with some seals of related form but cut in a soft stone, usually grey or
white resembling ivory, are best known from the Mesara tombs, but there are examples from the north
and Mochlos, so it may be that their relatively greater numbers in the south reflect no more than either
the prosperity or the taste of the southern Cretans in the period of their greatest use. There is, morcover,
still no clear evidence that the northern ivories need be carlier than the southern. We have already had
to discuss the possible antecedents to this whole class, represented by the sealings found at Lerna in
mainland Greece.

A great variety of shapes is seen in the ivories and a number of basic classes can be distinguished.
The engraved surface is usually flat but the back may be treated in various ways. (1) Commonest are
broad cylinders, often naturally shaped pieces of tusk cut flat on the ends, which are cach engraved,
while the curved sides are left plain, the reverse of the practice with ecastern cylinder scals. The ivory
cyhinders are pierced across their axes, usually once or twice (Figs. 14-16, Pls. 1-3). (2) A number of
other simple geometric forms are used: conoids, pyramids, half-cylinders, half-spheres, tabloids,
cuboids (Fig. 19). (3) Some seals derive from basic bead shapes, like the discs engraved on two faces,
usually stone, or oval seals with gable backs (Fig. 2o, in stone). (4) Stamp scals with engraved rectangular
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or arcular plaques have handles in the form of round knobs or irregular, often pointed projections
(Fig. 18). (s) More elaborate stamp scals are cylindrical, with a handle at one end, or pear-shaped
(Iig. 212, stone). (6) A small number are ring-scals, with open loops or cylinders as handles, too narrow
for use as tinger rings, but for suspension on a necklace or the like (Fig. 22). (7) Finally, and most
characteristie, are those with figures or parts of figures cut in the round on therr backs (Figs. 24-27;
Pl ). The commonest subjects are animals: birds, monkeys and reclining beasts, some of which are
shown i a summary but appealing manner in pairs, each with its head laid across the other’s back, while
another 15 of a lion crushing a man. There is one in the shape of a woman, and a few of animal heads
or legs, the forepart of a boar, and a human foort. )

An odd feature of some of the cylinder and ring-scals is the way in which part of the engraved surface
1s detachable. Professor Platon has explained this as a means of rendering the seal useless. Partners might
well keep separate parts of an office seal, on grounds of security or mutual suspicion, but even if we can
credit such involved business methods in carly Crete there is still the fact that the devices are usually
extremely erude—no more than a net pattern of incisions, while there are some cylinder faces with
detachable parts which are not engraved at all. It is hard to believe that all these went to the tomb
unfinished, when all that was required to “finish’ them was a few straight cuts with a knife.

There is a considerable range in the engraved devices on the ivories and yet the basic schemes can
be fairly simply described. Whirl compositions which own no top or bottom are particularly common,
and of course well suited to the usually circular field. Spirals and circles play an important part in these
patterns, the spirals linked in various ways and sometimes combined with hatched patterns resembling
leaves or florals. But often it is animal friezes which are repeated in circles, with or without sprral or other
fillings (Pls. 1, 2). The usual animals are lions, scorpions or spiders, rarely men or monkeys; in other
words, preference is given to threatening subjects—there is a particularly poisonous spider indigenous
to Crete. When only two figures are shown they may be set antithetically, head to toe (as Figs. 15, 22),
observing the same general prmnciple, and the simple figure of a lion is sometimes contorted to produce
the same effect. This is a motif we shall have to discuss further. Single standing animals, to be viewed
only one way up, are comparatively rare. The only other important class of decoration is of all-over
patterns, floral or geometric, almost arbitrarily cut off by the edge of the engraved face (Fig. 25),
although along one straight edge of some there is a decorative border (Fig. 18), like a sample rug pattern,
and this scheme may have some bearing on the “architectural” devices of a later age. The devices are
carefully but not very deeply cut, with fine linear incised detail in floral patterns and on some animal
bodies. Exceptions are a few seals with deeper and more rawly cut figures which clearly copy the style
of the stone prisms which have yet to be described.

The principle of this decoration and many of the details of the devices are to be repeated often in
Minoan art. Torsional patterns remain popular on seals, but also dominate many of the finer painted
vases of the Early Palace period. The same is true of the mterlocking all-over patterns. But it is not casy
to detect much of this style, especially that involving figures, in other works of Minoan art of the period
of the seals. One motif, however, can be matched — the contorted lon with his legs twisted in opposite
dircctions (Fig. 27). The motif is one more often discussed a propos of its appearance on much later
seals, of the Late Palace period, but its origin lies here and the conception is one basic to Minoan ar,
yet casily misunderstood. To explain it merely as an artistic device, to create a whirl or torsional pattern
from a single figure, ignores one of the more remarkable phenomena of Minoan art. Animal studies
in early antiquity are highly conventionalised especially in the arts of the Near East and Egypt. The
creatures are seen mn strict plan or profile. Yet the human-eye view of a quadruped is a top-three-quarter
one, and the Minoan artist, who, for all his skill with abstract pattern, scemed to look at life with sharper
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wits than his foreign colleagues, attempted to convey this viewpomt both in the round, and m the near-
two-dimensional field ot gem engraving. In the round, we think of the pairs of animals on the backs
ot some of the ivory seals, but especially of the elegant statuettes ot dogs carved on stone lids and belonging
to the pertod of the seals. The dogs extend their forelegs but their hind legs lie together, stretched to

one side (as Fig. 23). The pose 1s a natural one, and viewed from above, to one side, we have exactly
the “contortion” which is shown on the gems rather less suceesstully in two dimensions— not an artistic
conventon but an imaginative essay based on observation.

With the second main group of pre-palanial scals, the Archaic Prisms, we have to face what is to be
A recurrent problem in the study of Greek Bronze Age scals—the fact that most extant examples are
not trom excavations or even given exact proveniences. The commonest torm has three sides, each
rougly square, circular or a broad oval (Pis. 5=7; Figs. 28-30), and is cut from a mottled green serpentine
(colour, p. 29. 1, 2), so long miscalled *steatite’ by archacologists that 1t would be misleading to correct the
tern. The only other shapes we may associate with the prisms must be those whose devices clearly
belong to the same style. These shapes are principally tabloids (P, 8), conoids, cylinders or pear-shaped
and there is a fine rectangular stamp with a handle, from Mallia: all these forms are met also i the
1vories.

A very few of the prisms have been found in tombs or other contexts which also yielded the wvory
seals and their kin, both in the Mesara and, for mstance, the Trapeza Cave in cast central Crete. There
are no clear indications of date, but the prisms are fairly common in the island and their association with
the 1vories might suggest that as a series they begin when the ivories are in decline, There arc a few
from worth, central and eastern Crete, and the alleged proveniences of other examples perhaps weigh
rather in favour of these arcas, where the ivories seem scarcer. But the pattern of finds could be lusory
and need not mean that one type was current 1 the north, the other in the south. rather than that
one preceded the other in general popularity. And if some ivories scem to borrow devices from the
prisms, it might perhaps equally be argued that the new style was experimental on ivories and only
established on stone. Even factors like availability of material could have effected the difference. But
itis not a simple change, for it seems that the wories, or seals like them, perhaps wooden, continued in
use i the Early Palaces. Certamly the tradition of the prisms continues uninterrupted and they are
most characteristic of the Early Palaces, at least in north Crete. What are here defined as Archaic Prisins [
are associated with some ivories and there are ivories which share moufs with them, so this period of
transition may be a real one, however difficult it may be to place absolutely. Another explanation for
the two classes. proposed by Kenna, is that the vories were for use as seals while the prisms had an
amuletic character. Certainly, there are no sealings from early prisms, but there are only a very few
apparently from ivories and it is the ivories whose only figure devices, like the spiders and scorpions,
seem most appropriate to amulets, as well as their diverse shapes. The explanation is, however, possible,
and the special character of the prisims and their devices, to which we now turn, must not be forgotten.

In describing the motifs on the carly prisms we have, of course, to draw upon the evidence of the
many scals without context or provenience which can be associated by style, shape and technique with
the few of probable pre-palatial date. This scems a reasonably safe procedure. The cutting of the
mtaglios is rough and deep in the soft stone with very little detail. A drill was less often used than
might appear for preparing parts of the intaglio and much was cut or gouged out. It was not even always
used to bore the string hole. It is necessary both to be cautious of interpretations which rely on the
appearance of minor cuts, and not to expect detailing which goes beyond the limitations of the tech-
nique. This accounts for the bird-like appearance of the human heads, where the artist has tried to
render nose and chin (as Pls. 5, 6).
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The stone prisms from the Mesara tombs have fairly stimple devices—animals, spirals, hatched
patterns resembling those on the ivories, but the commonest type of prism has a far more homogencous
style, it need not be carlier than mmi (possibly not even pre-palatial) and was perhaps more popular in
the north, although some motifs were borrowed on the Mesara ivories. The explicit motifs are fairly
simple: men, seated or standing, in ones or twos, and rarely drawing a bow; pots, ships; goats ruming
or leaping, boars and other quadrupeds, perhaps Lions or dogs; spiders, scorpions, waterbirds, fish:
bucrania, whirls. More involved scenes show what are usually taken for pots slung from a pole or on
either side of a pole, sometimes attended by men (Pl. 6). There is what secms to be a man busy with
a pot by a kiln (Pl. 6), another making a pithos (storage jar; P!. 5), and a third carrying animals on
a pole (PL. §). Two women converse (Pl. 6), and another deposits something in a buried storage jar.
A man sits before a table or gaming board (PI. 5)- There are rare examples of figures set antithetically
or in a aircle, as on the ivories and probably influenced by them. Although there is some doubt about the
identification of the rows of pots, vessels are shown singly and it does seem that the repertory of devices
1s devoted partly to wild life, partly to industry and hunting. The latter motifs are new to Cretan glyptic
but will remain important. On other prisms, or on other sides of prisms with explicit subjects, there
are semi-abstract, usually curvilinear patterns, quite unlike those on the ivories. Most of these seem to
be excessively stylised versions of the animal studies, combining the ‘saw patterns’ of necks or bodies
with arcs suggesting limbs; sometimes suggesting a single animal, sometimes two set antithetically.
On Fig. 29 the head and neck of an animal is joined to one such stylised body, while on another side
an antithetic pair is reduced to arcs and semicircles. On Fig. 30 the water bird on one side is translated
mto the strange idiom on another, while on Fig. 28 we see half a bird, a completely transformed
antithetic pair, and joined heads and necks producing what elsewhere is Jjust a spiky S pattern. Thas
translation and fragmentation of the devices may recall the way Celts treated Greek coin devices, but
on the scals the practice is deliberate, with the explicit and the transformed shown side by side and
clearly by the same hand. It has been taken to support the suggestion that the devices of all these scals
have an amuletic, magic character, and it must be admitted that a similar treatment is seen on later
Cretan gems which also seem not to have been much used for sealing. If this is true it should be the
treatment of the motifs which is significant, not their subjects or the shapes of the seals involved. What
1s perhaps more important is that this translation of the motifs brings them close to what Evans called
the carliest ‘pictographic’ script of Crete. It is on the prisms that we shall see the development of this
truly hicroglyphic writing. Early examples of it appear on an ivory prism and a disc seal found recently
at Archanes, near Knossos, in an ossuary, no later than carly mmr. They serve to emphasise the lack of
precision in defining what should be regarded as pre-palatial, but it is still fair to regard the main
development of writing as a product of palace organisation and requirements.

Since these ivories and prisms are the carliest extant groups of Cretan seals we must devote a word to
the question of the sources of inspiration for their shapes and motifs. North, cast and south—Europe,
the Greek islands; Anatolia, Syria; Egypt, Libya— are involved in this problem, but it is likely to admit
a simpler solution. Spiraliform patterns were probably introduced from the north, via the Cyclades



islands, mro ea art, and so on to the scals. The strength of this tradition 15 easily underestimated. The
only castern shapes of stamip scal —the cylinder stamp and perhaps the pear-shaped and figure scals—
might also have been mtroduced from the islands rather than their Anatolian homeland (sce above)
but 1t is a primitive and non-castern form of cylinder stamp that is seen in £ Myrtos. In Egype, on
the other hand. most of the shapes or close approximations to them, are known, and in Egypt wory
was available and (as not in the cast) used regularly for scals. The example of Egypt promoted the
vigorous production of stone vases in Em Crete., and it is likely also to have promoted the cutting of
scals. But there must have been a need for the seals too, and this implies a degree of commercial organ-
1satton, even if only at a personal level. A few motifs and compositions on the Cretan ivories may also
be traced to Egypt. but by emu—mr Cretan artists were suffictently independent to create new forms

and compositions for themselves.

CRETE: THE EARLY PALACES (MMI-MMII)

The carliest building of palace complexes at Knossos, Mallia and Phaistos falls within the pottery phase
MML To judge from their arrangements for storage and the later accounting tablets found in them it
seems likely that from the first cach was as much a comniercial focus for the economic life of the area
it controlled as a royal residence. Such circumstances would encourage the use of seals, for identification
and cerufying of goods, and of writing, for accounts. As we have seen, already early in mmr seals with
hieroglyph devices are found near Knossos, and for the period of the Early Palaces scals and script are
to be often associated in our story. Otherwise there is not a great deal to help us define precisely what
the new era meant immediately to scal usage and design, and it scems clear that the traditions of both
the major classes distinguished in the pre-palatial phase continued in the Early Palace period. But as it
progressed there are several new styles, shapes and techniques which can be detected.

The end of the period falls at the end of Mmn and is marked by destructions variously attributed to
carthquake, revolt or invasion. The following period of rebuilding, M, shows a steady development
in the other arts of Minoan Crete and in seal engraving, with no decisive break, although there are
significant changes with the transition to Lmi styles in pottery. So, for seals, the end of the Early Palace
period 1s as difficult to define as its beginning.

Our first important source for the Early Palaces is the hoard of over one hundred scals found recently
in the town area near the palace at Mallia. It is not yet fully published but its character has been well
described and some pieces illustrated. From the accompanying pottery it is said to belong to the end
of mmi or carliest mmi1. Tools were found, mcluding files, burins and polishers, and these, together with
a number of unfinished seals, suggest that we have to do with the debris from a seal-engraver’s studio.
It 1s interesting to notice the report that some seals were spoiled in their final stage by the cutting of the
string hole. It might seem foolish to leave this dangerous operation to the end, but it could well have
taken longer than the engraving of the rough intaglios. Most of the scals are prisms of green or grey
steatite, some with the old-fashioned, rather square faces, but most with rectangular or long oval faces.
These are our main excavated evidence for the Group of Archaic Prisms II. The devices are much as
they had been before: potters are mentioned on the Mallia seals, a man holding a fish, ships and various
animals, but there are also a number of purely hicroglyphic devices, the fore-runners of which we saw
on the earlier prisms and the ivory scals from Archanes.

With these prisms, still in the soft stone, can be associated a considerable number of others in various
collections from north Cretan sites. A number appear in Fig. 31 and Pls. 9—12. A new feature in their
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decoration is the use of a tubular drill, which relates them to gems we have yet to discuss. Kenna has
observed that a number of these stylistically late prisms in soft stone appear to be the older, squarer
prisms cut down. This gives them disproportionately large stringholes and the elongated form. It scems
quite plausible that the older stones should be refurbished in this way, especially if their purpose was
more magic than sphragistic, but not all the new prisms take this form, and many of the old motifs are
repeated. If we may reasonably assume continuity between this series and the later hieroglyph prisms
in hard stone, we may take it that the Archaic Prisms were still being made in Mmi. None was used
for extant sealings. The style scems not particularly popular in south Crete, where there are some
‘depressed” gable prisms bearing patterns common also to the ivories.

One other shape must be mentioned here—the ‘button’, with flat or lightly convex face and what
looks like a pmched. picrced back serving as a flat handle (PL. 13; Fig. 32). There are some primitive
examples in the Mesara tombs and others, without context, have spiral patterns recalling the Archaic
prisms, and tubular drill patterns. The shape may have been introduced already in M, from Egypt,
where it was by then going out of fashion. It may not have survived mmr in Crete, but it contributes
to the development of a more sophisticated stamp shape.

The next most important source is a deposit from below the floor of a room in the palace at Phaistos.
This included nearly 7,000 clay sealings, hardened by fire, on which nearly three hundred different
devices can be detected. Most seem to have been used to scal boxes, over cords wound around pegs.
The pottery suggests a date towards the middle of the mmir phase, appreciably earlier than the destruction
of the Early Palace. In his fine publication of the sealings Levi observed that most of the impressions
seem to be from seals of a soft material, ivory, wood or steatite. Some, however, are clearly from seals
cut in hard stone and already in the Mallia workshop there were stamp seals of rock crystal. This
ndicates that in Mmmut the Cretan engravers were beginning to try their hand at the engraving of niaterials
which required more complicated equipment than the earlier hand-cut scals. The new stones are
cornelian and jaspers, more rarely agate and amethyst. They may have been brought from Egypt or the
cast, but rock crystal was also used and this can be found in Crete. The drill had been used on carlier
seals of ivory or soft stone, sometimes for their stringholes, rarely on the intaglio. It has to be used on
hard stones for the perforation and, in common with the regular later practice, it could be used for
most of the intaglio. Sometimes the drilling technique determined patterns or the style of figure devices,
as we shall see, but it was the tubular drill which was to have an immediate effect on the appearance
of Cretan seals. It had long been used for seals in the Near East, and in Egypt for hollowing out stone
vessels. Cretans had learned its use for the latter purpose already in Em, but only later applied it for the
decorative effect of neatly cut circles on seals. We have noted it already on soft stone prisms and button
seals, but it may be that its properties were only first exploited when the gem engravers had to face the
problems of cutting harder stone.
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We may turn now to the mam classes of decoration on the Phaistos scalings {(examples in Figs. 33-50).
Fhese also tell us the outlines and contours of the faces of the gems, but for their whole form we have
to appeal to the many surviving seals which show the same style on engraved faces of the same shape.

Fiest, the prinnaves. A few mpressions seem to be from seals like those of the Mesara Group, notably
one with an all-over pattern of leaves, and another from the end of a half-cyhnder (nos. 170, 171).
Fhere are no impressions trom prisms of the main series represented at Mallia and i north Crete, but a
tew hicroglyphic signs appear on sealings which may be from prisms, ina rather different style (asno. 185).

The man group is dominared by technique—the use of a tubular drill and straight cuts— we might
call 1t the Hoop and Line style. These produce a multiplicity of simple symmetrical patterns (Figs. 33-36).
The shapes of the engraved faces are ciecular, square and rectangular, and since no stone scals executed
in just this manner survive we may suspect that the oniginals were of wood, possibly cvlinders, buttons,
or some other type of stamp. Most had flat engraved taces.

Elaborations of the Hoop and Line style appear on other sealings also mainly circular and probably
of the same shapes and material. They include several with star and interlace patterns which recall the
far carlicr sealings from Lerna. Variations, which abandon the Hoop and Lme formula, introduce sprrals
i compositions which seem to derive from both Lerna and the Mesara Group. Some are claborated
with hatched or floral elements, such as are seen also onssealings from Knossos (Fig. 51) and contemporary
vases. There are also one or two examples of a particularly fine pattern which relies wholly on strarght
cut lines of varying thickness (F'ig. 41). These are arranged in patterns of friezes and panels which
resemble claborate basketry burt are often described as “architectural’. Here at last we have something
castly matched on extant stone seals, which can tell us the probable shapes of the scals used at Phaistos.
To these we shall return once the other sealing devices have been considered.

One long rectangular impression (no. 188) is clearly from a four-sided prism usually reserved for
hieroglyphs at the end of the Early Palace period, but the hicroglyph-like signs on this example are not
wholly canonical. Hieroglyphic seals and motifs seem at any rate to be exceptional in south Crete. Two
small round stamps with tinely detailed lions™ heads (Fig. 43 for one) and onc with an owl (Fig. 44) can
be immediately matched by devices on stone stamps, the loop-signets, of a familiar My class, One
(Fig. 42) is from an animal paw stamp (compare Pl 42). The other scalings with figure devices present
us with our first sclection of fine individual animal studies on Minoan seals (Figs. 46-48). The style is
smooth and assured, with the long sleck bodies stretched in the ‘flying gallop® or standing posed in a
setting of rocks and trees. There is no excessive detail here, of features or sinews, but all is grace and
movement, untrammelled by any of the set iconographic conventions which bound the animal studies
of Near Eastern and Egyptian arusts. And there is no torsion. Occasionally technique and the drill
PUggest a more extreme stylisation, like an octopus infected with the Hoop and Line style. One sealing
shows crossed lions” bodies set heraldically in the castern manner. It is perhaps from an Anatolian seal,
and in marked contrast with the freer Cretan compositions.

One motif, of a goat at bay on a rocky outcrop, worried by a dog (Fig. 46), is repeated on a rather
later stone which has survived (Pl 61). We see the already familiar minor wild life, spiders, a wasp,
octopuses, birds, murex shells, but also dogs. goats, a boar and lions, some attacking other animals in
schemes to be more frecly developed later. Monsters too—the Egyptian griffin in Cretan form (Fig. 45)
and an already translated version of the goddess Ta-urt (Fig. 50). The few human representations are a
hietle more stylised (Fig. 49). but closely matched by the rare painted tigures on MM vases. This is a period
i which only the Minoan seal engraver has much to tell us of figurative art. These scalings are mainly
round or oval, several from seals with convex faces. Very few are matched in stone, but the flat oval
mpressions come quite close to some hard stone prisms bearing both animal and hieroglyph devices
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and there are various forms of stamp seals with carved backs which may be assoctated. Most of these
have devices in a shghtly more developed style, closer to that of a group of scalings from Knossos, which
must be described before we can review the evidence for the shapes of seal used in the Early Palace period.

The Hieroglyphic Deposit at Knossos is a cache of sealings and inscribed bars and labels tound beneath
a stairway of the later palace. Evans dated it to Muit but the tendency now is to propose a later date,
based maimly on stvlistic criteria. As Matz putsit, ‘it is a matter of minor importance whether the Hicro-
glyphic Deposit is to be dated mmmediately betore or shortly after the catastrophe which befell the old
palace™. Its sealings show an advance on the style of those from Phaistos but there is not much that is
positively new. We may take it that Phaistos gives the first inkling of the new pictorial style in Cretan
gem engraving, of which the Hicroglyphic Deposit offers a more advanced although not much later
phase in its rapid and brilliant development. There may also seill be differences between north and south
Crete to take into account, and perhaps between the materials commonly employed.

The most distinctive sealings from the Hieroglyphic Deposit were from what can be readily recognised
as long four-sided rectangular prisms bearing hieroglyphic inscriptions (Fig. 53), and a few from the
three-sided prisms with broader faces, There is One most intricate impression from a small circular stamip,
showing stylised cats’ heads around what may be musical instruments (Fig. 52). Others are circular,
from stones with convex faces which may be discs, and one from a flattened cylinder. Some have the
old spiral patterns of the Phaistos sealings, but the Hoop and Line style is largely forgotten. There are
good animal studics, rather more detailed than those on the Phaistos sealings, with more deliberate
modelling of the bodies, and in the ficld some more imaginative treatment of rocks and trees, even a
submarine grotto with fish and octopuses (Fig. 55). Ofthe three with human heads, two are optimistically
identified as portraits of a prince and his heir (Ps. 14, 15), but are really no more than an early statement
of the Minoan convention for detailed human figure studies.

In the light of the evidence from these deposits of scalings, and with a few stones found in Mmi-11
CONLEXEs, we may now attempt to draw upon the many gems which own no excavated context and
survey the range of shapes for hard stone gems which came into use in the Early Palace period.

Discs with flat edges and convex faces (Pls. 16-21) may derive from earlier flat discs in softer material,
They bear some of the fine ‘architectural’ motifs, and others related to the Hoop and Line style scalings
from Phaistos. From this shape derive the lentoids, which are the dominant shape in later periods, and it
may be that they were already in use in our period, since three were found in a tomb at Mavrospelio
near Knossos with late mmn pottery, and there are several known with devices closel vy resembling those
seen on the dises, especially the ‘architectural’.

Flattened cylinders, which rather resemble spacer beads but are only singly pierced, are alleged from
the sealings at both Phaistos and Knossos. A few extant stones are carved in a comparable style (Fig. 56),
but most are of the succeeding period.

Three=sided prisms have regular oval faces. They may carry basic Hoop and Line patterns, hieroglyphs,
or amimal devices, the more elaborate of which are probably mmii (Pls. 22, 27). The four-sided prisms
with long rectangular faces usually carry hicroglyphs only (PI. 26) although there is one with Hoop
and Line patterns and a Hoop and Line lion. There is also a unique eight-sided prism with hieroglyphs
(Pl 24).

The stamp scals offer a great variety of forms. There are a few examples of the older pear-shaped and
hutton seals in hard stones (Fig. 57), but the most common form is the loop-signet (Pls. 23, 23, 28-32, 34,
36, 37, colour, p. 29, 6-10) which may owe something to both these carlier forms. They have neatly
cut loops, ribbed stalks which may be enhanced with incised patterns, and a splaying base. The engraved
surface is usually flat and circular, but some claborate examples have lobed or scalloped edges. A few
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examples, more like pendants than seals, have nearly hemispherical faces and very simple devices.
There were soft stone examples in the latest Mesara tombs, but most are of harder materials, including the
most colourful, one or two even of metal (Fig. 58), and they attract the most careful miniaturist engraving.
The whole range of Early Palace devices appears on them—Hoop and Line patterns, whirls and rosettes,
animals, hieroglyphic characters and single hicroglyphs with or without floral or hatched additions.
With some of the animal and hieroglyphic studies the opportunity is presented of identifying the work
of individual artists, who also carved other stamps and the hieroglyph prisms. They include some of the
most intricate examples of gem and jewel carving in the whole history of Minoan glyptic.

Another common form of stamp, presenting the same range of devices as the loop-signets, but on
a flat oval face, has the back carved m a raised, grooved S-pattern (Pls. 33, 35 colour, p. 29, 12). It is very
likely that this is a simplified version of the two antithetic and twisted foreparts of animals carved in
the round which are also seen on some stone stamps (PL. 39), and which itself derives from the usually
more explicit two-ammal seals in ivory or soft stone in the Mesara Group. So the S-pattern stamps and
those with the animal foreparts, sometimes barely recognisable, can be taken together, and seem to have
a long history. Finally there is a wide selection of other subjects carved in the round as figure seals:
monkey, birds, dogs, cats, ducks; human hand, animal paw; sea shell, vase (Pls. 38, go—42; colour, p.29.
11, 13, 14;39. 1—4).

It should be noted that the style here attributed to the close of the Early Palace period has, at least
since Evans’ day, more generally been attributed to mmi. Much depends on our view of the date of the
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Hicroglyphic Depostt, but a high date 15 perhaps encouraged by the many advanced features exhibited
by the Phaistos sealings which have only become known in recent years. We may be sure that the style
has s origin m the Early Palace period. Whether ats Horuit began before or after they fell remains
uncertam.

CRETE: THE LATE PALACES (MMITI—1 M)

[he pottery phase mamn sees the rebuilding of the Cretan palaces. Kiossos was to suffer another shock
betore the end of the period: Mallia seems to have needed Jess drastic reconstruction; and the rebuile
Phaistos was to have its mnportance largely eclipsed by the palace at nearby A. Triada in 1M1, There 15
more evidence too, especially for ta, from other palatial or near-palatial structures clsewhere in Crete,
at Zakro and Gournia i the cast, at Tylissos and Nirou Khani nearer Knossos. The disasters that had
occastoned the rebuilding had no serious effect on the arts of Crete and thetr rapid, indeed spectacular
development. For this is the period of the first of the frescoes, the stone relief vases, the pamted pottery
with its elegant floral or marine motifs which come to replace the old polychrome patterns on black.
We may suspect too that this is the finest period of gem engraving, in which the artist was able to bring
full command of his technique to serve his vivid observation and sense of pattern. As before, he could
ler his technique dictate his composition, but he is still free from that formality of detail and pattern
which characterises even the finest works of the succeeding period. We may suspect this only, for the
masterpicces of this age are worn scalings. hard to decipher, or stones which have no dated context and
can only be placed here on grounds, usually secure enough, of style.

The end of the period, for our purposes, 1s marked decisively by the disastrous carthquakes and flood
which preceded and accompanied the volcanic disintegration of the island of Thera (Santorini) at or
towards the end of 1mis, by around 1450 BC. Structures were overthrown, coastal sites overwhelmed
and the soil of Crete polluted by ash perhaps for years. The ruins of the palaces yield a clear picture
of the state of Cretan art at the time, and for our purposes the most informative are those in which
clay sealings were found baked hard (A. Trada, Zakro, Sklavokampo). These are our prime sources
for the end of 1M1, For the earlier years there are cemeteries and sites in the east (Mochlos, Sphoungaras,
Gournia), finds in and near Knossos in the palace and tombs, and another hoard of scalings at Knossos.
This is from the Temple Repositories (Mmis), cists sunk in the floor of the west wing of the palace and
contaming what seem to be religious mmpedimenta from a shrine, mcluding the famous faience Snake
Goddess. In this period too we may begin to use, with caution, the evidence of the gems of possible
Minoan workmanship found in mainland Greek sites, notably m the Grave Circles at Mycenae.

From mmin on the commonest shapes for gems are the lentoid and amygdaloid—like a lens or like an
almond. They have two convex faces, although usually only one is engraved, with sharp or rounded
edges swelling to the blunt ends where the stone thickens to accommodate a string hole. These, and
the Hattened cylinders, which also have two convex faces but rectangular in outhne, carry the main
series of figure devices, which will be discussed later. The lentoid probably derives from the disc, as
we have seen, and may have been invented already in mmi1. Evans thought that amygdaloids had been
used on sealings from the Hieroglyphic Deposit but this is not wholly clear and the shape may be a later
development. Oval impressions might be from three-sided seals of a type yet to be described, or even
from metal ring bezels. Sonme amygdalowds have neatly grooved backs, and in this they resemble the
shape of 1M1 and later ring bezels. Others are clongated and plump, nearly circular in section. The
Hattened cylinder was attested in M and has been thought to derive from a rectangular tabloid. There

36



DisC FLATTENED CYLINDER LENTOID

® <@

AMYGDALOIDS

59

60

arc certainly advantages to be got from carving a convex face since it leaves a far clearer impression
and it 1s casier to cut, but, lacking handles, none of these shapes is casy to use. Whatever the apparent
origin of cach shape one cannot but observe that they seem to be versions of three basic bead shapes—
sphere, barrel and cylinder —flattened to give a shallow convex face for engraving.

Some shapes continued in use from the period of the Early Palaces although they were to have little
future. Loop signets are found still in graves at Mochlos, including one fine specimen with a hicroglyphic
inscription and another with a strange horned demon. Discs were still used. One from beneath a stair
in the Little Palace at Knossos, and so no later than 1m1, shows a bull’s head on one side and a bearded
man’s head on the other (Fig. 60)—the physiognomy quite different from that of the heads on the
Hieroglyphic Deposit scalings (Pls. 14, 15). The latter are, however, recalled on a fine amethyst disc
from Grave Circle B at Mycenae (early ur) in Greece (Pl 44). The four-sided prisms with hieroglyphs
were still used in Lmr to impress sealings found at A. Triada and Zakro. And in the Temple Repositories
at Knossos there are sealings with careful *architectural” motifs like those on mmir dises. It can readily
be seen that for gems of these types no hard and fast distinctions between mmir and mmin can be drawn.
There are, however, a number of hicroglyph prisms extant which on purely stylistic grounds show an
advance on what was represented in the Hieroglyphic deposit and which might therefore properly be
attributed to the immediately following period, mmur. Both the four-sided prisms with long rectangular
faces, and the three-sided, with regular oval faces, are involved (Pls. 43, 45-48). On these the hieroglyphic
signs are placed less often now in the combinations which we recognise (but cannot read) in the regular
script, and they can be used to compose purely decorative or symmetrical patterns. They may be repeated
for decorative effect, like the cats’ heads on Pl 43. Floral, spiral or figure patterns may be introduced
beside or between them, as on Pl 45. And on occasion an animal or human figure, borrowed from the

37



finer gems of the day, can appear (Fig. 61). Thus, both a four-sided and a three-sided prism admir an
acrobat. Some three-sided prisms carry only animal devices in the new style. The atrophy or perversion
ot the hieroglyphs is understandable in this period when the new Linear A SCript was coming mto
general use.

For the development of the finest figure styles in Late Palace glyptic we turn first to the scalings from
the Temple Repositories at Knossos, MMIIEB (Pl 49; Figs. 62-66). The animal studies show some advance
on those from the Hieroglyphic Depositand the innovations are few. They include a return to the whirl
and antithetic compositions of an earlier day, using whole bodies or separate heads, and there are some
more realistic studies of flowers and trees. The important new themes involve human figures and they
scem clearly inspired by monumental compositions which were becoming more familiar from fresco
paintings now bemg executed for palace walls. Such scenes are shown m smaller works, as on the stone
reliet vases, and on the scalings too we find the bull-leapers, boxers (Fig. 62) and court officials or priests.
Male bodies in action are treated with that elastic, vigorous disregard for anatomy which is the hallimark
of the best contemporary work in stone relief, bronze and gold.

By the time of the sealings from the 1mis destruction deposits all these qualities have been further
refined (Figs. 67-79). Superbly detailed animal scudies are presented either in a purely decorative manner
like the butterflies (compare PI. 65), fish, some birds or hieratic monsters; or else with an ever fresh
observaton of natural forms and movement which is never stereotyped. The artist indulges a confident
skill In representing the most involved poses—dogs twist and scratch (Fig. 75): bulls gallop or plunge
with their heads tirned away from the viewer, out of the ficld (compare Pl. 67); a lion leaps on its prey
Or twists in agony to claw an arrow from its side (Fig. 73); wild fowl fly or swim; cattle recline side
by side, the second beast largely concealed or with its head turned away in a simple composition which
successtully defies all the problems of perspective or foreshortening ; sinewy hunters grapple with bulls
and other creatures. Only on the works of MMOor artists are we conscious of techmque and tools. The
best are exquisite studies in miniature sculpture.

Some of the animal devices are heraldically composed—like the lions at an altar or the study of a
bull’s head and sacred double axe on a 1mia flattened cylinder from Knossos—and the other major class
of representations on the seals is concerned with equally formal occasions. Most of these scem to be
impressed by metal rings with oval bezels. From now on this is to be the normal shape for Bronze Age
signet rings. There were few earlier, with round bezels, and even now their loops are too small for a
finger and were clearly meant for suspension only, like the ring seals of the Mesara Group. The bezel
Is set across the axis of the hoop which, in the more primitive specimens, has its ends pushed through
the face of the bezel and flattened on to 1t, while later it is more neatly fitted to the deep back of the
bezel, which is cither shaped to the line of the hoop or grooved like the more elaborate amygdaloids.

The finest rings used on the late scalings show running bulls, sometimes with leapers, and they include
examples which have left impressions on different sites (Figs. 67-70). The semi-architectural ground
Ines, like the spiral fricze, provided for some of these scenes, remind us of their monumental counter-
parts in fresco. More common are what appear to be cult scenes involving priestesses (as Fig. 70), if not
the goddess herself, with sacred trees, jars, enclosures and altars. The subject matter of these scenes has
provoked a flood of speculation about Minoan religion, indeed they are a major source for the subject.
With rare exceptions the figures were cut in a very simplified manner on the bezels, largely determined
by the need to show several figures as well as the furniture of cult. A short-hand of dots and blobs
serves to indicate heads, hair and breasts, and only the heavy flounced skirts encourage attention to
decorative detail. They are rarely impressive on grounds of technique or composition and we are
continually aware that they are reduced and perhaps abbreviated scenes designed for some larger medium.
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Spectal mention must be made of many ot the Zakro unpressions (Pls. 54 50), trom gems which
may probably be identified as the work of a single artist, of rare ability and mmagimation. The devices
are grotesques composed of animal and human parts—heads, buttocks, breasts, tails, wings —with
which Hicronymus Bosch could sell have felt at home., Attempts to explain these in terms of castern
demons are quite futile. The Zakro Master created an ihom which goes far beyond anythmg we can
tind agam in the history of Minoan, or indeed of Greek art. The technique is perfect; on, it scerns, stone
lentoids. The stvle is seen only on the Zakro scalings and no ongmal stones by the master are extant,
although there is a stone reel (Fig. 80) with motfs he created and some of his animal masks are seen on
other lentoids. Presumably the artist was an East Cretan, The reader may judge how dithicult it is to study
the history of an art which can produce surprises hike this.

For any assessment of the style of this period we have to rely heavily on the evidence of the scalings
simce regrettably few original stones of the finest style have been found in datable contexts. A few in
the latest style have been excavated in recent years at Knossos near the Royal Road. However., many
collections can most plausibly be attributed to Mttt M1 and some are llustrated here. Some flattened
cvlinders in Oxtord are among the finest known (Pls. 57-62; colour, p. 39. 11-13). A bull drmking at a
tank 1s leapt upon by a youth, on a stone whose banding makes it impossible to view the device other
than in impression (Pl 58, colour, P 49- 5). A goat is worried by a dog (PL 61—a scene we have met
alrcady on the Phaistos scahngs (Fig. 46), and, with the goat running, m the Hicroglyphic Deposit at
Knossos and our Fig. 56. The rendening s so similar that we might suspect this stone of being another
of the carliest flattened cylinders, even Mmir. A crobats doing handstands had intruded on to hieroglyphic
prisms, and one is wrapped around the fine gold sword pommel from Mallia. The pair on PL 6o perform
a Homerie cabaret (Hiad 18, 60sf.; Odyssey 4, 18£).

There 1s one other important class of gems belonging to this period and yet to be considered. They
are_ commonly nowadays called ‘talisimanic’, a name first given them by Evans because the strange
stylisation of their devices, in contrast with the brithant realism of other and contcmporary gems,
suggested thae their purpose was magical rather than sphragistc. Certainly, only very few examples
of scalmgs from gems of this type are known, but since these few are from four different sites (Knossos:
Gournia and Zakro in the north cast; A. Triada in the south) it suggests that there was no compelling
objection to their use as seals. We can understand a seal acquiring some magical significance by virtue of
its function as a personal signet conveyg authority or securing property. but there seems no strong
rcason why such a very large class of amuletic objects should take the form of seals. Perhaps the most
that we can say is that there may have been a tendency for gems of this class to be used less as seals than as
decorative or even magical amulets. While the usual explanation tor them may be correct I do not stress
1t here sinee there is much about them which is explicable in terms of other trends in Minoan arts, glyptic
mcluded. Few are from excavated contexts, but it seems probable that the north and cast of the island
used them most. These were the areas where the Archaic Prisms too were most popular, and some
amuletic significance has been attributed to these also.

One of the rarer seal shapes usually carries these devices. It is a three-sided prism (as Pl 73; Fig. §2)
with very regular convex faces, giving an impression like an amygdaloid. The latter is also a new shape
and its introduction might have something to do with these new Plump Prisms. Amygdaloids, lentoids
and flattened cylinders also bear these devices, in that order of frequency, and even an occasional cylinder.

Turning to the devices on these stones the first thing to notice is their technique, which derives directly
from the Hoopand Line style of mmi-11, and whose immediate predecessoris that of the fine ‘architectural’
motifs on amin dises. In other words the execution is with broad straight cuts, rounded in outline on the
convex face of the stone, edged by or alternating with sharp narrow cuts, and embellished with Cross
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hatching and free use of the tubular drill. Apart from the drill work, the elements of the cutting are all
apparent, in a more controlled manner, in the ‘architectural’ motifs. These, and in their finest style,
were still current m this period—used on sealings in the Temple Repositories, although probably not
after MM A beautiful variant with a lattice (so-called “ceiling pattern’) is seen on amygdaloids, the
new shape and so mmun at carliest, from Kamilari (Fig. 85) and Episkopi, showing that the best tradition
of this style was maintained, and several lentoids with the pateern must also belong here (colour, p. 39. 6).
The “architectural’ motifs show the application of the technique to abstract or geometric pattern, but
there were also Mmir amimal studies dominated by the Hoop and Line technique, and these too play
their part in the carly history of the gems. It is important to notice that for most of the ‘talismanic’
motifs no freehand cutting or ‘modelling” with the cutting wheel was required and all could be done
with a drill and possibly a straight-edged cutting mstrument like a file (see below, p. 381). The length of
the cuts was easily regulated on the very convex surface of the stone, but they occasionally run on to a
different line or ridge at right angles to them. This cursory and economical technique suggests that we
are dealing primarily with cheap gems. The material is usually cornelian (colonr, p. 39. 8-10) or the
commoner jaspers. It may be this, rather than any non-sphragistic properties which explains their
absence from the palatial archives. If “talismanic” devices were important to Minoans we might have
expected more, or perhaps most, examples to be executed with the care devoted to other intaglios.
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A number of the devices which dety explanation in terms ot objects or animals seem to be disintegrated
“architectural® motits, composed of the usual edged bars which are combined with areas of cross-hatching
and ares made with the tubular drill. The result may still scem broadly ‘architectural’ but some heare,
triangle and diamond shaped composttions are favoured (Pl 70 Figs. 83, 86). A prime intention seems
to have been to create a composition which will effectively fill the field and which often, m common
with the finer Minoan compositions on earlier gems and pottery, owns no top or bottom. The
angularity of the ‘architectural’ patterns 1s lost on the more heavily curved convex surfaces, where 2
straight cut resules in a curved line with rounded ends, and we often see single or double curved bars
at cither end of an amygdaloid, edged in the usual manner and Joined by various sorts of hatching.
Arcs cut over these patterns often give the appearance of eyes or scales, and it is a short step from this
tor the arust to make the natural appearance more explicic (Figs. 82, 89). It is usually thought that the
odder devices are in fact natural forms or figures, stylised out of recognition—by us— for magical
purposes. The alternative explanation, offered here, dertves them from patterns dictated originally
largely by technique, but which gradually were allowed to approximate to recognisable forms. These
tormns are ones which the technique most readily allowed—the long bodies of curtle fish with arc arms
(Pls. 71, 75), or the octopus with blob body and arc arms (PL. 79): jugs with drilled blob bodies and
arc handles (Ps. 69, 72, 73; Figs. 87, 89); the sacred double axe and bulls’ heads are casily rendered
(Figs. 102, 82) and anything from ships (Figs. 98, 99) to insects (Figs. 100, 101) can readily be composed
from these basic clements. Stars, loose arcs or spiky shrubs are introduced in the field. Where no
asstmilation to another form was attempted scholars have been left to wrestle with explanations—
sheaves, tied bundles, even the seed of an extinct North African plant, silphion. Evans demonstrated the
translation of the old ‘archicectural’ motif, with the addition of a ‘gable’, into the common ‘talismanic’
motif which is commonly called a ‘rustic shrine’ (Pls. 73, 76; Figs. 84, 96). But when arc patterns are
added with the tubular drill it has to become a shrine with snakes, and when the arcs take the torm of
the jug handles it can only readily be matched with a far later vase form and any plausible explanation
tor all appearances of the pattern disappears. Another mteresting invention is the ‘lion mask’ type which
seems an independent creation, suggested by a floral pattern (colour, P- 39. 7) and not in any direct line
of descent from the hieroglyphic cats” heads. Other motifs show a fragmentation of these devices. Whether
this is to be regarded as a treatment alternative to that which assimilated the pattern to natural objects,
or as a degeneration of the whole style. is by no means clear on either stylistic or stratigraphic grounds.

In some respects the ‘talismanic’ motifs come closer to the commoner patterns on contemporary
painted vases than we are able to observe in other periods of Minoan glyptic. The ‘bundles’ look very
like the more stylised shell patterns, while the triangles and heart-shaped motifs recall the common
vase devices based on argonaut shells or vy leaves. A painted papyrus with circles on the bloom (from a
fresco) brings us straight to the gems with florals which led to the ‘lion masks’. The fish, especially those
swiniming in parallel, are easily matched on vases, while the arcs of the tubular drill resemble nothing
more than the rock patterns on Marine Style vases of Lm1. The cuttlefish in this form become popular
only later on vases, while other ‘talismanic’ motifs-—the jugs, insects, ships, ‘architectural’ shrines—were
already established in the gem engraver’s repertory. If these observations have any weight they detract
somewhat from any special quality attributed to the choice of ‘talismanic’ devices, and enhance the
suggestion that technique was the dominant factor, and that the suitable subjects may be explained in
terms of tradition or of contemporary fashions in other arts, which no student of gems can afford to
ignore.

[t is hardly surprising that some artists of merit turned this odd obsession with the bare elements of
technique to good effect in composing more naturalistic motifs than are attempted in the main series.
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Thus, between the “bundles’ we find a crab, a fish swims in a spiky grotto or a bird spreads 1t wings
(Pls. 81-83) : the technique no more involved than that used for the ‘talismanic’ gems but now in the hands
ofan artist, not a hack. We shall meet this technical virtuosity again in the succeeding pertod, 1n a some-
what different style (the Cut Style).

The explanation for the ‘talismanic’ series suggested here would be supported 1f it could be proved
that the more explicit devices are the later ones. Unfortunately this is not possible from the evidence
of excavated examples or dated sealings, but we may observe that it is generally with the least explicit
examples that we find the use of the cross-hatched filling, and that this derives mmediately from the
‘architectural® patterns of the preceding period. Later, a single or double zigzag seems to take its place.
A further problem concerns the date of the ‘talismanic’ gems. The tmia finds at Sphoungaras are
important, and the two found in Grave Circle B at Mycenae, at least as carly as the beginning of LHI.
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Itas likely that the mam series begins in aaint and the principal period of production was 1m1. While
they may appear in later contexts there is no strong reason to believe that the production of these
provincial (we may perhaps use such a term here) gems survived the destruction of the provincial centres

in Crete at the end of 1 w1, nor do any of them betray motifs which could only belong to a later period.

MYCENALEAN KNOSSOS (LMIT-1t1A.1)

Ihe palace centres of south and cast Crete and of the northern coast did not survive the cataclysms of
the carlier fiftcenth century. Knossos, however, where the palace had suffered rather less serious damage,
stood after 1450 BC as the sole major palatial site in Crete until it too was overwhelmed i about
1375 BC. In pottery terms this period of Knossian dominance is 1anr and tmiAc 1. The final destruction
by fire baked many seal impressions (Pls. 100, 101 Figs. 116-123), which are one unportant source
for our present enquiry, but also clay tablets mscribed in the Linear B script. These show that Knossos
was in Mycenaean Greek hands at that tme, recetving tribute from and managing afhairs in the whole
of the island. The period had seen architectural changes in the palace—like the installation of a Throne
Room—consonant with Mycenacan rather than Minoan practice, and the distinctive change i the
styles of frescoes and pottery (the “Palace Style’ par excellence) is probably to be attributed to the change
m patrons. Not that Mycenacan Greece had any independent artistic tradition to offer. It learned from
Crete, as we shall see, but even at this stage Greek taste was not inarticulate. It seems very probable that
a Mycenacan Greek took advantage of the chaos in Crete to take over Kiossos and with it control of the
island, possibly not very long after 1450 BC. Minoan art of Tami-a may therefore betray the influence
of new masters. And we shall observe later how Mycenacan Greeks at home had received and reacted
to Minoan art and artists.

In pottery the Palace Style of tmn—mia.1 shows a progressive stylisation of the more free natural forms
of 1M1 combined with a real sense for the monumental. which may be characteristically Greek. Much
the same scems true of fresco painting. All the grace and pattern of Minoan art are still in evidence, but
now more tautly controlled. We must observe whether any similar tendency can be detected in the
gem engraving.

There is on the whole more information about the end of this period than the beginming. The scalings
from the palace at Knossos present some problems since they include many which we might judge to
be from gems cut in a clearly carlier, 1 style. It is not always casy to decide whether these are in fact
strays from a Lmis destruction, or evidence for the continued use of Lmi seals, or evidence for the continued
production of gems in the Lmi style for at least part of the pertod. Other sources are graves in the
Knossos area, both monumental built tombs, like the Royal Tomb. and warrior graves whose turnishing
seems to reflect the new and troubled condition of Knossian life. Recent finds in the tholos tombs at
Archanes south of Knossos seem to belong to the end of the period (Figs. 106-7, 125-6). Tombs at
Sellopoulo are possibly all earlier than the destruction of the palace and they certainly contain gems and
rings of the latest pre-destruction styles (Figs. 108~110). A similar style 1s represented in graves in the
south of the island, at Kalyvia Mesara (as Figs. 105, 111-2, 124) and at Gournes Pedeada, which have been
thought later in date than the Knossos destruction. But it is not possible to divorce them from the finds
of the earlier period and it has been suggested that they are loot from the palace, especially since, at
Kalyvia, they are accompanied by other palatial furniture. If so, the looter was discriminate and chose
remarkably homogeneous groups of gems. It may be that at least some of these burials are of better class
Minoan refugees from the destruction, who lived out their days in peace far from the ruins of the former
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Mycenacan capital of Crete, and who took to their graves the last souvenirs of Knossos’ palauial glory.
But for Kalyvia at least the probability is that it is mainly a cemetery of the pre-destruction period,
assoctated with a yet undiscovered villa dependent on Knossos and helping administer the south of the
island. These are burials of gentry, not looters.

A tomb at Scllopoulo, near Knossos, and excavated only in 1968, is probably the most mformative
for the Knossos destruction period since its pottery dates it clearly to the years just before it, and it yielded
a scarab of the Egyptian king Amenophis I (14051367 BC). The gems are in what we shall define as
the Plain Palatial style, typical of the sealings from the palace. There is a gold ring with a Minoan cult
scene, another with cloisons like an example from Kalyvia and possibly of mainland origin, and a third
with a griffin in what one might more readily judge a mainland style.

The evidence for this period s, then, rich and varied and it is not casy to define clearly the develop-
ment of Minoan gem engraving within it. We shall have occasion to revert to the problems of possible
Myecenacan Greek intervention or taste in the next section, but it should be borne in mind here as a
factor possibly mfluencing the course of the arts in Crete during these years of Mycenacan domination.

The prmcipal shape for gems 1s now the lentoid, and by tmmia at least, as at Archanes, it may be
found with a low conical back instead of the simple convex surface. A few are engraved on both sides
and some are very large—up to 35 mm. across. Amygdaloids are still quite common, more often now
with elegant grooved backs and a special variety is elongated and more barrel-shaped. There are flattened
cyhnders still, an occasional cylinder (Pl 144; Figs. 114, 127) and a few three-sided prisms which usually
now have round faces, like a lentoid, cut with ordinary animal motifs in the new style (Fig. 115) and not
the more exotic subjects which the shape had entertained before. Quite possibly the ‘talismanic’ gems
were sull being cut and several are found in tombs of this period, but we shall see that their distinctive
technique is employed rather for another group of gems, in the Cut Style, and 1t is possible that the
main series had gone out of production. There is one fine all-stone ring (Pl 1105 colour, p. 49. 9). The
materials are as before. Fine agates are particularly popular and hacmatite begins to become fashionable.
In general, though, the range is far less colourful than it had been in MMiu—LMI. A new material, imported
from Greece, is the mottled lapis lacedacmonius (colour, p- 49 10) which was quarried near Sparta. The
softer stones are used also —not the old greenish steatites but a grey or black, which becomes the dominant
matenial in the post-palatial period. The gold rings are larger, often with strong convex faces and ornate
beaded hoops (colour, p. 49. 1; Figs. 124-6). Few rings are of silver or bronze. The technique and style
of the gold rings of this period need not detain us. They show little advance on what had gone before,
with only rare examples of single figure studies, like the bulls shown on the scalings, to match the finer
stone gems. Most carry multi-figure scenes of a religious character, competently gouged in the metal
and designed to be viewed in original not impression. The summary treatment of the heads of figures

47



mvolved in many of these scenes is notable since it is shared by some of the quasi-divine figures on stone
gems (as PLo145) and seems almost strictly and deliberately aniconic.

On the stone gems there are significant stvhistic changes from the normal treatment of animal and
human figures in Mmiu-1mi. Then they had been rendered with a vivid command of movement and
composition which eschewed the bounds of mere anatomical accuracy, and yet they succeeded in
offering some of the finest and truest animal studies in Minoan art. The measure of the change in the
later period can perlaps best be taken by considering first the style which is farthest removed from
the carlier, and which, to judge from its frequent occurrence in the latest contexts, can probably be taken
to represent the favourite style of tmma, the destruction period. We deal mainly with animal subjects.
Bodies are smooth-cut with hardly any anatomical markings or modelling. The tubular drill marks the
large eyes and a blunt drill models chin and Jaw. The muzzles of goats in particular are meagre and
beak-like. Limbs are attached as separate entities rather than an organic part of the body, the sinewy
legs are often shown by two parallel cuts while joints and feet are rendered by drill holes. This we may
call the Plain Palatial Style (Pls. 122-142, 145; Figs. 107-113).

Finer than these are the gems which show rather more detailed modelling of animal bodies, often
with separate lines to define the edge of a belly or neck and shaping the almond cyes with their drilled
pupils rather than reducing them to saucers. Legs are given mass instead of being an assemblage of
sticks, and although the drill helps accentuate Joints and feet it is often disguised by free cutting. On a
number of these the artist uses the tubular drill for patterns in the field and even over the bodies of
animals, and the blunt drill for figurc-cight shicld motifs. Some skill and invention is shown in the
disposition of floral and other subsidiary patterns. Many devices in this, the Common Palatial Style
(Pls. 102-121; Figs. 104-106), are careful and detailed, and their compositions may be skilled but the
figures are lifeless by comparison with finer contemporary or earhter gems and there are many which
lack both this finesse and the gusto of the Plain Style: such are the lons with dull hatched manes and
straight claws.

The Fine Palatial Style (Pls. 85-101) makes a virtue of detail and thoroughly disguises its technique.
Of these the least successful are the most complicated and ambitious, while the best capture something
of the spontancous charm of carlier gems, with studies of waterfowl or massive-bodied bulls. It is
unlikely that the Fine Style survived to the destruction of the palace at Knossos.

This by no means exhausts the repertory of Palatial styles, and there are many poorer stones—and
scalings—mainly of interest for their subjects since they exhibit no technical bravura and several are
simply hand cut in softer stones. Others, with animals whose bodies are mainly drilled with lictle added
detail, may also belong here. Only one class deserves notice—and a name: the Cut Style (Pls. 143, 146,
147, Figs. 114, 115)—for it derives techmcally from the treatment of many of the ‘talismanic’ gems.
Everything is rendered in straight cuts or grooves which only acquire rounded edges or curved lines
from the convex surface of the stone. There are some drilled details, especially on the better picces,
showing griffins with tubular drill eyes and wing markings. We observed a few successful and ambitious
versions in this manner with the ‘talismanic’ gems. The later ones are carcless by comparison, but it is
sometimes difficult to distinguish the classes, among, for instance, the devices showing flying birds.
Most of the Cut Style gems can be placed in this period because a cylinder in this style was found in
a Lmin grave at Knossos (Fig. 114) and it is represented in the sealings from the palace. Morcover, some
motifs roughly recall the better contemporary stones. The style seems also to have been current in
mainland Greece.

In their compostitions the devices on the rings, gems and sealings develop themes already practised
in the Minoan repertory. The Fine Style gems are on the whole the most conservative. The rings and
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amygdaloids generally carry straightforward scenes or single subjects on their long fields, and we some-
times see a ground line drawn to support them. On lentoids too there are plenty of simple studies of
animals or groups, sometimes with a ground line, while there are a tew with the creatures disposed in
two registers. The older motif of a rechning or standing animal with one or more beyond, and some-
times with the bodies opposed, is very popular and some skill is shown in disposing the extra heads in
the field. More common now, and apparently in keeping with what we might expect of Mycenacan
taste, are purely formal, heraldic groups mnvolving deities or altars as centre picces with attendant animals,
In carlier days the characteristic Minoan composttions had been ‘torsional’ and these are not wholly
forgotten. There are still a few whirls, with repeated figures of animals or fish, with or without a centre
picce. Pairs of animals too may be set antithetically, usually back to back, or even two pairs. The most
successtul application of the torsional principle is seen in some animal groups, often of a lion attacking
another beast, in which the body of the attacker curls around its prey. But even these are to some degree
stercotyped, and the brilliant observation of pose revealed by earlier gems is replaced by a highly
competent but formal composition of twisted bodies and limbs. Where one animal is shown we sce
sometimes the coutorted bodies, twisted completely at the centre part, last noted in the Mesara Group.
There has been occasion already to discuss this motif (p- 25) and it has been suggested that it may be
no more than a rather awkward attempt to render a top view of a reclining beast. Now, however,
ditferent types of contortions are practised. as where the torepart of a lion seems folded back across and
below its body (Pls. 91, 114). Here again 1t seems unnecessary to invoke special terminology to describe
artistic licence with narural forms and poses, when all that is attempted is a near-realistic view of a
recumbent ammal, curled up with fore and rear legs lying close together. It is only a degree more involved
than the conmon studies of animals with their necks and heads folded back, as it were, to attend to
suckling young or to scratch their muzzles with a hind leg (compare Pl 133).

The background to the figures is sometimes now supplied with various filling devices. The simplest
are tubular drill marks (also rarely on the animals’ bodies) and the shield patterns, especially on the
Common Style, or linear devices resembling script (as on Pls. 115, 125), but we find also strange objects
which are taken for ‘sacral knots’ and these may even form the main device (Fig. 119). Rarely there are
detached animal heads, or bucrania, and these or other animal heads may also appear as the main device.

The repertory of subjects on the seals attains a richness and range to which full justice cannot be done
in this chapter. Among the animals lions now become an mmportant motif although it is on the main-
land scals that we see the greatest variety in their treatment, and more interest in scenes showing them
attacking other animals or being hunted. They pose a special problem in Bronze Age Greek iconography,
best reserved for a later section. Bulls, goats and horned sheep are otherwise most popular, with a few
pigs and dogs, some flying birds and waterfowl. The compositions of simpler groups of animals have
already been described, as well as the contorted motifs, but there are a few special scenes worth listing.
The bulls may be shown, as before, with the bull-leapers, or entangled in hunters’ nets. Cows suckle
calves, bulls throw their heads back in agony as they are struck by spears, horned sheep are tethered to
columns—an odd motif. Other animals with a spear in their backs are shown as sitting targets. A few
of the hunting scenes show the hunters themselves, grappling with the creatures (Pls. 85, 92, 103),
striking them, or carrying them home from the chase. A unique scene on an all-stone ring has a goat
cart (Pl 110). The human figures are far less effectively rendered now than they had been in Mmi-1mr,
The only individual studies of mmportance show men, usually taken for priests, dressed in a stiff
enveloping cloak and sometimes shouldering Syrian axes (PL 89).

More novelties are monstrous creations, the commonest of which combine an animal torepart, or
sometimes two, with human legs (Pls. 128, 129, 132; colour, p. 49. 10). That the bull-men thus created

-

(3



recall the Greek story of the Minotaur may be quite fortuitous. The monsters are unlike the surrealist
confections of the Zakro Master, but they have a certain organic plausibility, shared by Greek monsters
of the Classical period. Sphinxes and in particular the griffin reappear, the latter perhaps being accorded
some powers as demon-guardian to judge from its importance in the Knossos Throne Room fresco.
But in many scenes griffins, sphinxes or lions seem mterchangeable and particular powers may not have
been generally attributed to different beasts. The Minoans had already in the Early Palace period
naturalised and multiplied the Egyptian goddess Ta-urt (see Fig. 50). This new ‘Minoan genius’ is trans-
lated now into an animal standing on its hind legs, usually a lion, but sometimes a donkey or pig,
dressed in a long stiff cape, rather like a massive wasp’s body (Pls. 118, 119). Normally these genii are
shown carrying jugs, sometimes in pairs grouped around a column, an altar or the horns of consecration.
It they had any religious significance at all it may have been as weather spirits, but they also hunt and
may be seen carrying animal bodies. They are well viewed on stones probably made on the Greek
mainland (Pls. 166, 175). Minoan iconography gives no encouragement to attempts to identify the
functions of particular demons, let alone name them or equate them with later Greek monsters. There
are, however, a few religious scenes in glyptic. Those on the rings are the most explicit and involved,
but it is rare to see excerpts from them—like the goddess with attendants or a single animal —on stone
gems. Instcad we have formal heraldic groups in which animals play an important role. The central
figure may be the goddess or very rarely the young god. Sometimes there is only a column at the centre,
as on the famous Lion Gate at Mycenae, and the creatures may be tethered to it, or, as at Mycenac,
stand with their forelegs on an altar. The strangest form for the goddess shows her headless (or apparently
s0, but on the ring devices divine features are not made clear, as we have observed already), and crowned
with a multdiple horn structure which may be taken for some form of ritual headdress (Pl 145). It has
never been satisfactorily explained—‘snake frames’ has been one description of it. Finally, there are a
few inanimate objects—ships, helmets, the ricual double axes and horns of consecration (seen already
on the ‘talismanic’ gems).



I'his 15 a period of contact between Minoan and Cypriot glyptic, of which there will be more to say.
The Minoan artist more often now attempts the castern eyhinder shape, once with a composttion directly
mspired by the cast (Fig. 127) including some castern motifs, but most of the figures are Minoan and
the style is purely Plain Palatial. Eastern are the two registers (but not with one inverted, as here), the sun
disc, horned goddess with lions and crossed lions in this pose: Minoan the rest-—the griffn charior is
seen on the A. Triada sarcophagus. On the cylinder shown in PL 144, which is also of hacmatite, the
common castern material for the shape and one much used in Knossos at this period, the horned figure
1s a Minoan male and the ‘Minoan genius’ appears. The Cypro-Minoan counterpart to these is our
Pl 206.

In view of the popularity of Horal and marine scenes in the immediately preceding period it is perhaps
surprising that we see so few devices with fish. octopuses or purely floral patterns. But this is not the
only respect in which the repertory of seal devices differs markedly from all the other and contemporary
arts of Bronze Age Greece and Crete. It is a phenomenon which is particularly difficult to comprehend
in the face of the remarkable unity of all the arts in the later Greek period. The gems and rings remain
our richest simgle source of evidence for the tigurative arts of Crete and never so rich as in this, the fast
palatial phase. Evans saw its importance but it is still too readily underestimated. and probably too little
has been done to make the evidence casily accessible and comprehensible to other archacologists and
historians of art.

MYCENAEAN GREECE (LHI-111A)

Through the Early and Middle Bronze Ages the arts in mainland Greece developed in seeming isolation
trom the brilliance of Minoan Crete. In the Early Bronze Age, as we have scen, there was at least in
scal usage some relationship with Crete, as yet not clearly definable, but, after the coming of the Greek-
speakers, in the Middle Bronze Age, there is nothing. The opening of the Late Palace period in Crete
saw the establishment of a number of Minoan settlements or trading stations on Aegean shores, at
Miletus and on Rhodes in the cast, on the Cyclades islands, and nearer the heart of Greece, on offshore
Kythera and Keos. Crete was forcing herself upon the attention of the Greeks. Their own art seems to
have been basically non-representational, so far as we can Judge it from pottery decoration, and the
impact of Minoan art worked a revolution. For the rest of the Bronze Age the story of Mycenaean art
is told in terms of the import of Cretan works, the arrival of Cretan artists, the interaction of Greek
patronage and Cretan style. From the end of the Middle Bronze Age too Greece enjoyed a sudden access
of wealth and power, the political or dynastic origins of which remain obscure. It is exemplified for us
in the finds from the famous Grave Circles at Mycenae, which was throughout this period to be the
most rich and impressive of all the Greek citadel sites.

The carliest of the Mycenae graves are in a later enclosure known as Grave Circle B, and they belong
to what ceramically we would regard as the transition between the Middle and Late Bronze Ages. The
four gems found in the graves are all Cretan—a mmin disc with the head of a bearded man (PI. 44), a
lentoid with a wounded bull, and two ‘talismanic’ amygdaloids. In Grave Circle A, whose burials
immedately succeed those of Circle B, we straightaway observe devices and compositions which deviate
n varying degrees from what is found in 1 Crete. Similar deviations can be observed in the gems
found in Greece throughout this period, which for convenience we may take down to the end of LHIIIA,
after the final dissolution of palatial life and arts in Crete. It is in fact not casy to discover clear criteria
for stylistic development in the mainland gems of these years, even when given both the deduced
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development of the Minoan series and the evidence of many contexts with datable pottery. Mycenacan
artists secemed never able to make progress in the foreign idiom of the more sophisticated Minoan arts.
But the question *Mycenaean or Minoan?” has already been posed and must be faced.

The Mycenae Grave Circle B gems are Cretan. If the Circle A gems seem subtly different from the
Cretan series this can only reflect the taste or instructions of their owners, since 1t 1s inconceivable that
the first gems in this style cut in Greece could have been the works of other than Cretan artists. Common
sense at any rate would suggest that the artists would move to satisfy the new demand and patronage.
Once the studios are established in Greece the ‘nationality’ of the artists and apprentices becomes a
problem of less than academic interest. The idiom is and remains Cretan, the subjects and compositions
are determined in part by the tradition of the craft (wholly Cretan) and in part by the demands and
taste of the patrons (wholly Grecek). The differences in subject matter are casily observed. The difference
in style is in many instances clear, when we compare home Cretan with Greek, but in most cases de-
batable. At any rate, it is questionable how much difference we should expect 1 the products of artists
working in a Cretan idiom for Greek masters, on the one hand in Greece itself, on the other in a Crete
dominated by Mycenacan Greeks, as in tmi-mia.1. What differences there are may admittedly stem
from some basic temperamental difference between Minoan and Greek, and it is rather unlikely that
there were Mycenacan-trained engravers in Knossos. But there may very well have been in Knossos
gems or impressions made in the mainland. When criteria are sought broad principles can be agreed
upon, and Biesantz has best defined what seem to be the basic torsional and interlocking compositions
in Cretan work, and the basic architectonic compositions which better satistied the Greeks. When the
criteria are applied to individual picces the possibilities of disagreement and error are total. They can
lead to the attribution of different sides of the same stone to different artistic ambients, and they breed
petty argument about problems best accepted as insoluble. The most that we can hope for is that some
actual Cretan imports to Greece may be recognised through the attribution of gems to artists whose
other work is from the island; and that—as seems to be the case—the mainland studios developed a
style and tradition of their own, parallel to if subtly different from that of those serving a Mycenacan
Knossos. Some mainland studios would also have tolerated work which is little better than a parody
of the Minoan, and this can be observed in the finds. In the Notes to this chapter mainland finds are
listed as Minoan only where a special type, like the ‘talismanic’, or hand make the attribution certain.
Even this does less than justice to the travelling artist. If much that is left with Greece looks thoroughly
Minoan this gives probably an accurate enough account of a society which was wholly conditioned to
using objects in Minoan style, and to which place of manufacture meant nothing, except when it was a
matter of ordering a particular device. Further progress in this study will lic mainly n the identification
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ot mdividual aroists and studios, partly in more careful attention to 1conographic detail. Neither can be
attempted 1n the limits of this chapter. Before we return to considerations of the Mycenacan style 1t
will be conventent to discuss sources, materials and shapes.

The mmportant carly sources for gems n Greeee are the Mycenae Grave Circles, alrcady mentioned.
'he finds from these carly (111) royal tombs are not matched by finds in later, built tholoi or ‘bechive’
tombs which, at Mycenae, were all plundered in anuquity, but the site and lesser cemeteries near M ycenae
have yielded gems. several in intelligible contexts (Pls. 168-184). Elsewhere in Greece the royal tholos
tombs have been more productive. In L there is the great tomb at Vaphio in Laconia which vielded
the famous gold cups with the scenes of the capture of bulls. Forty one gems and two rngs were found
(see Pls. 154-167), of which twenty three stones and one ring were observed in position within a pit
burial overlooked by tomb-robbers. The gems were clustered at the wrists of the body, but it is unlikely
that they were worn on wristlets (they are beautifully preserved) although this is how they are generally
deseribed. The excavator writes that they were found in piles and he noted traces of wood. They may
have been in small boxes, but stll possibly attached to the wrists or at least held in the hands. The
number 1s exceptional and the suggestion has been made that their owner was a collector. The quality is
mixed but several have good claim to be pure Mioan work and one is a “talismanic’ gem. The warrior
who owned them may have served in Crete and took the gems to his grave with his other trophics of
very mixed origin—the gold cups, foreign alabaster vases, an iron ring. Baltic amber. But most of the
gems are probably of mainland manufacture (one is a very poor copy) and the collection may have been
morce a matter of display—he had eighty amethyst beads on a necklet or pectoral—than connoisseurship.
Other royal tombs with gems and rings arc at Dendra in the Argolid and several in the Pylos arca
(ttn-ma). Minor cemeteries with useful groups are at Prosymna (near the Argive Heracum), Athens
and in Rhodes at lalysos.

Of the cight seals from Grave Circle A at Mycenace five are of gold. of which two are rings of the
Minoan pattern and three are versions of the flattened cvlinder which in Crete is known only 1n stone or
bronze (and once gilt stone, Pl 59). From near Pylos there is another gold seal of this shape (Pl i152),
even more claborate, with a relief net pattern on the back. as well as two long amygdaloids (one on
Pl 151 the other with cloisons on its back). There are many other rings from Mycenae (Pls. 148150, 153)
and other sites. often with elaborately moulded and decorated hoops. A special type deserves attention
here. It is represented by two examples from Mycenae, two from Asine, one from Kalyvia in Crete
(Fig. 124), which may be of mainland manufacture. and. apparently, a Pylos scaling. Their bezels had
been formed not out of a single sheet of metal but by two picces clipped on to a core, so that the device
1s divided lengthways, which recalls the way that fresco backgrounds are treated in separate coloured
bands. On one of the rings from Mycenae the Join was a wavy line, as on frescoes. The cores of the
bezels are described as bronze (Asine). silver (Mycenae). iron (Mycenae) and iron over bronze (Kalyvia).
At Dendra the cores of three rings were said to be made of superimposed silver, lead, copper and iron,
but the intaglio devices, which may have been on separate gold sheet, were not here preserved. In every
other case only one half of the bezel has survived. and although it is generally assumed that the other
half was of gold also, it is odd that it has always been lost or removed before interment. Posably it was
casily detachable, to be kept by a partner and only mounted on the hoop for joint use, as has been
suggested by Platon for earlier ivories in Crete (sce p- 24). Butit may well have been of another material.
probably sitver, which has corroded away. Such bi-metal rings recall a later, Archaic and Classical
Greek practice of mounting a gold stud in a silver ring (see p.157). It is very doubtful whether any
galvanic effect could have been observed from such juxtaposition of metals, although this nught have
been experienced with other metals. It could help explain the ring-kissing practices of later ages and the
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sensation (an electric current passing between the metals) might have been hoped for when the bezel
was licked in preparation for scaling.

The commonest materials for Mycenacan stone gems are as the Cretan, with perhaps a special
preference for the banded agates and onyx. Spartan lapis lacedaemonius was used a little as it had been
in Crete. There are some glass gems, but the intaglios are not cast with the shapes. A rarer material is
amber from the Baltic, used for an amygdaloid at Mycenae; or lapis lazuli from Afghanistan, employed
tor several gems. A remarkable find at Thebes in 1964 throws light on the use of this eastern material.
It comprises thirty castern cylinder seals, of varying dates and proveniences. These may have been the
gift of an eastern king to a Mycenacan whose palace, we know, housed studios for the cutting of
ornamental stones.

Apart from the rings the other seal shapes used in mainland Greece are the same as the Minoan. Lentoids
are rarely cut on both faces, and there are some very large examples of the shape. Amygdaloids are often
clongated and have elaborately fluted backs. The flattened cylinders too may have carved backs, and
all these shapes may be capped in gold at either end by the string holes. The only other stone shape
of importance is the three-sided prism with round faces, which we met in 1mi-1a Crete. There are rare
cylinders, some of them barrel-shaped.

When we turn to a closer view of the style of the mainland gems we find that the main classes which
could be distinguished and even approximately dated in Crete are of little service to us. There is i fact
an overall homogeneity of style in Late Bronze Age Greece where even the devices of the gold rings
have more in common with the style of the cut stones than they did in Crete, except where they are
indistinguishable from the Minoan. In technique the Greek gems relate most closely to the Common
and Plain Palanial styles of Crete, while the Fine naturalistic style, which in Crete was based on an carlier
tradition, is absent. Even so there are differences. The devices on most of the gems found in Greece—
and we might as well call them Mycenacan, however Minoan many may look—are more stylised than,
and stylised in a different way to the Cretan, although in many instances they may admit more detail,
as in the features, manes and anatomy of animals. This is well shown on the finer rings and scals (as
Figs. 128, 129) where the detail may compare with that on the most naturalistic tmr gems, but the style
1s utterly different, as well as the subjects and compositions. Moreover, on the stone gems, the basic
drilling or cutting techniques may remain as apparent as they are on Cretan gems, but they are never
employed as subtly as they were by Minoan artists at home. We miss, for instance, the assurance with
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which the Minoan artist could create brilliant animal studies from the very simplest of cut masses including
completely undisguised drill marks.

In compositions we have alrcady remarked on the more tectonic treatment on Mycenacan gems,
with a structure of right angles and diagonals rather than the subtler Minoan whirls and fluid curvilinear
movement. Even when the contorted creatures, alone or in fighting groups, are admitted, they are
reduced to a pattern of parallels and angles rather than arcs (P1. 169). The purely heraldic, symmetrical
compositions of course express this teeling most completely (Pls. 153, 171, 174, 177, 181). They were
well known in Crete too, but there the lines of the anmmal bodies create a composition of spirals while
in Greece they are built into a more nigidly architectonic pattern. A symptom of the mainland approach
15 the popularity of ground lines for figures.

The fact that virtually all these basically non-Minoan features—the detailed stylisation, the composi-
tions—are apparent already in the gems from Grave Circle A at Myecenace, seems to lend weight to the
idea that mamland studios were well established carly in the Late Bronze Age, and that they perhaps
learned little new from Crete, since in IM/tHII Mycenacan interest in Crete is so strong that 1t 15 not
casy to declare that any particular new motif. rather than style, was a purely Cretan innovation.

Within the period discussed in this section various stylistic groups can be detected. The criteria are
partly technical—the degree of use of the drill for eyes, joints, feet; partly 1conographic— peculiar lion
types; partly compositional —predilection for heraldic or antithetic devices. Within the rich series of
gold rings and seals similar groups can be found and broadly if not exactly related to the stone gem
series. Some preliminary speculation on these groups is confined, in this book, to the Notes, but con-
sideration of the motifs on the Myecenacan gems will provide the opportunity for some discussion of
these matters.

While a great many of the devices on mainland gems derive directly from the Cretan, and differ from
them perhaps only in details of composition, by no means all Minoan devices were adopted, and. of
those that were, some enjoyed a popularity they had not known in Crete. In most details of dress, in the
religious scenes and paraphernalia, the mainland artists depend on Cretan models, as may have Greek
dress-makers and religious colleges. The same symbols and acts are shown, even if deployed differently:
the same axes, horns of consecration, the Minoan ‘genius’ (Pls. 166, 175), goddess or god with animals
(Pls. 160, 161, 16y), worship of trees (Pls. 149, 154), the sacrificial animal on a rable (Pls. 184, 185), the
strange goddess on a dragon (Fig. 128). Among the monsters the griffin is preferred to the sphinx and
we miss the rich fantasy of man-monsters from Cretan gems, as well as most of the ‘talismanic’ motifs.
Scenes of fighting and hunting, however, form a special category. They were not unknown in Cretan
art, but by no means common. In Greece the engravers shared with other artists an interest in these
subjects, and while in Crete we may see the occasional boxing match or the dangerous bull-leaping,
in Greece there are more scenes of men fighting together or hunting wild animals. We detect a more
conscious interest in scenes of everyday life rather than the use of figure motifs for decorative effect, and
this interest comes very close to that feeling for true narrative art which characterises later Greece, but is
quite foreign to Minoan art.

The lion hunt is a case in pomt. In the tH1 Grave Circle A at Mycenae it appears on a gold scal and
the famous inlaid dagger, and it is repeated often later, but is almost unknown in Crete. The lion is the
only real creature to appear in Acgean art of which the question must be asked whether Acgean artists
had ever seen one alive. In Classical times there is evidence for lions in north Greece—the Persian invaders’
camels were attacked by them in Thrace, and Herodotus says that there were many there—but nowhere
else in Greece. There is no archaeological, and of course no literary evidence for them in Bronze Age
Greece. In the eighth century Homer knew about lions, but not all about them—they never roar in his
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poems. They are commonly shown in orientalismg Greek art, but it can be clearly demonstrated that
they are copied from castern models, Hitrite and Assyrian, and not from life. Indeed the artists made
clementary mistakes like giving a lioness a mane and dugs all along the belly, or making the lion crouch
like a dog, rump in air. The Bronze Age Aegean artist made exactly the same mistakes with the lioness
(as Pl g1), and although exact castern models are not as casy to find as they are for the later period,
we may safely assume that the lion, and the lion hunt motif, were inspired by foreign works and the
creature’s reputation, which may explain its special allure for the Greeks. Lions in Cretan art follow a
set pattern, and usually have long. dog-like muzzles (as Pls. 111, 114). In the round there is the fine stone
rhyton from Knossos. In Greece there is more variety. The Cretan type is normal (Pl 171), but we tind
also on gems a type with a shorter, squarer and more realistic head (PI. 155), just like the gold lion head
rhyton from Mycenae, and there are some examples of a compromise between the types, combinng the
high arched forehead with a long muzzle. The square-headed lion, and its plausible behaviour in the
lion-hunting scenes, leads one to suspect that the mainland artists profited cither from more explicit
torcign sources for the beast’s appearance, or possibly from experience, real or reported, of its behaviour.
The type appears carly in Mycenacan art, at a time of remarkable prosperity and interest i1 overseas affairs,
but it could be the creation of one artist who set the pattern to be followed by others.

THE END OF THE BRONZE AGE (1M/1H 111B-C)

CRETE
Minoan art and economics were closely bound to palace life. In the period of Mycenacan domination
Knossos and a few well appointed ‘villas™ in north Crete were the focus for the economic life of Crete,
which scems rather an island of villages once the other palaces had been overthrown and abandoned.
When Knossos and the villas also fell there was no longer any focus or patronage for the major arts,
although this seems a period of relative quiet and prosperity to Judge from the great number of sites
and cemeteries of the thirteenth century e which are found all over the island. Secal usage in Crete
appears to have been much involved with its complicated bureaucratic and economic life, especially
under Mycenaean Knossos, and the tradition had been long and strong. It is not surprising therefore
to find both that seals continued to be cut in post-palatial Crete, and that their quality —in material,
technique and arustry—declined sharply.

Unfortunately only a few post-palatial sites have yielded gems in datable contexts, and of these only
a minority is published. The survival of fine gems from the palace period in some tombs has already
been noticed. “Talismanic’ gems are found too, most of them probably old stones, especially where
their material 1s good. They would have been more easily come by in tmims than in the nineteenth
century AD when Evans found them still worn as amulets. Gems which show a style appreciably different
trom that of earlier periods offer the old themes—lions and animals— rendered in a more stylised and
summary manner, and generally hand cut in softer materials. A considerable number of gems which
have no dated context can with some confidence be attributed to this period on clear grounds of style.

The commonest material is a “steatite’, black or grey in colour, and soft enough for many specimens
to be so badly rubbed from wearing that their devices are indecipherable. Rarely harder stones are used,
usually cornelian, rock crystal or jasper. In the soft material the intaglios are mainly hand cut, but a tubular
drill may be used for eyes, and on other stones there is more haphazard use of the old Hoop and Line
techniques to produce rough animal figures or more formal patterns. The lentoid is the usual shape,
often with a low conical back, with few amygdaloids and flateened cyhnders.



It has often been observed that in the other arts post-palatal Crete reverted to styles and motifs current
betore Mycenacan Greek mtervention. If true, this is barely perceptible in the gems. Some of the subjects
are those of tmn-m1a, especially the figures of lions and bulls. And since so many of these are cut free-
hand and lack any emphasis imparted by more mechanical means of cutting, the creatures look more
like the poorer specimens of the Common Style of carlier gems. Certainly the lion type is just the same
(Pls. 191, 193, 194). There are still animal groups (Figs. 130, 132-3) and pairs of antithetic animals in
the old whirl form, but the more heraldic compositions and contorted figures of the preceding period
seem to be avoided. The Minoan ‘genius” and goddesses return, even a cult scene (11, 188), and occasional
murine motits—fish or shells. Spiky, sickle shaped wingsare a feature of some gems, and there is a tendency
to reduce tigures to lincar lmbs, outline and detail, with little bulk to the bodies and no modelling.
A new motit is the bird goddess (PI. 200), her tail rendered as the flounced skirt and feet of a woman,
her head human or bird-like. Subsidiary patterns—the shields, knots and trees —are rendered as the
simplest lincar forms. Irregular use of the tubular drill alone on some gems produces abstract patterns
(Fig. 131) recalling the more controlled devices on the first Minoan gems to display the technique. The
flying birds present a formn which had persisted on poorer stones since the first main period of the ‘talis-
manic” gems. It may be that ‘talismanic’ gems with the old motifs and on the old amygdaloid shape
were now bemg cut again, in softer stones. Some from a late site (Episkopi Pedeada) are reported and
may be taken with others without provenience. Versions with a ship or ‘lion mask” may be explained
in this way (Pls. 196, 202).

To the late period also may be attributed a number of plump lentoids made of either clear or blue
glass, with animal devices of the usual type. The material had been employed long before in Crete, but
its use for seals at this date may have something to do with the Mycenaean taste for mass-produced blue
glass trinkets and beads.

Tur IsLaNDS

Apart from the basic question of Minoan or Mycenaean the existence of strongly distinctive local schools
in Late Bronze Age Greece has not been considered, nor, m the present state of our knowledge, can
one do more than speculate about the differing styles in, say, the Argolid or Messenia. The Greek islands
that lay between the Greek mainland and Crete may prove more fruitful ground. Many seals have been
found in the islands, and it was the ‘Inselsteine’ —most of which were later recognised as Archaic—which
first stimulated interest in prehistoric seals during the last century. Melos and Thera had been closely
involved in Minoan affairs at the end of the Middle and start of the Late Bronze Age. We may hope
to learn more of Thera from beneath the lava level of the 1mis explosion. Melos has yielded several
Cretan ‘talismanic’ gems of MMii—tmi and a remarkable ivory ring showing a Minoan priestess (Fig. 134).
In the Late Bronze Age the island looked rather to mainland Greece and the range of gems found is
more varied. In 1Hc the islands enjoyed a twilight prosperity denied the main Mycenacan centres and
exploration of late sites, as on Naxos, has produced gems (as Fig. 135), but none demonstrably of post-
1B manufacture.

Another approach is possible. In the Archaic period the distinctive island stone for gems is a pale green
translucent ‘steatite’. There are a very few Bronze Age gems in this material, most of them from the
islands and probably made there. The rounded lumpy cutting of two antithetic goats on a big lentoid
with a conical back, in the green stone, might indicate a local style, and there is an amygdaloid with
similar creatures in the same material (PI. 198): neither with certain provenience but both in the island
stone.
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GREECE

After the fall of Knossos, whatever its cause, Crete had ceased to be organised as a Mycenacan kingdom
and there was no longer patronage for the luxury arts. The seal engravers of Mycenacan Knossos cither
turned to the land or emigrated and there were no longer any active studios in Crete to train artists of
quality or to influence the taste of the rest of the Aegean world. For the last period of the Bronze Age
Mycenacan Greece was on her own artistically, left with the idiom and tradition of a foreign art which,
through import, instruction and imitation, had become the only figurative art it knew.

The demand for and the use of seals continued, but, as we might expect, there is no particular stylistic
or technical advance to note. Motifs and compositions remain as before and some metal rings were
possibly stll being cut, while some were being cast with their intaglios. Generally speaking the more
elaborate subjects were avoided and softer materials were more freely used. On these the simplified
technique produced picces not unlike the contemporary Cretan, with rather simply cut bodies relying
on incised detail and little drill work, as for eyes (Figs. 136-140). Lions and grithns are popular subjects,
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distnguished by therr boldly and usually carelessly marked faces and wings. The sealings from the
destruction level of the palace at Pylos (as Figs. 141-143) offer several utterly debased motifs, and
impressions from a tew finer, carlier rings and gems of Linna style and presumably of 1HINA date, which
had continued n use.

The dissolution of the Mycenacan world is a long and complicated story. For our purposes we may
obscerve simply that by about 1200 B (the transition between L and Luuic) the palace burcaucracies
had been broken. As in Crete nearly two hundred years carlier, this meant the end of writing, at least
for accounts, and the end of the more sophisticated arts which went with palace life and business. But,
agam as m Crete, the wearing and possibly the use of seals continued. An mportant cemetery of this
period at Perati in Attica was well stocked with gems, most of which are obviously survivors from
carlier days. There are, however, some from 1hirc contexts which, taken with unstratified examples
(several from Mycenae which remained occupied in this period), may suggest what seals were still being
cut. All are lentoids in soft grey or black “steatite’. Most have animal devices (as Figs. 144-148)—simple
quadrupeds rendered without detail, with slim curving bodies and legs recalling the style of some of
the latest painted figures on Mycenacan vases. The field is occupied by branchlike motifs—highly
stylised versions of the shrubs and palms on carlicr gems. Sometimes the animal form is barely recog-
nisable, and we find also a simple pattern of opposed concentric arcs (hand cut) which again recall pottery
patterns. With the final break up of Mycenean civilisation in Greece and the attendant depopulation of
Greece m the years around 1100 BC, the craft of seal cutting disappeared, and no continuity whatever —
n material, technique, shape or subject—can be observed in the following centuries or with the resump-
tion of stone seal engraving in the cighth century, although, as we shall see in the next chapter, the Bronze
Age gems of Crete and Greece had a part to play in the story of seventh-century Grecek glyptic.

SEAL USE AND PRODUCTION

Our cvidence for the use of seals in an age with no literary texts has to be taken wholly from the clay
scalings which have survived through the accident of having been baked in a fire. The shapes and the
markings on the backs of these sealings suggest sometimes how they were used. At Lerna (emn) the
lumps of clay had been applied around cords fastening wooden boxes or wicker baskets, while some
are from the shoulders and mouths ofjars. At Phaistos (Mmin) the clay seems to have been pressed over the
cords fastening boxes or cupboards, and wound around pegs. At Knossos the sealings in the Hieroglyphic
Deposit (mmn/m), and the later palace scalings are usually hemispherical or prism-shaped, impressed
around cords fastening boxes or possibly documents. Many of the earlier sealings were countermarked
m Linear A, the later ones in Linear B script, and occasionally Linear signs were incised across the actual
seal impression (as Fig. 123). Similar scalings were found at Mycenae and Pylos (11mms), and at the former
site the mouths of stirrup vases were found closed with scaled lumps of clay. It may be observed that
the castern practice ofauthenticating a written clay tablet with a scal mmpression was not followed in Greece.
Admittedly, the Minoan and Greek tablets generally record accounts and none are letters or state docu-
ments of any importance, even so it is surprising that personal or official stamps were never used upon
them. Only rarely are scal impressions found on clay vases to decorate or identify them. Most instances
belong to 1 Greece, with a few from mm Crete.

The most graphic evidence for how seals were worn is provided by the Cup-bearer fresco from
Knossos which shows a youth with what appears to be a veined stone worn as a wristlet on his left arm.
In burials in both Crete and Greece it has been noted that seals were found at the wrists of the dead,
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numbering between one and four, and we should recall the piles of gems at the wrists of the Vaphio
warrior. They may have been in separate containers, but fastened to the wrists. At Prosymna it scems
that a gold ring was fastened to the forearm. Its hoop was too small for a finger—which is true of most
Bronze Age Greek rings. At Dendra the ‘queen’ had one gem at her left wrist. The left seems generally
although notalways preferred. That women carried seals is suggested too by the clay ‘Dove Goddess from
tmis Knossos, with one at each wrist, and this encourages the identification of seals shown on the wrists
and arms of other clay figures from Crete and Mycenae. There 1s some evidence too that gems were
worn with beads on necklaces, perhaps then as amulets.

Of the workshops for the seals and the engravers themselves we can know little. This was a specialist
craft and had probably been so from an early date. The mwmr studio at Mallia seems not to have yielded
cvidence for the practice there of any other craft. There is no need, for instance, to suspect that the scal
engraver was also a jeweller, although the gold rings at least may always have been jeweller's work,
including their intaglios. Their style seldom quite matches that of the stone seals. And the repertory of
subjects and patterns on the stone seals seems very different from that of the jeweller or vase painter.

In the Mallia workshop were found a bronze file, burin and stone polishers. Unfinished stones showed
that the shape of the seal was wholly fashioned before the engraving was done, and that the boring of
the string hole came last. In a room at the south of the palace at Knossos (tmia) Evans identified a
‘Lapidary’s workshop’. Here ‘steatite” lentoids were found blocked out but without engraving, and
already pierced, but we cannot be sure that they were meant for more than beads. The only stone mtaglio
there was cut on the prepared surface of a stone lump, but this looks more like a trial picce, and not
a scal in the making. Clay nodules with impressions from unfinished gems were also reported. Other
finds i the workshop were what Evans called ‘chessmen’ —cylinders or peg-like picces of marble and
steatite, which Hood has plausibly explamed as the cores from stones being worked with a tubular drill.
There are no unfinished stone vases from this arca (as there were in the cast wing of the palace) and it
may be that it was recogmsed that these waste products could usefully provide raw material for the
bead or seal maker. Slices cut from a cylinder core could easily be worked into lentoids. Possibly this is
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the origm of the low conieal backs to many tyu-ut lentotds, and the peg-like tops to some of the pieces
may be evidence for their treatment wich this purpose n view, at least tor beads if not for seals,

The presence of such a workshop within the palace at Knossos confirms what we have remarked
alrcady about gem engraving being a palace-centred art. There were also jewellers” workshops in palatial

butldings at Thebes in 1y, but there s no clear cvidence that gems were cut there,

AEGEAN SEALS AND THE OUTSIDE WORLD

Not a greac many seals from ourside the Acgean world have been found on Greek or Cretan sites, and
thetr immediate contribution to the development of Acgean glyptic seems to have been shght. We
have observed the introduction of eastern stamp shapes to Greece and the islands in the Early Bronze
Age.and of Egyptian shapes to Crete at the same time. but the characteristic castern cylinder and Egypuan
scarab were only rarely copied with compositions recalling their models, as the cylinders shown in
Fig. 127 and Pl 144. Egyptian scarabs of faience and stone reached Crete from the Early Bronze Age
on, and Greece in the Late Bronze Age. Some have provoked interesting problems of absolute chronology
and at least one appears to have been reworked by a Cretan. From the Near East a number of cylinder
seals reached Crete in the Middle Bronze Age, and both Greece and Crete in the Late Bronze Age. The
carher ones are Babylonian, the later from various castern sources including Cyprus. The remarkable
find of lapis lazuli cylinders at Thebes is a rather different matter, since they seem to be a bulk consign-
ment whose worth was its precious material. Foreign seals in Greece may have been regarded as amulets,
but they could on occasion be used. The impression of an Anatolian stamp was found at Phaistos, and of
a Cypriot cylinder at Knossos. Finally, at the end of the Bronze Age there are found a few Anatolian
‘bullac” with hieroglyphic mscriptions of Hittite type.

The brilhant and distinctive art of gem engraving in Crete might be expected to have had some
mfluence on the work of overseas artists. This is not casy to detect since the transference of some motifs,
like the spirals or the ‘flymg gallop’, might have been effected in other media. But scals are the most
portable of all works of art, and with a glyptic repertory as rich as that of Crete the appearance of
Acgean motifs on foreign seals might reasonably be attributed to the positive influence of Cretan engravers
and their art. The area which seems to have been most susceptible to this influence is Syria and Cyprus.
A number of *Old Syrian’ cylinders include tigures which appear to be in Minoan dress, scenes of bull
leaping and animals in the flying gallop. There may certainly be some connection with Crete here but
there are difficulties—details of dress are different and may indicate local practice. The Syrian style of
cylinders with these motifs is dated very roughly to the Cretan periods MmMin—tmi, when there is evidence
enough for Minoan activity in the eastern Mediterrancan.

The Late Bronze Age cylinders of Cyprus owe much n their carlier and finer style to the so-called
Mitannian seals of Syria. Some of the more elaborate examples carry inscriptions in the Cypro-Minoan
senipt, which seems to have been derived from Creran Linear A in tmr These haematite cyhnders and
their immediate kin also admit some Aegean motifs, notably the Minoan ‘gentus’ with his jug—who
appears on other Cypriot works, but also some animals which in their style and posture are most closely
matched in Crete and Greece. Other seals more trankly adapt Aegean subjects to fit a fricze composition,
to which they are often ill-suited, and admit techniques closely related to the Plain Style of Crete. Here
at least we may be dealing with mmmigrant Cretan artists. Generally the compositions are uncompromis-
ingly hieratic or heraldic. These cvlinders scem mainly contemporary with 1M/tHu-11A | and related
styles continue through s, The Cypro-Minoan style is well shown in Pl 206, one of the finest extant
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examples and hitherto unpublished. Eastern are the monsters with bull head and human body holding a
lon, and with human body and lion legs; castern the winged sun disc and facing horned head of a deity;
mainly castern the crossed lions, but they are not strictly symmetrical and the way that one trails a leg
lends life and interest to the conventional pattern:; Cypriot the four-character inscription above the sun
disc and, apparently, a character  the field; Acgean the genii with their jugs (albeit not beaked, like the
Cretan) who form the centre picce.

From the end of 1 Cyprus received a large number of immigrants, whom we may probably more
accurately call refugees, from Mycenacan Greece. They samulated the Cypriot bronze mdustry, and a
new fashion for stamp seals may also have something to do with the newcomers. The shape—a conoid
with round back and oval face (Pls. 203-205; Fig. 149)—is not Greek, but the devices on many of the
seals owe a great deal to Mycenacan models. The style, however, 15 on some specimens (as Pl 203,
Fig. 150) of a far higher quality than that shown by the latest Greek Bronze Age gems. It sometimes
recalls the finer work of tm/tui-n, as do some of the compositions, like the massive reclining bulls. It may
be that this brief renaissance of the finer qualities of Acgean glyptic is due to artists who were not, by
their homeland training, gem engravers, but engaged in the finer crafts of the end of the Bronze Age,
metalwork, ivory-carving and jewellery. None of these Cypriot stamps scems certainly carlier than the
last phase of tHnB, most are contemporary with Limc and one was found in a 1 HmC grave at Peratt in
Attica. A closely comparable phenomenon in Cyprus at this time is the decoration of gold rings with
cither an intaglio on the metal bezel, or an inset stone mtagho, as Fig. 151, which shows a ring from a
tomb of about 1200 Bc at Kouklia. The style of these is that of the conoids. Different, and probably
mainly earlier, are other Cypriot gold rings of Phoenician or Egyptiau shape with the bezel in line with
the hoop, and not across it as on Greek rings. Several of these carry castern or Egyptian motifs but there
are a few with animal devices of Aegean type.

Finally there is a group of lentoids of 1MmuB style i Oxford, said to be from near Gaza. These have
been taken for evidence of a Cretan colony in the cast. Similar finds from Acgean overscas scttlements
are, however, lacking, and the only scal which accompanied the considerable quantity of s pottery
found in the Near East was a poor glass lentoid, found at Tell abu Hawam in Palestine.
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LIST OF ILLUSTRATIONS TO CHAPTER 11

Measurements are given of the maximum dimension of the intaglio face, in millimetres

COLOUR PLATES

PAGE 29
1 Oxtord CS 41. Green steatite prism. See Pl 7.

to

Oxford CS 98. Green steatite prism. See Pl 0.

3 Oxford CS 109. White agate prism. See Pl. 22.

4 Oxtord CS 170. Green jasper prism. See Pl 13

s Oxford CS 174. Cornelian prism. Sce Pl 48.

6 Oxford CS 121. Chalcedony loop signet. See P, 29.

7 Oxford CS 117. Yellow jasper loop signet. See PI. 23.

8 Oxford CS 139, from Sto Daso, near Zyro, East Crete
(Evans notebook  records *Mycenaean stronghold  Sta
Limnia’). Green jasper loop signet. H.1 3. An example with
the rope moulding on the stalk, which is also facetred. The
device 1s hieroglyphic (not shown).

9 Oxford CS 118. Green jasper loop signet. Sce P, 25.
10 Oxford CS 142. Cornehan loop signet. Sce Pl 36.

11 Oxtord CS 136, from Pediada. Agate stamp in the
form of a sea shell. H.10. The device (not shown) is an S
scroll with branches.

12 Oxford CS 131. Cornelian stamp with S relief back.
See Pl 35.

13 Oxford CS 127. Cornelian stamp in the form of a
human hand, with bracelet. L. 11. The device is a bird and
two circles (not shown).

14 Oxford CS 128, from Palaikastro. Cornelian stamp in
the form of a sleeping duck. L.17. The device is a pattern of
straight cuts and a arcle—basically Hoop and Line (not
shown).

PAGE 39

1 Oxtord CS 132, from Mirabello. Chalcedony stamp in
the form of two joined animal toreparts. L.16. The device
15 a cross and circle (not shown). Evans, Scripta Minoa
(London, 1909) i, P32.

2 Oxford CS 129. Blue chalcedony stamp in the form of a
crouching cat. See PL. yo.

3 Oxford CS 125. Agate stamp m the form of a sleeping
duck. L.15. The device is a bull and bull's head (not shown).

4 Oxtord CS 134, ‘from Sardis’, Sardonyx stamp in the
form of a sitting monkey. H.1s. The device is three S
spirals (not shown). The banding of the stone is explonted
to mark the creature’s muzzle and paws. Compare the
amethyst monkey, CAIS viit, 100.

s Oxford CS 157, from Sitera. Oval haematite bead with
atlarback, pierced across the short axis. L.16. *Architectural’
pattern. Unique shape.

6 Oxtord CS 153, from Central Crete, Red jasper lentoid.
W.rs. *Architectural” pattern. PM 1, fig. 411d.

7 Oxford CS 276, from the Knossos area. Haematite
amygdaloid with a grooved back. 1.2, Papyrus plant and
lcaves. The blobs and broad cut below make the device
approximate to a lion mask. *Talismanic’. PM i, fig. 492¢c.

8 Oxford 1969. 933. Cornelian amygdaloid. L.18. Two
‘talismanic’ bundles with arce patterns. CALS vin, $8.

9 Oxford 1967. 937. Cornelian amygdaloid. See PI. 75.
10 Oxford CS 179. Cornelian amygdaloid. See Pl 72,

11 Oxford €S 200, from Lyttos. Cornelian flattened
cylinder. L.19. A horned sheep. PAL 1, fig. so3a.

12 Oxford CS 203. Steatite flatrened cylinder covered
with gold. See Pl s59.

13 Oxford CS 204. Blue chalcedony Hattened cylinder.
See Pl 6o.

PAcE 49

1 Heraklion, from Knossos, Isopata. Gold Ring. L.23.
Four women are dancing in a landscape of crocuses and
lilies. They wear elaborate Honnced skirts, and are naked
above the waist, with finely dressed hair. Above is another
tiny figure of a woman, and in the field an eye. imit. Tomb
of the Double Axes (London, 1914) fig. 165 PM i, fig. 38;
Zervos, fig. 632; Marinatos, Crete and Mycenae (London,
1960) pl. 111 top left; Hood, Home of the Heroes (London,
1967) fig. 76.

2 Oxford CS 220. Agate amygdaloid. Sce Pl 8.
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3 Oxtord CS 311, Agate lentord. See P 105.

4 Oxtord €S 249. Agate lentord. See P 103

s Oxtord €8 202 Agate flattened eylinder. See P, 58

6 Oxtord CS 236. Haematite lentoid. See P, 6.

7 Oxtord CS 293. Green jasper amygdaloid. See Pl jo2.
8 Oxtford CS 300. Red jasper lentoid. Sce P, 108,

9 Oxford CS j3os. Agate ring. Sce Pl 110.

10 Oxtord €S 322, trom the Psychro Cave. Lapis lace-
daemonus Ientoid. W .2y, A man-bull, with a shicld and
lincar device in the field. P, fig. 2125 1v, fig. §87.
Plain Style. Kadmos v, 1111, no. 11 for the device in the freld.

11 Oxtord €S 320. Agate lentoid. See Pl 122,

12 Oxford €S 9P, White agate lentoid. W21, A man
with two lions. PM iv, fig. 391 bis.

13 Oxtord CS 14P, from A. Pelagia. Agate lentoid. W 3o0.
A hon attacks a bull. Summary version of the Plain Palatial
Stvle.

TEXT FIGURES

Figs. 1-11 From Lerna, the House of Tiles. Clay impres-
sions. Abstract patterns including devices showing a
swastika (4), jugs (8) and a spider (11). Probably made by
wooden scals. FHIL After Hesp. xxvii, pls. 20ff, nos. 9, 23,
34,39, 43, 45, 46, 55, 56, 58, 61. Scale 3:4.

Fig. 12 From Asine. Black stone tabloid with suspension
loop. 43 ~ 32. Relief patterns mcluding spirals. . Asine
(Stockholm, 1938) 241, fig. 173. Delete from IGems C.12.

Fig. 13 From Lerna. Impressed pattern on a clay hearth.
Spirals and amimals. £n. Hesp. xviii, pl. 42: Vermeule,
Greece in the Bronze Age (Chicago, 1964) 39, pl. 4B.

Fig. 14 Heraklion, from Platanos tomb B. Ivory cylinder.
W.32, 28, 1. Lions walk around spirals. 2. Spiral pattern.
PTMpl 13.1104; FKS pls. 1.10, 7.13.

Fig. 15 Heraklion, from Platanos tomb B. Ivory cylinder.
W.18, 16. 1. Lions. 2. Two men with bundles. 1"TAf
pl. 13.1902: FKS pls. 2.6, 7.16.

Fig. 16 Heraklion, from Platanos. Ivory cylinder. W.24.
Cup spirals. I'TM pl. 13.1029: FKS pl. 7.0.

Fig. 17 Heraklion, from Fourni, Archanes. Ivory seal.
W.17. A whirl of goats. FMi—MMmIA. Archacology xx, 277,
tig. 55 BCH xc1, 786, tig. 7; ADelt xxi, Chr. pl. 444

Fig. 18 Heraklion, from Platanos. Ivory stamp. L.30.
Geometric pattern, with border. VTAL pl. 14.1057; FKS
pl. 8.18. Another of this shape and similar scheme of
decoration 1s Oxford 1968. 1844, and of. VTM 115, Ann.
xxxv-xxxvi, s8ff., 1V (Phaistos).

Fig. 19 Heraklion, from Koumasa. Ivory cone. H.26,
W.17. Florals. 17T\ pl. 4.518; FKS pl. 5.3.

Fig. 20. Heraklion, from Platanos tomb B. Stone prism.
L.12. A rosette and florals. I"TA pl. 14.1068; FKS pl. 812,

Fig. 21 Heraklion, from Krasi Pediados. Green stone
stamp. Geomretric pattern. ADelt xii, 123, figs. 15, 16,
no. 1.

Fig. 2> Heraklion, from Koumasa. Ivory ring. L.17. Two
wsects. T pl. 4.646: FKS plos.ar.

Fig. 23 Heraklion, from Mochlos. Stone pyxislid. W.120.
Recumbent dog in relief on the lid. Marmnatos, Crete and
Mycenae pl. 6. Ct. Higgins, Min. Myc. Art fig. 29 (from
Zakro); Beryms i, pl. 29b, ¢ (from Tyhissos?).

Fig 24 Herakhon, from the Trapeza Cave. Ivory stamp
m the form of a monkey squatting on a sphere. H. ¢.45.
Geometric pattern. BSA xxxvi, 96 and pl. 14; Zervos,
fig. 208: Hood, Home of the Heroes fig. 22.

Fig. 25 Heraklion, from Koumasa, [vory stamp in the
torm of a bird with two fledgelings. H.40, W .30. Spirals.
"TM pl. 4.516; FKS pls.1.

Fig. 26 Heraklion, from Fourni, Archanes. Ivory stamp
n the shape of a hare or dog. Scorpions. Ergon 1967,
figs. 106-7.

Fig. 27 Heraklion, from Platnos. Ivory stamp m the
torm of a squatting monkey. H.24, W.26. Three contorted
hons. 'TM pl. 13.1040; FKS pl. 7.8.

Fig. 28  Oxford CS 3. Mottled green steatite prism. L.15.
1. Spiked hooks. 2. Body and leg of a bird (?) and a branch.
3. Animal foreparts (?).

Fig. 29. Oxford CS 19. Mottled green steatite prism.
L.13. 1. Spiked hooks joined. 2. Animal with turned head.
3. Bull’s head.



Fig. 30, Oxtord €S 42, from Mallia. Black steatite prism.
Lo, 1. A bird with turned head. 2. The same, stylised.
3. A boar (7).

Fig. 31 Unknown, from Mallia. Green steatite low prism.
Lias. 1. Two men m a boat, with fish. 2. Hicroglyphs.
3. A man with two goats. Mél. Dussand (Paris, 1939) 1, 122,
fig. 1.

Fig. 32 Heraklion, from Kamilari. Stone button secal.
W.rr. Florals and spiral. Aun. xxxix—xl, o8t figs. 126.1
128, N2. Compare Pl 13,

5

Figs. 33-50 Clay sealings froms Pharstos. in Heraklion.
mamin After the drawings in Ann. xxxvoxxxvi, the seal
numbers of which are here cited after the Fig. numbers.
Hoop and Line style—33-36 (75, 89, 100, 120). Spiral and
loop patterns—37, 38 (138, 135). Florals and scrolls— 3¢
(158) compare our Fig. 32, 40 (165). ‘Architectural’ — 41
(44) from a disc. From hard stone stamps—42 (31) from a
stamp in the form of an animal paw, as our Pl 42, 43 (189)
ahion’shead, 44 (210) a crested owl, 45 (244) a griffin. From
a flattened cylinder (2)—46 (237) a goat on a rock worried
by adog (compare our PI. 61). From oval stamps—47 (231)
alion in a rocky grove, 48 (233) a collared dog in a rocky
landscape, 49 (252) two women and a tree, the lower half
restored (compare the figures painted on a vase from
Phaistos, Schachermeyr, Min. Kultr (Stuctgart, 1964)
pl. 48a-¢), 50 (248; here after Gill’s drawing in Ath. M.
Ixxix, Beil. 1.1) a Minoan demon with a hon head holding
ajug with branches and rocks. Scale ¢. 2:1.

Fig. st Heraklion, from Knossos. Clay sealing. W. of

mnpression ¢. 30. From a large circular stamp with spirals
and florals. Part of two impressions is preserved. PA i,
fig. 151; FKSpl. 16,17, BSAIx, 85, Th. The scaling 1s from
late walls built in the Court of the Stone Spout; see Board-
man, Date of the Knossos Tablets (Oxford, 1963) s1.

Fig. 52 Heraklion S.172, from Knossos, the Hieroglyphice
Deposit. Clay impression. W.8. Circular stamp. In a border
of cats’ heads two stringed instruments, like lyres. MumIL
PAM 1, fig. 2055 BSA Ix, 66, HI. For the lyres see Platon in
Charisterion . . . Orlandon i, 208 ; they may be taken for
hieroglyphic signs, in which case the scheme, with a
decorative border, resembles that of the inscribed Hittite
hieroglyphic bullae.

Fig. 53 Heraklion S.179, from Knossos, the Hieroglyphic
Deposit. L. of whole sealing 30. 1. Impression of prism with
hieroglyphs. 2. Impression of disc with the head of a man
(see PL1g). mmii. PM 1, fig. 2063 BSA Ix, 67, P71 Marburger
Winckelmannsprogr. 1958, pl. 10.1.

MINOANS AND MYCENAEANS

Fig. s4. Herakhon S.144, from Knossos, the | heroglyphic
Deposte. Clay sealing. W18, Impression of a disc, with a
goat. PAL 1, hig. 202d; BSA Ix, 67, Pd.

Fig. ss. Heraklion S.128, from Knossos, the Hieroglyphic
Deposit. Clay scaling. W18, Impression of a disc, with a
tish, octopus and rocks. PM i, fig. 202b: BSA Ix, 67, Pb.

Fig. 56 London 3, pl. 1, from Crete. Agate Hattened
cyhnder. L.17. 1. Hieroglyphs. 2. A running goat, worried
by a dog. n a rocky setting. CMS vii, 35.

Fig. 57 Heraklion, from Kamilari. Stone pear-shaped
stamp. Wit Spirals. Ann. xxxix-xl, 98f, figs. 126.3, 130,
Ny.

Fig. 58 Heraklion, from Mallia. Gold loop signet with
twisted handle and pomted oval face. H.1s5, W.11. Whirl.
BCH Ixx, 8o, fig. 2d.

Fig. 59 Some seal shapes of Early and Late Palace perods.

Fig. 60 Heraklion 1419, from Knossos, the Little Palace.
Black steatite disc. W.17. 1. A bearded head. 2. A bull’s
head. PM. iv figs. 167, 419 bis: CS tigs. 78-9; Marburger
Winckelmannsprogr. 1958, pl. 10.3; Festschrift Matz (Mainz,
1962) 6, pl. 1 (but not, I think, by the same hand as Hera-
klion 1329, 1579). For the bull's head of. CS 200,

Fig. 61 Heraklion 1537. Green Jasper prism. L.17. 1,2,
Hicroglyphs including a cat’s head. 3. A goat, star and
hatching. Kadmos i, 7¢F, pl. 1.1

Fig. 62 Heraklion $.336, from Knossos, the Temple
Repositories. Clay sealing. W.30. Boxers by a column
with rectangular capital. mmums. PAM 1, fig. 5005 1ii, fig. 349
andbid., 4981F. on the scene which appears in stmilar form
on scalings and a relief steatite rhyton (Marinatos, Crere and
Mycenae pls. 100-7) from A. Triada. CS fig. 70; BSA Ix,
71, Lso.

Fig. 63 Heraklion S.386, from Knossos, the Temple
Repositories. Clay scaling. A whirl of horned sheep’s heads.
Mmins. BSA Ix, pl. 5. Lay.

Fig. 64 Herakhon S.383, 395, from Knossos, the Temple
Repositories. Clay scalings. L.24. A figure with pomted
cap, holding a sceptre. A Tion beside him. mmis. PM i,
figs. 363a, sooa; ii, fig. 546 iii, fig. 325: CS fig. 63; BSA
Ix, 70, L46; Kadmos vi, 19.

Fig. 65 Heraklion S.391, from Knossos, the Temple

Repositories. Clay scaling. L.23. Four owls and a rosetee.
MMIB. PA 1, fig. s18f; BSA lx, 70, L38.
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lig. 06 Herakhion S.340, trom Knossos, the Temple
Repositories. Clay sealing. Wi, Two shells. sanms. PAS,
tig. s18h: BSA Ix, 70, Ly3.

Fig. 67 Herakhon $.632-5, from Sklavokampo. Clay
scaling from a ring. W.27. A two-horse chariot. 1a1s. After
Betts” composite drawing i Kadmos vi1, 33, fig. 5. An
unpression ot the same ring tound at A, Triada.

Fig. 68 Heraklion, from Zakro. Clay sealing from a ring.
W.2s. Two hions running over rocks. A palm tree behind.
tmis. Atter Betes, abid., 36, fig. 8. An impression of the
same ring tound at Knossos (BSA Ix, 8o, R37, pl. 14).

Fig. 69 Heraklion S.613-24, 626-7, from Sklavokampo.
Clay sealing from a ring. W.24. A man leaping over a bull.
Spiral ground line. 1mms. After Betts, ibid., g0, fig. 12a.
For the spiral ¢f. our PL 98, and Figs. 119, 124.

Fig. 70 Heraklion S.277-82 and CS 41-28, tfrom Knossos.
Clay sealings from a ring. W.25. A woman scated right,
betore a structure surmounted by horns of consecration.
She 1s approached by a woman carrying a handled rhyton.
Behind the latter and turned from her a third woman is
occupied with some other object, possibly a tree. 1Mis.
PM 1, fig. 4987 1v, figs. 331, 5915 Kadmos vi, 38, fig. 10a
and fig. 1ob for an impression of the same ring from Zakro
(PMn, fig. 499). Thereisalsoa clay ‘positive’ from Knossos,
Kadmos vi, 205 BSA Ix, 98, iii.

Figs. 71-79  Heraklon, from A. Triada. Empressions from
clay sealings. After Aun. vin-ix, 711F, here distinguished by
the fig. number alone. 1 M8

Fig. 71 Loc. at,, fig. 35. From a lentoid (?). Heads of a
facing lion, a bull and dog (?), with a bird.

Fig. 72 Loc. cit,, fig. 112. From a lentoid (?). Two gritfins
with wings displayed, set antithetically.

Fig. 73 Loc. cit,, fig. 69. From a lentoid (3). A contorted
lion, 1ts back picreed by an arrow. Compare our PI. 157
for the subject.

Fig. 74 Loc. ait., fig. 52. From a lentoid (?). A flying bird.

Fig. 75 Loc. cit., fig. 100. From a lentoid (?). A dog
scratching.

Fig. 76 Loc. cit,, fig. 116, From a lentoid (7). A grithin,
rendered in a techmque related to the Cut Style.

Fig. 77 Loc. ct., fig. 139. From a lentoid or ring (2). A

woman carrying a pole over her shoulder from which
hangs a flounced skirt.
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Fig. 78 Loc. ait, ig. 135. From a lentoid (7). A woman.

Fig. 79 Loc. ¢t fig. 141. From a ring (7). Two men,
weanng baggy loin cloths, the second with a cloak wrapped
around the upper body. To the right part of a building (7).

Fig. 80 Pavate. Reel-shaped scal. 1. Two small animals,
seated head to tail and facing. Behind them a palm-like tree.
2. A ftacing lion's mask. For 1 comparce our Pl 5y, JHS xxii,
85, no. 89 and A vinax, fig. 171, pllo15.89; for 2 compare
ibd., fig. 205 and p. 17.167, JHS xxii, 82, nos. 56, 57. The
motifs are those of the Zakro sealings but the faces of the
stone are flag, not convex, and the style is rougher.

Fig. 81 London 1936, 7-21.6. Agate flateened cylinder.
L.20. A bird with plants. CMS vii, 44.

Fig. 82 Heraklion, from Gournia. Agate plump prism.
‘Talismanic® verstons of—1. Two bucrania. 2. Two fish
toreparts. 3. Two pairs of bundles. Hawes, Gonrnia
(Philadelphia, 1908) 54, tig. 30.8. 1 m1B.

big. 83 Heraklion, from Sphoungaras. Cornelian amyg-
daloid. L.1g. “Talismanic’ pattern of ares and cross-hatching.
tmia. Hall, Sphoungaras (Philadelphia, 1912) 70, fig. 45c.

Fig. 84 Heraklion, from Sphoungaras. Cornelian amyg-
daloid. L.21. *Talismanic’ rustic shrine with branches,
LMIA. Splioungaras 70, fig. 45g.

Fig. 85 Herakhon, from Kamilari. Red jasper am ygdaloid.
L8 “Architectural” pateern. Ann. xxxix—xl, 100, fig. 141,
Nis. Compare Heraklion 1452, Festschrift Matz 7 (in-
accurate drawing), pl. 1; CS fig. 153 (as MMIIL: p. 42, 1. 7,
as 1MI).

Fig. 86 Once Dawkins Coll. Green jasper lentoid. W.18.
“Tahismanic’ pattern of triangles and hoops. CMS viii, 71.

Fig. 87 Heraklion, Giam. 381, pls. 14, 29, from Mallia.
Cornehan amygdaloid. L.21. "Talismanic’ kantharos with
a branch in it. Horns of consecration to the right.

Fig. 88 Herakhon, Giam. 342, pls. 14. 29, from Knossos.
Corncelian lentoid. W.13. ‘Talismanic> horns of consecra-
tion with a palm between them.

Fig. 89 London, Mrs Russell Coll: Cornelian amygdaloid.
L.22. "Talismanic’ forepart of a fish, jug and cross hatching,
with a double zigzag. CMS viii, 153.

Fig. 9o Herakhon, Giam. 399. pls. 14, 30, from Siteia.
Cornclian amygdaloid. L.17. ‘Talismanic’ foreparts of
two fish or *bundles’, with cross hatching.



Fig. 91 Ounce Dawkms Coll. Cornelian amygdaloid. L.1s.
‘Talismamc’ pair of ‘bundles” with branches. CALS v, 8.

Fig. 92 Athens 4615, from Crete. Green amygdaloid.
L.18. “Talismanic’ pattern of verticals held by arcs. CAMS 1,
139,

Fig. 93 Athens 4613, from Crete. Rock crystal amygda-
loid. [ 19. “Talismanic’ fish and branches. CAMS 1, 456.

Fig. g4 Athens 4642, from Crete. Agate amyvgdaloid.
L1 “Talismanic’ fish with arcs and cross hatching.
CMS 1, 460.

Fig. 95 London 15, pl. 1. Green jasper amygdaloid. L.1%.
“Tahsmuanic® pattern of arcs and hoops suggesting a crab
(compare Pl. 80). CALS vii, 78.

Fig. 96 Herakhon, Giam. 350, pls. 14, 29. Cornclian
amygdaloid. L.21. “Talismanic rustic shrine’ shown as a
vessel with side handle (compare PL 76). Beside it horns of
consecration with a branch.

Fig. 97 Liverpool B218. Cornclian lentoid. W.14. ‘Talis-
manic’ flying bird. JHS Ixxxvi, pl. 10.5; CMS vii, 259,
Compare PL 74; Fig. 115.

Fig. 98 Loudou 13, pl. 1, from Crete. Cornelian amygda-
loid. L.18. *Talismanic’ ship with cross-hatched sails and
double zigzag suggesting water. AG pl. 4.2; CAMS vii, 104.

Fig. 99 Colville Coll. Cornelian lentoid. W.rs. ‘Talis-
manic’ sailed ship, with oars (?). CMS viii, 106.

Fig. 100 London 28, pl. 1, from Crete. Cornelian lentoid,
W.16. Two ‘talismanic” scorpions. CMS vii, 76.

Fig. 101 Heraklion, Giam. 332, pls. 14, 27, from Knossos.
Cornchan lentoid. W.9. “Talismanic’ spider.

Fig. 102 Heraklion, Giam. 346, pls. 14, 29. Cornelian
amygdaloid. L.14. ‘“Talismanic’ double axe.

Fig. 103 Once Dawkins. ‘Basalt’ lentoid. W.12. *Talis-
manic’ hily pattern with arcs and cross hatching. CA1S vin,
03.

Fig. 104 Heraklion goo, from Knossos, lsopata tomb 1.
Blue chalcedony flattened cylinder with gold caps. L.26.
Two men and a collared hound. Tomb of the Double Axes
fig. 143 Festschrift Matz 9, pl. 1 (and ibid., Heraklion 830,
for the motif, with a Jion, but hardly the same hand). 1 mii.

Fig. 105 Herakhon, from Kalyvia Mesara. Agate lentoid.
W.25. A lion, arrow and the heads of a goat and horned
sheep. Mon. Ant. xiv, 622, fig. 5. LMIIIA.

MINOANS AND MYCENAEANS

Fig. 106 Heraklion, from Fourni, Archanes. Agate len-
toid. W.20. A bull. The device below resembles a shell.
Archacology xx, 278, fig. 7r.; BCH xci, 791, fig. 16. 1MIA. 1.

Fig. 107 Heraklion, from Fourmi, Archanes. Cornelian
lentoid. W.20. Two goats and trees. Archacology xx, 278,
frig. 71.; BCH xc1, 789, fig. 13. IMIIA. 1.

Fig. 108 Heraklion, from Sellopoulo, grave 1. Flattened
cylinder. A bull. Arch. Reports for 1957 pl. 1h. 1mMma. 1. See
the following two.

Fig. 109 Heraklion 1865, from Sellopoulo, grave I.
Lentoid. Human legs and a bull forepart joined. For the
device i the tield, Kadmos v, 111f., no. 15. Arch. Reports
for 1957, pl. . tamia. 1. Compare our colour, p. 49.10 for
subject, style and symbol.

Fig. 110 Heraklion, from Sellopoulo, grave 1. Lentoid.
Two men carrying (?) a stag. Ibid., pl. 1j. 1m0, 1.

Fig. 111 Heraklion, from Kalyvia Mesara. Cornelian len-
toid. W.18. Two goatsand a facing human head. Mon. Ant.,
X1v, 622, fig. 96. LMIIA.

Fig. 112 Heraklion, from Kalyvia Mesara. Cornelian len-
tord. W.17. Two goats and a shield device. 1bid., 620, fig.
92. tmmia. Compare the style of Arch. Eph. 1907, pl. 7.56.

Fig. 113 Heraklion, from Knossos, Hospital warrior
grave Il Agate lentoid. W.34. A goddess crowned by
sacral horns and a double axe, and flanked by griffins. BSA
xlvii, 275, fig. 16, no. 20; Zervos, fig. 629. tmn. Compare
Pl 14s.

Fig. 114 Heraklion, from Knossos, Hospital warrior
grave Il Cornelian cylinder. H.19. Lions and goats. 1 mi1.
BSA xlviy, 275, fig. 16, no. 23.

Fig. 115 From Central Crete. Cornelian plump prism.
1. A goatstruck by an arrow. 2. A flying bird. 3. Plain. PM
v, f1g. 495.

Figs. 116123 are clay scalings from the tmia. 1 destruc-
tion level in the Palace at Knossos.

Fig. 116 Sealing from a ring. A goddess with staff on a
rocky peak guarded by lions. To the right a male worship-
per. To the Jeft a structure surmounted by horns of conse-
cration. PM iv, fig. 597, Ae.

Fig. 117 From the Little Palace. Sealing from a lentoid.
A man carrymg two goats (?) shing from a pole. BSA lIx,
pl. 9.650.
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Fig. 118 From the Livde Palace, Scaling trom a lentoid.
Facing heads of a man and a bull. ibid., pl. 9.053.

lig. 119 Sealing trom a rng. Three ‘sacral knots” between
tigure-cight shiclds. A spiral below. PM v, fig. 597, Ak.

Fig. 120 Sealing from a ning (2). Pattern of double axes
and rosettes. PM v, tig. 597, Ad.

Fig. 121 Sealing from a lentoid. Antithetic pattern of four
kneeling goats with an animal head in the field. PM v,
fig. 597, Be. For the composition and style compare CAMS
vii, 9o (which must, then, be carlier than imiB) and for
thestyle with comparable subject, Arch. Eph.1907,pl.8.117.

Fig. 122 Sealing from a lentoid. Two hounds rampant on
an altar. A star above. PM v, fig. 597, Ag.

Fig. 123 Oxford CS 528, from Knossos, Magazine VIII.
Clay sealing from a lentoid, the face countermarked with
a sign and the back with a Lincar B mnscription. A man
grappling with a bull. PAf v, fig. 6o4b: Kadmos v, 4. For
the subject compare our PL 173 and AG figs. 27, 28.

Fig. 124 Heraklion, from Kalyvia Mesara. Gold ring with
half the bezel preserved. Three figure-cight shields over a
spiral. tvmia. Mont. Ant. xiv, 593, hig. s5.

Fig. 125 Heraklion, from Fourni, Archanes, tholos A. Gold
ring. W.20. At the centre a woman. To the right a youth
pulls down the branches of a tree, set over a shrine. To the
left a kneeling man is looking into a vessel. In the field are
symbols, including an cye, a pillar and two butterflies.
LMHA. L. Archaeology xx, 280, fig. 13.

Fig. 126 Heraklion, from Fourni, Archanes. Gold ring.
A woman and a leaping griffin. Ergon 1967. 96, fig. 101;
BCH xcn, 987, fig. 4.

Fig. 127 Heraklion 1460, from Astrakous, east of Knossos.
Haematite cyhinder. Upper register—crossed lions, woman,
mverted goat (held by the woman?), man, chariot with a
standard (2) overhead, man. Lower register—grithn chariot,
man, vertical winged disc, horned goddess flanked by
hons, man. PM iv, fig. 351; CS fig. 138.

Fig. 128 Athens 8718, from Mycenae, perhaps from the

dromos of the Tomb of Klytaimnestra. Agate lentoid.

W.27. A goddess riding a dragon over stylised rocks
(compare the next). CMS i, 167; Gill, BICS x, i, pl. 2a.

Fig. 129 Athens 7332, from Midea. Agate lentoid. W _40.

A hon attacks a bull over rocky ground, represented as on
frescoes (and cf. CAS i, 167). 1HI-HA.L. CMS 1, 185.
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Fig. 130 Heraklion, from Olous. Black steatite lentord.
W.17. A hon attacks a bull. van Effenterre, Necr. de Mira-
bello pl. 47.0.122. 1M,

Fig. 131 Athens 4623, from Crete. Lentoid. W 17. Hoops,
CMS, 431.

Fig. 132 Heraklion, from Maleme. Bronze flattened cyl-
inder. A cow suckles a calf. { mis. Praktika 1966, pl.161a;
BCH xdi1, 790, fig. 1.

Fig. 133 Heraklion, from Maleme, Agate flattened cyl-
inder. Two deer. Prakiika 1966, pl. 161b; BCH xci, 796,
fig. 2. 1MIB.

Fig. 134 Athens 5877A. Ivory ring from Phylakopi,
Melos. W.15. A woman before a structure surmounted by
horns of conscecration. Behind her palm leaves and rocks.
Hoop and bezel are made of a single piece, the hoop being
broad, flat and ribbed. CAMS 1, 410.

Fig. 135 From Naxos, tomb B. Flattened cylinder. A man
standing holding a staff. Beneath his arm a rthyton, sword,
Jug and basket over a table. Before him a palm tree. Ergon
1959, 127, fig. 135; Vermeule, Greece in the Bronze Age
290, fig. 4; Praktika 1959, pl. 155b. 1hmc.

Fig. 136 Athens, from Pylos, Akona tomb 2. Chalcedony
lentoid. A man leaping over a goat. Praktika 1963, pl. 89b;
BCH Ixxxviii, 749, fig. 7. 1Hs. For the motif in this form
with a bull f. CS 248-9; CMS |, 4083 Munich i, 45, pl. 6.

Fig. 137 Sparta, from the Menclaion. Clay sealing from
alentoid (with string). Bicorporate deer and branch. BSA
xvi, o-11, pls. 3, 17 top. LHIIB.

Fig. 138 From Kea, the Temple. Agate lentoid. W.27.
A lon and a floral. Hesp. xxxi, pl. 101f. For subject and
style cf. Indiana 1.

Fig. 139 Athens 8084a, from Perati, grave 1, pit 2. Gold
ring. L.25. Two goats and branches: badly worn. CMS 1,
390. LHIIC.

Fig. 140 Athens 8093, from Perati, grave 1, pit 2. Agate
lentoid. W.20. A quadruped. Summary Cut Style. CMS 1,
394. LHIIIC.

Figs. 141143 are clay sealings from the tnms destruction
level in the Palace at Pylos.

Fig. 141 Athens 8524, from Pylos. Clay sealing. W.26.
Quartered device with four deer. CAMS 1, 323. Compare
Indiana 3 for the subject and possibly the hand on an agate
lentoid from a ‘tomb in Boeotia’.



Fig. 142 Athens 8505, from Pylos. Clay scaling. W.22.
A man grappling a bull. CMS i, 342.

Fig. 143 Athens 8509, from Pylos. Clay scaling. W22,
Two hons attack a deer (?). CMS i, 308, Contrast our
Pl 179 for treatment of the same subject.

Fig. 144 From Marathia, tomb 2. Lentoid. Styhsed goar.
BCH Ixxxvin, 762, figs. 1, 2: Praktika 19603, pl. 1674, b.
LHITIC.

big. 145 Athens 1390, from Mycenae. Serpentine lentoid.
W.16. A goat, with rough cut filling ornament. CAIS 1, 27,

Fig. 1460 London 214, pl. 5. Black steatice lentord. W16,
A tigure-cight shield. CALS v, 203,

Fig. 147 London 03, from Mycenae. Brown steatite len-
toid. W.16. A goat. CMS vii, 205,
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Fig. 148 Oxtord 1967. 942. Brown steatite lentoid. W .21
A goat and branch. CMS viin, 9%,

big. 149 Conoid seal shape.

Fig. 150 Nicosia, from Enkomi (with 1his pottery).
Conoid stamp. A ‘Philistine’ warrior with feather head-
dress and round, bossed shield. 4.4 1962, 18, tig. 11; BCH
XCl, 145, tige 112 Enkomi i, front., pls. 184, 187 (184).

Fig. 151 Nicosia, from Koukha, Evreti tomb %, Gold ring
set with a lapis lazuli (2) ringstone. Diam. of hoop 25. Two
bulls reclinmg. Cypro-Minoan characters in the field.
BCH xcn, 157-61, tig. 1, 2; on the find, ibid., 162ff. For
similar bulls on ringstones of. Hesp. Suppl. viii, pl. st
London 103, pl. 2: and on the ivory box, Karageorghis,
Myc. Art in Cyprus (Nicosia, 1968) pl. 42.2. The type s
common on conoid stamps.

BLACK AND WHITE PLATES

“Asterisked numbers indicate that the prece is illustrated i oviginal. All other pliotographs show 1mpressions

Pre-Parariar Crrrr

PL 1 Heraklion, from Platanos. Ivory cylinder. W.35s.
Lions and spiders. The other, smaller end shows three
scorprons. PAL, tig. 87,45 1T pl. 13.1039: FKS pls. 1.6a,

7.1.

Pl 2 Heraklion, from Marathokephalo. Ivory cylinder.
W.3%. Lions and scorpions. FKS pl. 1.2.

PL'3 Heraklion 1201, from Marathokephalo. Ivory cyl-
nder. W.37. A man and two lions on either side of a line
of spirals with leaves. The other, smaller end shows spirals.
PAM 1, fig. 87.6. FKS plo1.1: CS fig. 41

PlL. 4% Herakhion, Giam. 2, pls. 1, 15. Ivory seal in the form
of amonkey. H.32: 23 » 28. Two leaves and lines of spirals,
Marmatos, Crete and Mycenae (London, 1960) pl. 12.
Rephca of the Platanos seal, I'TA pl. 13.1040.

Pl 5 Oxford CS 38, from Laske Turleti. Mottled green
steatite prism. L.12. 1. A man seated before a marked table,
2. A man fashioming a large clay pichos with four side
handles: to the left a small animal (2). 3. A whirl of goat
and dog (?) heads, including ewo forelegs. PAL 1, fig. 93a;
v, fig. 464.

PL6  Oxford CS 39, from Kastelli Pedeada. Grey-green
steatite prism. .12, 1. Two women and a star. 2. A muan
seated before a vase with a crescent device above:: perhaps
akilnor oven. 3. A man and threc jugs. PAM i, tig. 93b.

Pl.7 Oxford CS 41. Green steatite prism. Las. 1. A
handled jar. 2. A bird with turned head. 3. A star. Sce
colour, p. 29.1.

PL. 8% Oxtford CS 36, from Mallia. Buff steatite tabloid.
1412 - &1 Aman 2. A fish. 3. A man carries two goats,
slung from a pole. 4. A dog curled up. PM iv, fig. 466
(side 3).

EArLY Paraces

Pl.g Oxtord CS s1. Dark green mottled steatice prism.
L6, 1o A man with four vessels suspended from a pole.
2. A scated man and a goat’s head. 3. A recumbent bovine.

Pl 1o Oxtford CS 98, from Kritsa. Green steatite prism.
L.16. Hicroglyphs on all three sides. PA i, fig. 143¢,d;
Scripta Minoa (London, 1909) 1, 7. See colour, p-29.2.

Pl 11 Oxtord CS 419, from Mallia. Buff steatite prism.
L1710 Aship. 2. A boar and a bird (2). 3. Two suspended

vessels, set antichetically.

PL1z Oxford CS 71. Grey-green stcatite prism. L.20.
1. Asship, with spirals. 2. Two seated men, set antithetically.
3. A floral and spiral pattern.

PLo13* Oxford CS 74, from the Mesara area. Green
steatite button. W.rs. A cup spiral and fAoral pattern.
Seripta Minoa i, fig. 78. Compare Fig. 32.
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Pls. 14, 15* Herakhon 179, 180, trom Knossos, the Fhero-
glyphic Deposit. Clay scalings. The heads ot a muan (sce
fag. 53) and a youth. mau P, tigs. 201a,b: BSA Ix, 67,
P71, PE Marburger 1Wing kelmannsprogr. 1958, pl. 10.1, 2.

PL 16 Oxford €S 112, from Central Crete, Pale agate
disc. W.17. Three palim trees and rocks.

Pl 17 Oxtord CS 155. Rock crystal disc. W12, *Archi-
tectural” pattern.

PL 18" Oxtord CS 191. Green Jasper disc. Wiois, Two
dolphins with weeds.

PL 19 Oxford CS 113, from Sphakia. Rock crystal disc.
W.18. 1. A boar. 2 A dog attacks a recumbent goat. Com-
pare the style and subject of CMS vii, 45,

Pl. 20 Oxtord €S 156. Rock crystal disc. W.17. *Archi-
tectural’ pattern. PM 1, fig. 411¢; 1v, fig. 418b.

PL 21 New York 12.214, from Lasithi. Agate disc. W15,
A horned sheep beneath a strip of ‘architectural’ pattern.
PM 1, fig. so3b; iv, fig. 418a; Evans pl. 1.95 AJA Ixviii,
pls. 1.21, 3.15.

Pl.22 Oxford CS 109, from Papouda, near Lyttos.
White agate prism. L.17. Hoop and Line patterns on the
three sides. Note that the sinkings were also cut with a
tubular drill, leaving a centre stalk which was broken
away. PM i, fig. 341. See colour, p. 29.3.

PL 23*  Oxford CS 117, from Knossos, said to have been
found with mmut polychrome pottery. Yellow jasper loop
signet. H.1s, W.13. Cross of cup spirals in a hatched border.
Scripta Minoa 1, fig. 89; PM ii, fig. 110A,0. Unusual
features here are the material, rolled stalk (cf. CMS viii, 33),
hatched border to the central pattern. There is a superficial
resemblance to later Hittite stamps, and the material is
known in the east. Sce Notes to Chapter 1. See colour,

p-29.7.

Pl 24* Oxford CS 165. Pale agate octagonal prism. L.19.
Hieroglyphs. BSA xliv, 326ff.; Kadmos ii, $4ff, pls. 1, 2.

PL 25 Oxford CS 118. Green Jasper loop signet. W.10.

A crested owl and a flower. The tubular dril] has been used
only on the eyes (pace CS). Sce colour, p-20.9.

PL 26 Oxford CS 151, from Palaikastro. Black steatite
four-sided prism. L.17. Hieroglyphs. Scripta Minoa Pas.

PL. 27 Oxford CS 167, from the Heraklion area. Green

Jasper prism. L.13. 1. Head of a calf, ear of corn, woman
with raised hands, blob whirl. 2, 3. Hieroglyphic signs, each
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mcluding a calf”s head. For the central symbol see now
Bramgan, Kadmos iv, 81 ; cf. v, 115—7.

PL 28  Berlin F 88, pl. 3 and tig., D 10, trom Crete. Yellow
Jasper loop signet. W.16. Two dolphins and two dot
roscttes.

Pl 29 Oxford CS 121, from Kedri near Hierapetra.
Chalcedony loop signet. H.1g, W.15. Two goats on rocks,
a tree at the side. Only two sizes of tubular drill used
(pace CS). Seripta Minoa i, fig. 87: PM i, fig. 204m; iv,
tig. 417. See colour, p- 29.6.

PL 30 Oxford CS 122, from Archancs. Green Jasper
loop signet. H.13, W.13. The signet has an oval member
below the loop. A sphinx with flying locks. A beard is
probably not intended since the chin is clean.

PL 31 Oxford CS 138, from Kalochorio. Chalcedony
loop signet. W.1y4. Hieroglyphs. Scripta Minoa i, P3g.

PL 32 Basel, Erlenmeyr Coll. Black Jasper loop signet
with scalloped edge. L.13. Hieroglyphs within a spiral.
Kadmos iv, 2, figs. 3,4c.

PL 33 Oxford CS 141, from Gortyn. Chalcedony stamp,
with relief'S back. L.13. Hieroglyphs including a cat’s head.
Scripta Minoa 1, P34.

Pl 34. New York, Velay Coll., tfrom Central Crete.
Cornelian loop signet. W.13. A star in a floral hoop.
Evans, Selection no. 4; SM i, Pgo*.

PL 35 Oxford CS 131. Cornelian stamp with relief S
back. L.15. Circles and buds. Sce colour p.29.12.

PL 36 Oxford CS 142, from Kedri. Cornelian loop signet
with a four-lobed face. W.8. A lion’s head. See colour,
p- 29.10.

PL 37 Bonn. Rock crystal loop signet. W.12. A lion and
tree.

Pl 38* Oxtord CS 62, from the Mesara (7). lvory stamp
seal in the shape of an owl. H.16, W.13. A spiral and buds
(7). PM iv, fig. 410bis.

Pl 39* Oxford CS 8s. Grey steatite stamp seal in the
shape of animal foreparts, crossing. H.8, W.10. Cross
pattern. The material of this is as the next two and CS 87,
88, 92.

Pl 40 Oxford CS 129. Blue chalcedony stamp seal in the
shape of a crouching cat. L.14. A cat with spiral hind-
quarters, and flowers. Sce colour, p. 39.2.



PL 41 Oxford CS 86, from A. Pelagia (?). Grey steatite
stamp scal in the shape of the forepart of a monkey. H.12,
W.12. Cross pattern. The patinated surface 1s rubbed, not
glazed, 1t seems.

PL 42% Oxford 1967. 924. Mottled green steatite stamp
seal in the shape of a cat’s paw. H.13, W.8. Cross pattern.
CMS viii, 32.

Tur Late Paraces

PL 43* Oxford CS 170. Green jasper prism. L.17. 1. Four
cats” heads. 2. A goat, a bird and a tree. 3. Hieroglyphs,
including a calf’s head and lyre (cf. Fig. 52). 4. Hieroglyphs.
PM 1, fig. 204n. See colour, p. 29.4.

Pl 44* Athens, from Mycenae, Grave Circle B, grave
Gamma. Amethyst disc. W.9. Head of a man. Marinatos,
Crete and Mycenae pl. 212 above; CMS i, s; Marburger
Winckelmannsprogr. 1958, pl. 10.4; Vermeule, Greece in
the Bronze Age (Chicago, 1964) pl. 11c.

Pl 45 Oxtord CS 169. Chalcedony prism. L.18. 1. Facing
head with flowing locks (compare the sphinx on PI. 30).
2. Hicroglyphs including a device incorporating florals and
recalling an animal mask. 3. 4. Hicroglyphs. PA i, fig. 207c.

Pl. 46 New York 26.31.157. Blue chalcedony prism. L.15.
1-4. Hieroglyphs including the representation of a flying
ant or wasp. AJA Ixviii, pls. 1.18, 2.4. Compare Scripta
Minoai, Psiaand p. 212. Perhaps MM, late.

Pl. 47 Berlin F s8, pl. 2, D 6, from Crete. Green Jasper
prism with circular faces. L.g. 1. A bird preening. 2, 3.
Hieroglyphs. Scripta Minoa 1, P31.

Pl 48* Oxford CS 174, from Lasithi. Cornelian prism.
L.18. 1. A seated cat with hieroglyphs, 2, 3. Hieroglyphs
with formal patterns of buds and palmettes. Scripta Minoa i,
P235 PM 1, fig. 207a. See colour, p. 29.5.

PL 490* Oxford CS ¢S, from Knossos, the Temple
Repositories. Clay sealing. W.20. Y pattern over bound
tendrils. Mmmut. The monf is obscure and not obviously
floral. PM i, fig. 518j; BSA Ix, 70, L7, 40.

PL 50* Oxford CS 250, from Knossos. Gold ring. L. 22.
A building with a large doorway showing a pillar within,
and with trees on its roof. Before it a tapering column. On
paving a woman, in flounced dress, naked above the waist,
salutes a small male figure holding a staff who might be
leaping from the building or pillar. PM i, fig. 115,

Pl s1* Oxford CS 30S, from Zakro. Clay scaling. W.15.
One view shows two of the three impressions, and the arca
striated by the cords onto which the clay nodule was
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pressed. The other view shows the third impression a
monster compounded of a facing head, two wings and
teline (2) legs. imis. JHS xxii, 84, no. 78.

PL 52+  Oxtord €S 118, from Zakro (?). Clay scaling.
W.12. One of three impressions on the nodule. A monster
with featureless head, wings and a woman’s flounced skirt.
LMIB. JHS xxi1, 79, no. 21. The alleged provenience (Knos-
s0s, Harbour Town) 1s almost certainly wrong; sce Pope,
BSA lv, 205, n.10. The figure anticipates the later bird-
goddesses (our Pl 200) and of. PL. 53.

Pl s3* Oxford CS 39S, from Zakro. Clay sealing. W.13.
One of two impressions on the nodule. A monster com-
pounded of a bird’s head, woman’s breasts and arms and a
multiple fantail. 1yvus. JHS xxii, 79, no. 23.

Pl s4*  Oxford CS 248, from Zakro. Clay sealing. W .13,
1s. Two impressions. 1. Two crested birds, or possibly
two cared owls (a Cretan species— skops) with facing heads.
Behind them a spiral-lily pateern. 2. The mask of a fox )
Joined to a fantail and butterfly wings decorated with
rosettes. tMiB, JHS xxi1, 83-5, nos. 89, 71. For i compare
Fig. 8o.

PL 55* Oxford CS 16S, from Zakro. Clay sealing. W.14.
One of two impressions on the nodule. A bird, its wings
replaced by bent limbs, apparently feline. v, JHS xxii,
88, no. 129.

PL 56+ Oxford CS 228, from Zakro. Clay sealing. W.11.
One of three impressions on the nodule. The heads and
necks of two dogs or dragons (hardly birds) joined to a
fantail. tMiB. JHS xxii, 82, no. 3.

Pl 57 Oxford CS 201, from Rethymno. Agate flattened
cylinder. L.1g. A wild goat leaping over rocks; a tree
behind. The stone is perforated twice (and athird attempted)
for use as a spacer bead. PM i, fig. 204r.s; iv, fig. 439,
Suppl. pl. s3a.

Pl 58 Oxford CS 202, said to be from Prienc. Agate
fattened cylinder. L.21. A bull, apparently drinking at a
tank decorated with crosses. A man is leaping on to its
neck from above, grasping its foreleg. PM iii, fig. 1295 iv,
Suppl. pl. 54¢. A recess at the edge of the central court of
the Palace at Phaistos is painted in the same manner as the
tank. This has suggested that the gem shows an episode in
the bull-leaping games taking place in a palace court
(Graham, AJA Ixi, 255 Ward, Amiguity xlii, 117).
See colour, p. 49.5.

PL 59 Oxford CS 203, from Palaikastro. Black steatite

flattened cylinder, with heavy gold plate. L.16. Two
dolphins in a rocky setting. PM iv, fig. 441, Suppl. s4b.
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Ihis 15 the only @il seeanee mtagho known, but there 1s
some evidence tor the gilding of relief steatite vases. See
colour, p. 39.12.

PL 6o Oxtord CS 204, trom the Knossos arca. Vemed
blue chalcedony flattened cylinder. L.21. Two acrobats
with teather caps turming somersaults i a ficld of hlics.
PA v, gl 443, Suppl. pl. s45. For acrobats on other seals
see Arch. Eph. 1907, pl. 6.38; PM v, tig. 444 (CMS 1, 131);
AJA Ixvi, plo 2.1 The acrobats i Homer, Picard, Rev.
Arch. 1937, 84t See colour, P 39.13.

PLoor Oxford CS 227, from Archanes. Veined blue
chalcedony flattened cvlinder. L.is. A goat on a rocky
ledge being worried by a dog. Possibly unfimished. PAf
v, fig. 453, Suppl. pl. s34, For the subject compare our
Fig. 46.

Pl.62. Oxtord CS 205, from Knossos. Mottled chalce-
dony flattened cylinder. 1.19. A man holding 2 fish and
an-octopus. PM 1 fig. 4975 v, fig. 440, Suppl. pl. s4c.
Compare our Pl 107 for the subject.

Pl. 63 Heraklion, from Gournia. Flattened cyhinder. L.1s.
A bull, with ‘architectural’ pattern background. Gournia
54, g, 27: Zervos, tig. 304¢; CS fig. 52. Ina manmn deposit.

PL6g. Oxtord CS 161, Agate lentoid. W.12. *Archi-
tectural” pattern.

PL 65 Oxford CS 234. Haematite lentoid. W.i3. A
butterfly. The hines joining body and wings assimilate the
motif to the cac’s head. They appear also on the A. Triada
sealing, Ann. viii-ix, fig. 58 and cf. PM iii, fig. 98 (CS 302;
with the lines in “profile’); iv, tig. 966: Gournia fig. 8.2;
CMS vir, 715 vii, 1525 BSA linn-hv, pl. 62. 11 4.

PL 66" Oxford CS 284 Grey steatite lentoid. W20,
A man with a baggy loincloth (cf. our Fig. 79 and CS 159)
and a woman, making the gesture of adoration. Possibly
later, but recalling the figures on A. Triada sealings.

PL.67  Oxford CS 236. Haematite lentoid. W.18. A bull
caught in a net, its head turned away. For the motif cf. the
A. Trada sealings, PM v, tigs. §53—4: a lentoid from Sun-
wm (Arch. Eph. 1917, 196, fig. 8 centre below; Richter,
Engr. Gems no. 67, as Archaic!); CMS viii, 52, Cretan
hunters caught bulls n nets; compare the scene on one of
the gold cups from Vaphio, Marinatos, Crete and Mycenae
pl. 179. See colour, p. 49.6.

Pl o8 *  Oxtord CS 240, from Central Crete. Red Jjasper
lentoid. W.17. A bitch scratching herself. For the subject
cf. sealings from A. Triada, Ann. viii-ix, 110, fig. 100 (Fig.
75) and Zakro. tig. 176; and contrast the later, mainland
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treatment, CAIS 1, 255-6. Notice the way the forelegs are
twisted backwards, as with the contorted anmmals, where
also the pose 1s in fact reahstic,

PL 6y Oxford €S 262, Agate lentoid. W.17. Two
‘talismamc’ jugs and a branch.

Pl 70 Heraklion. Cornelian lentoid. W.rs. ‘Talismanic’
motif, heart=shaped, with florals and cross-hatching.
PMu, fig. 219, CS tig. 144,

PL 71 Oxford CS 183, Cornelian amygdaloid. .20,
“Tahsmamc’ cutdetish (not “an msect’), with crosses in the
ﬁcld,

PL. 72 Oxford CS 179, bought at Xero. Cornelian
amygdaloid. L.22. “Tahsmanic’ jug beside horns of conse—
cration. Hoops m the field. The jug and horns are com-
monly associated on these stones. PM iv, fig. 373b. See
colour, p. 39.10.

PL 73. Herakhon 130. Cornelian plump prism. L.21.
‘Talismanic® motifs: 1. A ‘rustic shrine’. 2. A jug. 3. A
kantharos. Arch. Eph. 1907, pl. 7. 47.

PL 7547 Oxford CS 187, from Knossos. Amethyst claw-
or tooth-shaped pendant. L1y, *Talismanic’ flying bird.
P v, fig. 497. Other amulers of this shape are listed in CS,
and see Praktika 1967, pl. 187b.

Pl 75 Oxford 1967. 937. Cornelian amygdaloid. L.20.
‘Talismanic’ cualetish with two small fish, CMS v, 62.
Sec colour, p. 39.9.

PL 76 Oxford CS 254, from East Crete, Agate amygda-
loid. L.22. “Talismanic’ rustic shrine with handles, Kenna
describes this as a ‘shrine surmounted by two snakes’, but
snakes seem not to have interested the “talismanic® cutters,
and the *baetylic stone’ in the shrine is a deep cut lending
body and verisimilitude to the motif in its role as a vessel.
There seems one small side handle too, recalling the
handled and conical-lidded clay vessels of later date, which
are more squat in protile.

Pl 775 Oxford CS 229. Haematite flattened cvlinder.
L.1o “Talismanic’ fiying fish with weed and cross-hatching
(net?).

Pl 78, Heraklion 747, trom Mochlos, tomb I. Rock
crystal lentoid. W.23. A dolphin, fish, cuttlefish and star-
fish or sea-urchin. Hoops (rocks?) in the field and a branch
(part missing in the impression shown) round half the
device. Seager, Mochlos (Boston, 1912) fig. 6; Zervos,
fig. 437: CS fig. s0. mmm? Kenna may be nght n associa-
ting this with the Early Palace discs, CS p. 36.



PL 79 Oxford CS 281. Green jasper amygdaloid. Lois.
“Talismanic’ pattern suggesting an octopus.

Pl 8o*  Oxford 1967.931. Green jasper amygdalod. L.17.
“Talismamc’ pattern of cubular drill luncttes suggesting
two crabs or msects set antithetically. CAIS viii, sy

PL81 Oxtord CS 221, Mottled chaleedony amygdalord.
L.28. A crab between two fish-like motifs, linked by a cut
which gives the appearance of horns of consecration to the
assemblage.

PL 82 Oxford CS 220, from near Lappa. Agate amygda-
loid. L.28. 1. A fish swimming past reeds. 2. A bird. P,
fig. 498 1v, fig. 430, Suppl. pl. s4h. Perhaps 2 was started
first, then abandoned. Ttis most unusual for an amygdaloid
or lentoid to be cut on both sides in this period; it s rare n
tMnn; common on Archaic Island gems. Sce colonr, p. 49.2.

Pl 83 Oxford CS 223, from Kritsa. Agate amygdaloid.
L.27. A bird with spread wing.

PL 84 New York 141041, Agate lentond. W.27. A
gnthn. Compare the last. Richter, Catalogue (1920) pl. 1.9

MycENAEAN KNOSsOs

PL 85 Oxtord CS 285, from A. Pelagia. Agate amygda-
loid with facetted back. L.25. A man grappling with a goat
(not certainly stabbing it, nor does he wear a scabbard).
PALw, fig. 559,

PL 86 Genera Cat. i, pl. 76, no. 197. Red jasper oval. L.21.
A Ton attacks a goat. Compare the last for both shape and
style. The quahty and compact composition suggest its
mclusion here, rather than with mamland gems, with
which it has been compared, but in technique and figure
work it does resemble stones like our Pl 179,

PL 87 Paris, BN, Pauvert pl. 1.6, from the Greek islands,
Cornchan lentord. W.20. Three swine. The motif below
resembles cars of com. PAM v, fig. s49: AG tig. 216, Cf.
the swine on Giam. 302 (Marinatos, Crete and Mycenae
pl. 118, bottom right), Berlin F 49, plo1, D ys.

PL.88 Oxford CS 296. Agate oval. L.23. Two recumbent
calvesbya tree. PM v, fig. s41b. A very realistic rendering
of the creatures at rest, leading to later compositions, as
Pls. 126, 178 or CS 333, 383: CMS vii, 103; Berlin F 44,
pl 1, D 49

P18y Heraklion, from Vathy Pediados. Haematite amyg-
daloid with grooved back. L.2s. A man in a long dress
shouldering a Syran axc. Arcl. Eph. 1907, pl. 7.85: PAM v,
fig. 343a; Zervos, fig. 634: CS fig. 132; BCH Ixx, 148-63.
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Pl 9o Paris, BN, de Clereg 1, pl. 7.97bis. Grey lentoid.
W2t Two bulls, crossed. AG tig. 397 PAT v, fig. 78
Suppl. pl. s5g.

PLors Oxtord €S 314, Cornclan Ientoid. W25, A
honess. Kenna suggests that she s shown drmking at a
river.

Plogz Herakhon, from Praisos. Agate lentoid. W25,
A man leaps on to the back of a recumbent bull. BS.4 vin,
252, fig. 250 Zervos, fig. 644; CS tig. 134: Marinatos,
Crete and Mycenae pl. 117 below.

PL g3 Oxford CS 301, from the Knossos area. Chalcedony
lentoid. W.iR8. A calf, collapsing, trymng to scratch out an
arrow lodged m ats belly. PAT 1w, Suppl. pl. s4f. For the
style and subject see CAS v, 105,

Plogy  Oxftord €S 343, from Knossos. Green Jasper Jen-
tord. W.r7. Three swans i a papyrus grove. PA i, fig.
6641V, fig. 427.

Plogs Oxford CS 297, from Mrabello. Green jasper
lentord. W.16. Three swans displaying. More subtly com-
posed and probably earlier than the last (even 1mi?). PAS v,
fig. 420, Suppl. pl. s4m.

Pl.o6 New York, Velay Coll., from Knossos. Cornelian
lentoid. W.16. Two waterbirds, sct antithetically. Evans,

Selection no. 25 (‘outside a *Geometrical’ tomb north of
Knossos').

PL g7 Oxtord CS 344, trom Archanes. Green Jasper
lentord. WS, A cat, its head upturned, has seized a water-
bird by the neck and claws its body with a hind leg. Other
fowl at either side. PAT1v, fig. 582,

PLog&8* Oxford CS 44S. from Knossos, Isopata, the
entrance to the Roval Tomb. Clay sealing. W. of device 20.
A recumbent bull over a spiral. One of several sealings with
this mouf. PA i, fig. s1s5: v, fig. $30; Kadmos vi, 27,
tig. 12b. 1MHEB.

Pl. 99 Oxford CS 302, from Knossos. Haematite lentoid.
W.18. A flying goose, an argonaut, a butterfly and flowers.

Pl.1o0*  Oxtord CS 408, from Knossos, Area of the Jewel
Fresco. Clay sealing. .25, A collared bitch. Examples of
this impression appear on seahings from various parts of
the palace (BSA Ix, 98, 1). PM i, fig. 4931 v, fig. 507,
597 B). tmiia. 1 (the stone probably 1 M),

PL1o1* Oxford CS 515, from Knossos, the Arsenal
Deposit. Clay scaling from a ring (7). W.34. Water birds
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with papyr. Set in ewo registers. Other examples from
the same deposit. P 1, tig. 67:1v, fig. 602, 1an11A. 1 (the
stone probably 1 mn).

Pl 1oz Oxford €S 293, trom Knossos. Green Jasper
amygdalowd with grooved back. L.34. A man wearing a
long heavy garmentand shawl, holds a bird. PAliv, fig. 336.
Scee colour, P-49.7.

Pl 103 Oxford €S 249. Agate lentord. W.21. A leaping
bull with a man grasping its horns, another prostrate
below. See colour, P-49-4.

Plotog London 83, pl. 2. Cornelian lentoid. W.20. A
woman, holding Howers over her head (7). seated on a
hon’s head, between two lions. CMS VI 118,

Pl.1os Oxtord €S 311. Agate lentoid. W.25. Two
recumbent oxen, the farther one tacmg away. Compare
the finer rendering on PL. 88. See colour, p. 49.3.

PL 106, London 76, pl. 2. Agate lentoid. W.22. A hunts-
man, wearing a sword, spears a goat. AG pl. 2.15; CS
fig. 163 CMS vii, 131.

PL 107 London 4o, pl. 1 (as 3y). Black jasper amygdaloid
with grooved back. L.28. A man, wearing a long kilt,
carrying a fish. CAMS vii, 88. For the subject compare our
PL 62 and the Phylakopi vase, Zervos, L' Arr des Cyclades
figs. 312-5.

PL 108 Oxford CS 300. Red Jasper lentoid. W.18. A
kilted man with three bulls. AG pl. 6.11; PM v, fig. 535,
See colour, p. 49.8.

Plo1oy  London 62, pl. 2. Lapis lacedaemonius lentoid.
W.17. A contorted goat. CMS vn, 124; AG pl. 3.36.

PL 110 Oxford CS 308, from Avdou, near Lyttos. All-
stone agate ring. L.28. Two men in a chariot drawn by
two goats. Arch. Eph. 1907, pl. 8.166; PAL iv, fig. 8o3.
Other all-stone rings of Bronze Age date are CMS i, 89,
383 and our Pls. 174, 181. Another goat chariot on the
A. Triada sarcophagus, Marinatos, Crete and Mycenae
pl. XXIXB. See colour, P 49.9.

PLir1* Oxford CS 318. Green Jasper lentoid. W.22.
A lion and a bull with a tree beyond (one branch and the
curling trunk preserved). The creatures are not obviously
fighting. For the style compare Pl 114.

Pl 1127 Oxtford CS 292, from Psychro Cave. Haematite

lentoid. W.18. The facing head of a horned sheep (?) and
two profile heads and necks of goats. PAf iv, fig. s81.
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PL 113 London 65, pl. 2. Haematite lentord. W.ig. A
grittin and a hon attack a bull, spreadeagled. AG pl. 3.5
CMS vii, 116.

Pl i1y Oxford CS its, from Knossos, ‘with mature
LM pottery”. Rock crystal lentoid. W .20, A twisted hon.
PMav, fig. 583, Suppl. pl. s5). Compare Pl 1115 possibly
the same hand.

PL 115 Once Evans. Haematite lentoid. W.15. A dog,
bird and hnear sign. PM v, tig. 568; Kadmos v, 16, no. 24.

PL116. " London, Victoria and Albert 8703-1863. Red
Jasper lentoid. W.16. Two lions, set antithetically. Compare
for style and mounf CS 244 CMS vii, go.

PL117 Munich i, s8, pl. 7. Agate lentord. W23, Two
goats with bristling backs rear up at cither side of a column
Compare the style and subject of CS 339.

Pl 118 Oxford CS 307, from Taygetos. Lapis lace-
daemonius lentoid. W.22. A *Minoan gentus” with boar’s
head leading a bull. Summary flying bird in the field.
AG pl. 2.33; PM v, fig. 368a. The material, together with
the alleged provenience, might suggest mainland Greek
work, related to our Group Q (Notes, p. 396).

PL 119 Oxford CS 3006, from Crete. Agatelentoid. W .23,
A “Minoan genius’ with lion head leading a bull. PAM 1v,
fig. 368b. Compare the style of Pis. 111, 114.

Pl 120 Boston. Amygdaloid. L.30. A lion struck by an
arrow.

PL121+ Oxford CS 329, from Central Crete. Haematite
amygdaloid with grooved back. L.24. Two lions. PAf v,
fig. s70.

PL 122 Oxford CS 320, from Mirabello. Agate lentoid.
W.25. A hunter killing a goat. Between his legs an animal
head. PALiv, figs. 428, 558. See colour, p. 49.11.

Pl 123 Oxford CS 342, from Crete. Haematite lentoid.
W.25. Two griffins attack a twisting bull. PA v, fig. 611,
ttis unusual to find gritfins rather than lions, hunting on
Bronze Age seals.

Pl 123 Oxford CS 341. Lapis lacedacmonius lentoid.
W.24. A man leaping over a bull. Shield motif in the ficld.
Some gems in comparable style and subject are CS 246,
249; CMS vi1, 108-9; cf AA 1959, 106, fig. 25.

Pl 125 Heraklion 131, from Siteia. Lapis lacedacmonius
lentoid. W.26. Two bulls, set anuthencally, a hnear sign
between them. Arch. Eph. 1907, pl. 7.103; PMiv, fig. s44b:



Zervos, fig. 643 Kadmos v, 16, no. 27. For the composition
and device ef. A)A Ixvii, pl. 16,

Pl.126 New York tr.195.1. Agate flattened cylinder.
L.x7. Two recumbent calves. Richter, Catalogue (1920)
pl. 1.5

PL 127 Manchester Umiversity, Finlay 5. Pink quartz
lentoid. W.16. A goat and a branch. CAMS vii, 250.

Pl 128 London 86, pl. 2 (as 78), from Crete. Lapis lace-
daemonius lentoid. W. 18 Human legs joined to the fore-
parts ot a goat and a bull. A shield device m the tield. 46
pl. 2.41: CALS v, 123,

Pl 129 Oxford CS 321. Agate lentoid. W.is. Two
demons with human legs, and the foreparts of a lion and a
goat, in an antithetic scheme, as though fighting. PAf iv,
fig. $86.

Pl. 130 Oxford CS 345. Agate lentoid. W.25. A contorted
bull. A bird below, and the fish-like creature may also be
intended for a bird, picking at the bull. For the subject
compare ADelr 1v, pl. 5.5 (Gournes).

Pli31 Manchester University, Finlay 3. Green jasper
lentoid. W.21. A contorted bull with two goats’ heads n
the field. CMS vii, 248.

Pl 132 Oxford CS 323, from Milatos. Hacmatite lentoid.
W.20. Human legs joined to the foreparts of two bulls.
A shield device and florals m the field. A stylised version
of PL 128. Compare Zervos, tig. 630, with foreparts of a
goat and a lon. It is commoner with the single forepart
as our Pl 129.

PL 133 Boston, LHG s, pl. 1, from Crete. Agate flattened
cylinder. L.20. A cow suckles a calf.

Pl134 Oxford CS 286, from Goulas. Agate lentoid.
W.20. Three goats or horned sheep and florals.

PL 135 Once Evans 14, pl. 2. Green jasper lentoid. W.16.
A bull, with a shield device in the field.

Pl 136* Oxford CS 312, from the Heraklion area.
Haemaate lentoid. W.18. Two recumbent bulls, one
struck by a spear. PM iv, fig. s4o0.

Pl.137 Pans, BN, Pauvert pl. 1.4, trom Crete. Green
Jasper lentoid. W.20. A contorted bull and a fish (or bird?;
see PL130). AG pl. 3.39.

PL. 138 Oxford CS 298, from Gortyn. Haematite lentoid.
W.19. A contorted lioness suckling a cub. A shield motif
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and goat’s head m the field. PM iv, fig. s22a (cf. ibid., b,
tor the mouf).

Pl 139 Nuaples 1404. Cornchan amygdalord with a flat
back. L.1g. A goat and branch. Sce Pl 127.

Pl.140* Oxford CS 7P, from Knossos, Zapher Papoura,
tomb 36. Agate lentoid. W.21. A horned sheep tied to a
pillar. Awkward work. PTK fig. 615 PM i, fig. 209:
CS fig. 126. A *branch’ betore the sheep is omitted on the
published drawings, is hghtly incised, and may not be
original. The mouf reappears on Knossos scalings, as CS
fig. 125; PM iii, fig. 208.

Pl 141 Manchester University, Finlay 4. Cornelian len-
toid. W.r4. A dog and a bird. The device below may be a
shell or a head. CALS vit, 249.

Pl 142 Heraklion, from Lyttos. Cornehan lentoid with
a conical back. W.12. A lion attacks a goat. Arch. Eph.
1907, pl. 7.56. For the subject and style (rather better) cf.
CS 349, 350.

Pl.143 Oxtord CS 15P, from A Pelagia. Cornelian
lentoid. W.2s. A grittin.

Pl.144% Oxford CS 358, from Crete. Haematite cylinder.
H.22. A *“Minoan genius” with jug, a pillar before it and a
bird overhead, a horned man, and on the rest of the cyhnder
(not shown) two goats, a man, a kilted man with a jug,
and another pillar (?). PAM 1v, fig. 383.

PL 145 Oxford CS 351, from the Psychro Cave. Corne-
lian lentoid. W.34. Part of the intaglio is broken away.
A goddess with the sacral horns on her head, flanked by
griffins. This is not an uncommon moutf. In this style it
appears on our Fig. 113.

PlL.146  Liverpool City Museum 217. Cornelian amygda-
loid. L.26. A gniffin. CMS vii, 2585 JHS Ixxxvi, pl. 12].

Pl 147 Paris, BN N3436, from Mycenae. Chalcedony
amygdaloid. L.27. A griffin with spread wings. AG fig. 19.
Possibly mainland Greek work: sce Notes, p. 304.

MYCENAFAN GREECE

Pl 148% Athens 3148, from Mycenae, grave 84. Gold
ring. L.30. A goat and tree preceded by a man who ap-
proaches a structure from which a tree is growing. CALS i,
119: Mannatos, op. cit., pl. 206.2. This looks more like
a combination of motifs—animals with a tree; ‘adoration’
of atree—than a cult act mvolving the goat; but cf. CALS i,
292.
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Pl 149*  Athens 902, trom Mvycenae, the Ac ropolis
Ireasure. Gold ring. L.34. Three large tigures of women
m a garden, holding hhies and poppics. Two smualler
figures appear, one betore the seated woman, holding
Howers, and the other behind her, pluckmg fruit (?) trom
atree. In the field above 1s a small male warrior, with
spear and figure-cight shield, and at the centre a double
axe. At the top two wavy lines, suggesting clouds, enclose
4 crescent moon and a tull dise (sun or tull moon). At one
border aix hon heads are set decoratively. CMS i, 17:
Marinatos, Crete and Mycenae pl. 207 below.

PLrso*  Athens 3180, from Mycemae, grave 91, Gold
ring. L.26. Two women nrake a gesture of adoration at
cither side of a shrine, which seems to be topped by plants
and to be approached through a gated, walled enclosure.
Trees and plants in the field; at the left 4 tree or pillar.
Paving” m the exergue. CMS 1, 127; Marmatos, op. cit.,
pl. 200.4.

PL1s1+ Athens 8324, from Pylos, Rutsi, grave 2. Gold
amygdalowd with grooved back. .28, A bull, caught i a
net and grappled by a hunter who clings to 1ts horns.
Rocks and a tree are shown. Cf. Lig. 123 CMS v, 274
Marinatos, op. at., pl. 209 below.

PL o152 Athens 7980, from Pylos, grave A. Gold Hattened
cvlmder. L27. A griffin with floral crown and spread
wings. Below, an architectural fricze. The back of the
seal 1s worked with a net pattern 1 reliet. CMS i, 293;
Marinatos, op. cit., pl. 209 top.

PL1s3* Oxford CS 340, trom Mycenae. Gold ring.
L2 Two lons tethered to a column, Above them
sacral knots’. PALY, fig. 310b; iv, fig. s08a.

PIs. 154-167 are from the Vaphio tomb in Laconia. 1mu.
See Notes, p. 395.

PLiss4*  Athens 1801, Gold nng. L.22. At the right a
vouth steps over rocky ground to pull down the heavy
branches of a tree, at the foot of which stands . storage jar
(an ohive tree?). At the centre is a woman in a dancing pose.
At the right a figure-eight shield is shown in profile with a
‘sacral knot” or dress attached to it In the field above 15 a
decorated double axe, an car of corn (?) and an insect or
chrysalis. CAMS i, 219.

PL 155.  Athens 1768, Agate lentoid. W.24. A seated lion.
CMS i, 243.

Pl. 156  Athens 1775. Jasper lentoid. W.20. Two men tie
up a hon by itslegs. CMS 1, 225,

Pl 157 Athens 1774. Agate lentoid. W.19. A hon crouch-
mg, trying to scratch out an arrow lodged in 1ts flank, in a
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rocky setting. CAS 1, 248. For the subject compare CMS
1, 277; PM v, s45.

PL 158 Athens 1763, Agate lentoid. W24, Two recum-
bent balls, the farther one with its head tured away. CMS
1, 240. Compare our Pls. 105, 136, for the subjectin this form.

PLo1sy  Athens 1774, Agate lentord. W .28, A lion attacks
a bull over rocky ground. CMS 1, 252.

PL 160 Athens 1761 Jasper lentord. W.23. A man in 4
heavy long cloak, with a gritfin. CMS 4, 223, Compare
the Cretan figures, our Pls. 89, 102,

PL 161, Athens 1760. Chalcedony lentoid. W .23, Two
women, both crowned, naked above the wuaist, and
wearing skirt and apron. They turn their backs to the
viewer. Before them a rearing goat. CMS 1, 220. Compare
Pl 164 tor the subject.

Pl162 Athens 1780, Agate amygdaloid with grooved
back. L.22. A dancing womuan, naked above the waist,
wearing a fleccy skirt. She holds a shore statt (or is this a lock
othair?). CAIS 1, 226, Compare the dress on CALS VIIL, 146,

PL.163  Athens 1770. Agate lentord. W31, A two-horse
chariot carrying charioteer and spearman. CMS 1, 229.
For chariots in Bronze Age Greece sece now Wiesner,
Reiten und Fahren (Géttingen, 1968).

Pl 164 Athens 1765. Cornelian lentoid. W.18. A woman,
wearing necklet, bodice and skirt, with a ram which seems
to leap before her, throwing its head back on to her
shoulder. CAMS 1, 221. This very odd group is repeated on
other gems (CS figs. 106-7; CAMS Vi, 144, cf. 146); its
mtention is obscure.

PL 165 Athens 1772, Chalcedony  lentoid. W20, A
hunter confronts a charging boar in a cave or rocky
setting. CAMS 1, 227.

PL 166 Athens 1776. Agate lentoid. W.20. Two ‘genit’
with lion heads, slim feline legs and ‘wasp’ cloaks, hold
Jugs over homs of consecration which have branches
between them, and which stand on a low altar. CMS i,
231.

Pl 167 Athens 1781. Agate lentoid. W.16. A helmet
tormed of rows of boars’ tusks, of a type represented by
Bronze Age finds and described by Homer. From its
crown rise a floral and at either side two crests like horns.
The helmet straps are shown at cither side. CMS 1, 260;
Arch. Eph. 1966, 119ff, fig. 1.



PL 168. Athens 4533, from Mycenae, the Acropolis. Green
Jasper lentoid. W.20. A stag, twisting to scratch its neck.
In the field a figure-cight shield and a lion’s leg. CMS i, 41.

Pl. 169 Athens 3137, from Mycenae, tomb 83. Agate
lentoid. W.32. A lion attacks a bull. CAIS i, 116. The pose
1s a common one on seals but appears also in an ivory relief
from Thebes, ADelt xxii, Chr. pl. 1625,

Pl.170  Athens 3089, from Mycenae, tomb 78. Agate
lentoid. W.18. The head of a lion, torepart of a hon, head
and neck of a goat, a waterbird and a quadruped. CAZS i,
110.

PL 171 Athens 3138, from Mycenae, tomb 83. Agate
lentoid. W.26. Two lions, crossed and apparently fighting,
over the body of a deer. CMS 1, 117.

Pl 172 Athens 2973, from Mycenae, tomb 68. Agate
lentord. W.26. Two lions attacking rams, the groups sct
antithetically, but one lion head frontal. CMS i, 103.

Pl 173 Athens 2863, from Mycenae, tomb 58. Lapis
lacedaemonius lentoid. W.22. A man grapples with a
fallen bull. CMS ), g5.

Pl. 174 Athens 1376, from Mycenae, the Acropolis.
Chalcedony all-stone ring. L.29. Two cows suckle calves.
CMS 1, 20.

Pl 175, Paris, BN, ex Louvre Ai167. Chalcedony len-
tord. W21, A ‘Minoan genius’ with lion's head SUppOrts
the body of a bull. Delaporte, Lourre pl. 105: PM iv,
figs. 354, 358b; Ath. Min. Ixxix, 19, Beil. S.4.

Pl. 176 Boston. Chalcedony lentoid. W.22. A bull. In the
ficld are a figure-cight shield and two sacral knots. For the
subject, with the shield, sce CMS vii, 113.

Pl 177 Athens 2875, from Mycenae, tomb s8. Agate
lentoid. W.20. Two griffins stand with their forelegs on an
altar which supports a Mycenacan column with spiral
fluted shaft. CMS i, ¢8.

Pl 178*  London 89, pl. 2, from the Peloponnese. Red
Jasper prism. W.13. 1. A contorted lion. 2. A lion attacks
a bull. 3. Two recumbent calves. CMS vii, 115.

Pl 179. Boston, LHG pl. 1.1, from Mycenae. Cornelian
lentoid. W.25. Two lions tear at the throat of a stag. PM iv,
fig. s79. Contrast the later treatment of the theme on a
Pylos sealing, our Fig. 143.

Pl. 180 Boston, LHG pl. 1.2. Cornelian lentoid. W .24.
A lion attacks a bull. The bodies are set upright and the
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lion’s head obscured by the bull’s, which is frontal, giving
the impression of a bicorporate beast. PA iv, fig. 575.

PL 181 Boston, LHG pl. 1.4, from Mycenae. Rock
crystal all-stone ring. L.24. Two recumbent calves, with

trees.

PL 182 Boston, LHG pl. 1.3, Comelian lenroid. W.3r.
A honess attacks a bull.

PL 183 Athens 2319, from Mycenae, tomb 10, Agate
lentoid. W.19. A bull, with a palm tree and floral. CMS i,
52. Compare for style and subject CAMS vii, 113, from
lalysos.

PL 184 Athens 2423, from Mycenae, tomb 47. Agate
lentoid. W.23. A man disembowels or skins a dead deer,
laid out on a low table. CMS i, 8o. Compare our PI. 185.

PL 185 Berlin F 22, pl. 1, D 44, from Abrosine in Achaia.
Agate lentoid. W21, A dead goat, laid out on a low table
berween the legs of which appear bucrania. A dagger
stuck 1n the creature’s neck. Behind is a limp palm. PAT v,
fig. s42b.

Pl 186. Once Arndt. Lentoid. W.25. A two-horse chariot.
Hitherto unpublished. On chariot scenes see on Pl 163
and for a later Cretan representation, AA 1964, 803.

PL 187 New York 14.104.2. Agate lentoid. W.27. A
recumbent bull and a tree. Richter, Catalogue (1920) pl. 1.2.

Tur END oF THE BroNzE Act

Pl 188 Heraklion 24, from the Idacan Cave. Rock crystal
lentoid. W.20. A woman holding a large conch shell (to
blow it?) before an altar surmounted by horns of conse-
cration and branches. In the ficld a tree, a stand (2) and a
star. PM v, fig. 162 Zervos, fig. 665; CS fig. 140.

Pl 189 Vienna 1357. Cornelian lentoid with conoid back.
W.18. A man carrying two lions. Possibly 1hus, not
Cretan. The man probably carries the lions from a pole;
cf. the ‘genius’ with lions, Berlin F 11, pl. 1,28, from Crete.
Compare for style and subject Munich i, 57, pl. 7.

Pl 190 Heraklion. Black steatite lentoid. W.15. A griffin.
Arch. Eph. 1907, pl. 7.75.

PL 191 London 181, pl. 4, from Crete. Black steatite
lentoid. W.18. A lion and a flying bird. CAIS vii, 198. For
subject and style cf. ibid., 197 (from Crete); CMS vin, 8o;
Berlin F 30, pl. 1, D 42, from Crete; Gian. 285,

Pl 192, Oxford 1967. 138. Green stone lentoid. W.is.
Demons with goats” heads, birds’ legs and bodies recalling
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the cloaks of the *Mmoan genus’, at either side ot a column
marked with chevrons. CAES v, 65, Posably inspired by
the compositions with ‘genn'.

PL 193 Oxtord €S 37;. Grey steaute lentoid. W.17. A
lion and a tree.

PL 1oy Berlin F 34, pl. 1. D 39, trom Crete. Red Jasper
lentoid. W 21, Two hons with their fore paws on an altar.
A star above.

Pl 1gs* Oxtord CS 395. Black steance lentoid. W oo,
Twisted body of 4 deer with tilling arcs (rather than lon
attacking bull, as CS). Compare the Jast.

Pl 196 Oxford CS 100, trom Central Crete. Black steatite
lentoid with a conoid back. W.20. An oared satling ship.
CS proposes a simt date (also for CS 107) and Evans mmi,
but the combination of shape and materal only wholly
st 1ms and the style is appropriate.

PL 197 Oxford CS 394, trom Archanes. Black steatite
lentoid. W .20, Twisted, tragmented body of a goat
(rather than an argonaut, as CS). This, and the next,
correspond broadly to the mainland 1imnc style.

PL198  Basel, Erlenmeyr Coll. Green steatite amygda-
lowd. L.23. Two goats set antithetically. Probably island
work.

Pl 199, Berlin F 36, plo1, D $8, from Syra. Black steatiee
disc. W.17. Four birds, two flying in profile, one displayed.
one standing. The shape s that of the Early Palace discs,
but the stone seems not to have been recut, and the style
and subject seem late, so this may be a deliberate imitation
of an outdated form. Compare the style of CMS vii, 134.

Pl. 200 Oxford CS 374. Grey steatite lentoid. W A
bird goddess.

Pl 201+ Oxford CS§ 382. Green steatite lentoid. W16,
An octopus (?). CS suggests a fountam.

Pl 202 Oxford CS 353, from Knossos. Grey steatite
lentord. W.14. A floral with horns (%) and hoops, approxi-
manng to a lion’s mask. Taken for 1M in CS but perhaps
later and related to other “sub-talismanic’ devices, like
Pl 196.

CYPRUS

Pl. 203 * Nicosia 1938, IH-25.1, from Trikomo. Black
steatite conoid. L.16. Head of a man wearing a helmet with
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horns. Repr. Depr. At Cyprus Xxxvi-xxxix, 202 and
pl o430,

Pl 204* Nicosia E24. Green steatite conoid. Wz A
gnthim. BCH xcn, 151, 3s.

Pl. 205* Nicosn 1955. VI-17.1. Steaute conoid. W.ig.
Goat and scorpion. BCH xcii, 151, 31

Pl 206*  Private Coll. Haematite cylnder. H.27. The
centre plece 15 two geni holding jugs with a bull’s head
between. Below them two hons and 4 goat’s head; above,
a winged disc and a four-character Cypro-Minoan inscrip-
tion with central rosette. To the nght above, two crossed
lions. The other two main figures are a bull-headed human
m a long dress, openng to show one leg, holding a long
handled sickle and a lion, upside down. Between them is
another Cypro-Mmoan character. He is faced by a woman
i a long dress who seems to grasp his hon’s tail and to
support a goat with her other hand. Between them,
above there 15 the facing head of a horned deity, wath
long ringlets, and below, the head and neck of a hon.
Behind the woman is a small human figure with lon’s
legs and tail. This general class of Cypriot cylinder, deriving
its stvle and subject matter from both the Acgean and
Syna, 1s well known (see Notes, P- 398). It is represented
by Porada’s Groups Il and I as defined m AJA In, 1844
Several are inscribed in Cypro-Mimoan SCript, some in
cunciform. For the genii see Gill, Arh. i, Ixxix, 1ff., and
another example on a Cypriot cvhinder now is Kara-
georghis, Myc. Art in Cyprus (Nicosia, 1968) pl. 38.4.
Stylistically ours is closest to a cylinder m Boston (33.1006:
Frankfort, Cylinder Seals (London, 1930) pl. 4sg) where
the demons are, however, winged. But there are the same
crossed lions, headdress and skire, bull-man with lion and a
similar bared forward leg. Rather similar are London 111,
116, pl. 2 (Porada, figs. 11, 18). The bared leg, winged disc
with a star upon it, crossed lions and the sickle carried by
the bull-man derive from earlier Syrian and Mitannian
cyhnders and are not very cormon on the Cypriot. For
the sickle see now Makkay m Acta Arch. Acad. Hung. xvi,
36t Another Cypriat cylinder similar to ours in subject
matter but not style 1s in Yale (Newell pl. 24.354) where
we see the winged disc (vertical, as on our Fig. 127), bared
leg and bull-man with sickle and 4 goat held upside down.
The form of the characters in the mscription (which will
be further studied by Dr Masson) 1s involved and not
wholly canonical, but this is true of other inscribed
cylinders. This feature, the accomplished style, and details
of the subject matter, suggest that the picce may be quite
carly i this Cypriot series, which is generally dated 1o the
carher fourteenth century BC.



Chapter 111

THE GEOMETRIC AND EARLY ARCHAIC
PERTIODS

The fall of the Mycenacan palaces had spelled the end of the palatial arts of the Bronze Age, mcluding
gem engraving. For a hundred vears or more the survivors of the old kimgdoms went on living in Greece
but there were further incursions from the north and considerable depopulation, all of which can hardly
be due to man-made violence without the aid of pestilence and drought. These are the Dark Ages.

Gradually, however, the country of Greeee and its peoples can be recognised i a form close to that
which we know in the full Classical period. On the Greek mainland and the southern islands Dorian
Greeks had occupied the desolate land and towns. Here and there continuity of occupation and culture
can be observed, especially in Athens and Crete, Justas there was certainly continuity of language. The
Greek islands had survived the troubles at the passing of the Bronze Age better than most of Greece,
and were to serve as stepping stones across the Acgean to the coastline of Anatolia where, on the offshore
islands and the mainland itself, new Greek communitics were formed where before Minoans or My-
cenacan Greeks had barely visited, rarely settled: Aeolic in the north and in the island of Lesbos; Tonian
in the centre and on Chios and Samos: Dorians to the south and on Rhodes and its attendant islands.

We can best observe the renaissance of the arts in Greece in the developing skills of the Protogcometric
and Geometric Greek potters of Athens from the mid eleventh century to the end of the eighth. But
these are years in which material wealth must have been reckoned in land and tron, and it was not until
the arts of the foreigners were brought again into the Greek world to inspire and teach new styles, that the
conditions were right for the resumption of crafts like Jewellery or seal engraving.

If. however, there was no continuity in production, we may still enquire what the Greeks of those
centuries could have understood of the glyptic of their own pastor of others. We have already remarked
how, in the nineteenth century, Greek Bronze Age seals were being worn by peasants in Crete: the
‘milk-stones” bought by visitors and collectors like Arthur Evans. The stones had been found m fields
which marked the sites of ancient towns or cemeteries. or had been taken from tombs casually uncovered
and robbed. Three thousand years carlier the opportunities for such discoveries must have been far
greater, and we may be sure that the gems were handled and worn as amulets by folk to whom the near-
realistic arts of the Bronze Age were as strange as the use of the seals themselves. And these were but
the minor souvenirs of a heroic past which they saw about them in the walls, built by the giant Cyclopes,
the “treasury’ tombs they robbed, and the labyrinthine ruins of palaces. Of the seals they picked up we
find several in eighth- and seventh-century tombs or votive deposits in Greece and Crete. In Crete one
was reused in a Classical setting. Another Cretan took a Minoan gem with him to a new colony in North
Africa and dedicated it at a sanctuary of Demeter and Kore at Taucheira i the sixth century. There are
many similar instances of the reuse of such finds, from the Bronze Age clay head installed in a shrine of
Dionysos in Keos, to the Minoan stone bowl set as a rhyton over the head of a burial in the Christian
basilica church at Knossos.

[tis clear that this casual familiarity with Bronze Age seals did not inspire emulation by Greek artists
until a period in which seal use had already become again a regular practice, but inspired by other sources

107



(the Island gems, see below). These new sources are the same as those which initiated the whole oriental-
1sing phase of Greek art. Although we are most familiar with these new styles in the seventh century Be
we have to look for their beginnings, and some abortive experiments with the new patterns and tech-
niques, far carlier. The Greeks, and even the East Greeks on the coast of Anatolia, had lost contact with
the countries of the Near East and Egyptin and after the Dark Ages. In Crete especially relations of
some sort seem to have been maintained with Cyprus, which had given shelter to Mycenacan Greek
refugees, and it was probably from or via Cyprus that a Phoenician bronze bowl and gold jewellery
armived m Athens in the ninth century. By the end of that century Greek islanders, led by Euboeans
and probably guided by Cypriots, went themselves to tap the resources of the east, and established a
trading post at the mouth of the River Orontes in North Syria, at a site we know as Al Mina. At about
this time and soon afterwards eastern craftsmen were travelling west, especially to Crete and Attica,
to practise and teach advanced techniques in working bronze, gold and ivory. In this way Greece acquired
not only the new techniques which its developing society could use, but also a route for the umport of
castern materials and objets d’art.

The finds of foreign scals in the eighth century are dominantly Egyptian, but Egypt was clearly not
the source of inspiration for the first new seals cut in Greece. as we shall see. This very fact suggests that
1t was the arrival of craftsmen rather than simply objects which may have been responsible for many of

the changes in Greek art in these years.

THE GEOMETRIC SEALS

The carliest evidence for Greek Geometric seals is provided by the recent excavation of a mid-ninth
century grave on the north slopes of the Areopagus hill at Athens. In it were two ivory seals, with roughly
square faces and pyramidal in form, their sides decorated with lines of notches and their devices, so far
as they are preserved, the simplest of geometric patterns (Fig. 152). They teach us two important things:
first, that ivory was already being worked in Geometric Greece, for there can be no question of their
bemgimports, although in the same grave there is a fine piece of eastern (probably Cypriot) goldjewellery;
and secondly, that since seal use was already current in about 850 BC we should probably assume the
existence of seals in other materials which have not survived, such as wood, because there is no other
physical evidence for seals until the stone series beginning nearly a century later.

Ivory was a new material for the Greeks of the Iron Age. Worked objects from the cast arrived in
Crete, Rhodes and Athens, some perhaps already in the ninth century, and 1n time eastern craftsmen
were to come to practise and teach the finer techniques of cutting. The material was still available from
the clephant herds in Syria and apparently continued to reach Greece until the end of the seventh century,
when there is a marked falling off in ivory work, and for some types of objects bone took its place. Al
Mma may have been a shipping port for wvory, and marked tusks were found there, but the Athens wory
seals are carlier than Greek activity at Al Mina.

Although most of the ivories to be discussed later scem to be from Peloponnesian centres, it is in cighth-
century Athens that we find the earliest evidence for Greek craftsmen working this material for statuettes.
These copy eastern figures of the naked goddess Astarte but translate her into a geometricised Greek
form. There has been another recent find in Athens of an vory seal in what seems to be an cighth-century
context (Fig. 153). It resembles the early stone seals which we have vet to discuss in its rectangular shape
and the arrangement of three pegs set in its back to provide a handle. Only one of these pegs is preserved,
in the form of a bird on a pillar. The other decoration is common to much other work inivory, including

)
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the later Peloponnesian, and the intaglio is a poor study of two men and a horse, in an orientalising rather
than a Geometric form.

There has been occasion already to discuss the probable use of wooden seals in Bronze Age Greece.
There was a later Greek tradition that their earliest seals were of worm-caten wood (see p.379) which
provided a distinctive and irregular intaglio pattern. This should perhaps be taken seriously, although
none have, of course, survived, but there may be good circumstantial evidence for them in the shapes
of the earliest Greek stone seals, to which we must now turn.

These are large, roughly square plaques. Most are picrced through to their faces, presumably for a
wooden handle, and many have bevelled edges to their backs (Fig. 155). They are cut in soft white stone,
but occasionally even in hard white island marble, and it seems that carly centres of production were
in the islands, perhaps on Melos, and at Argos in the Peloponnese. A find at Perachora proves that they
were being made by about the mid eighth century. Some of the mtaglio devices are crudely gouged,
irregular patterns, resembling worm-caten wood (Fig. 154), and it is very probable that they imitate
similar wooden stamps. This would indicate that all-wooden seals, probably of this shape and with
separate peg handles, were already in use.

The other square seals carry simple geometric patterns, with the whole ficld quartered, and a few
simple representation of men and women (colour, p. 115. 1). One seal, in New York, admits animals to
two of the quarters (Fig. 156), and although this style may scem advanced for Geometric Greece, they
have to be viewed in the light of other figures on objects in Greece of eastern form which are demonstrably
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of the erghth ceneury, like the gold bands from Attica which must have been mmpressed on mtagho matrices
rather similar to the stone seals, but smaller. finer and possibly of fired clay. Square seals of this form are
tound m the Near Last, espectally mn North Syria. in stone and bronze. They often have Geometric

devices, but usually better handles, sometimes even in the torm of an animal, although one 15 pierced
through to the face, like the Greek.

The mention of bronze, and of animal haudles, obliges us to consider briefly a very common class of
Greek Geometrie bronzes which have sometimes been thoughe to have served as seals. These are figurines,
usually of horses, but accasionally of other animals and rarcly of groups involving human figures, which
stand upon rectangular or round flat bases. The bases are often'made m an openwork pattern, hke a grid,
but sometimes they are solid, with patterns m rehetf or intaglio beneath (PL.207). These examples certainly
seem to be influenced by the forin of seals even though we may doubt whether any were ever so used.
It s only a very small mmority which have figure devices in intaglio beneath, the best known being
the “twins® beneath a fine bronze horse from Phigaleia, in London (Fig. 157). There are a few bronze
pyramidal stamps too which look more like seals, but only one or two have intaglios beneath. We know
these bronzes best from finds in the big sanctuaries of mainland Greece. especially at Olyimpia. From
Sparta comes a bronze counterpart to the vory, Fig. 153.

No mmports of eastern seals of the type which must have mspired the square scals have been identified
so far in Greeee, and when eastern seals do begin to arrive in the later cighth century they are of
forms which have no immediate influence on Greek studios. The most notable imports are stone seals,
usually scaraboids, of the Lyre-Player group. which seems to have had its home in Cihcta in the second
half of the eighth century. Its eastern origin 1s assured both for the purcly castern iconography of the
subjects (Fig. 158). which are related to the so-called Syro-Hittite or neo-Hittite monuments but in no
serious respect to Greek Geometric art, and for their distribution in the cast which, although slight beside
therr distribution i the Greek world, is more than could ever be expected of Greek artefacts at this time.
The main concentration of finds has been in sanctuaries on Cyprus (A. Irini) and Rhodes (Kameiros
and Lindos), but thev are also represented all over East Greece, the islands, Crete and the Peloponnese,
again normally in sanetuaries. The other major find has been in the west. at Ischia, where the Eubocans.
who had visited Al Mina in the cast at the end of the mnth century, were the first Greeks to found
a colony in the west. Here, however, they appear in children’s graves, often with Egypuan or Egyp-
tanising scarabs, and they seem to have been worn as amulets. The practice is unique at this peniod in
Greek lands, especially on this scale—nearly 9o have already been found on Ischia out of a total of lietle
over 200 from all sites.

The second class of import is of glass scaraboids of Phoenician type which seem to belong to the carlier
seventh century and have been found in Greece in votive deposits on Rhodes and Chios, but also in
mainland Greece at Sparta, Eleusis, the Argive Heraeum and perhaps Tanagra; and in graves on Rhodes
and at Athens. These carry straightforward Phoenician devices with sphinxes, griffins, winged beetles
and urae1 (Egypuan sacred snakes). An example 1s shown in Fig. 159.

A third class comprises faience seals. mainly scarabs, which reached the Greek world in hundreds
from the end of the cighth century on, and are again usually found in sanctuaries although some appear
in graves in Athens and Ischia. These have garbled Egyptian devices, with hieroglyphs or animals. Their
place of origin is not certain, but it scems not to be either Rhodes or Cyprus, and may be somewhere
on the Phoenician coast.

All these exotic little castern trinkets seem to have been admired by the Greeks, but totally 1gnored
by Greek artists. The finds in Greece tell us about how the Greeks regarded them as valuable for dedi-
cation. or as amulets to protect the young. but nothing about scal usage or production in Greece itself.
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EARLY ARCHAIC STONE SEALS

The most that the import of these castern seals may have accomplished in Greece was to stimulate the
production there of seals in other shapes and other materials. These proliferate from the end of the cighth
century on. The full range of stamp seals current in Cyprus and North Syria s copied in Rhodes in a
sertes of stones which have such poorly cut devices that they can be called nothing better than Amulet
Seals (Fig. 160-1). Lumpy ornaments like this are found in Crete too, and are very difhicult to date, but
n Rhodes they appear in votive deposits at Kameiros which were closed in about the mid seventh century.
Rhodes may have been an active customer for eastern seals and other objects, and her cemeteries and
sanctuaries are important sources for us in this period, but her own contribution to the carly orient-
alising arts of Greece, in seals, vase painting or jewellery, is unenterprising.

We have already noticed Argos as one possible centre for the Geometric square scals, and the deposit
at the Argive Heracum shows that many other shapes of seals were current there from about 700 B¢ on.
It may be just the accident of excavation which leaves the impression that the Argolid was the main
centre for stone scals of this type. Certainly, most seals from other sites or with no provenience can be
explained in terms of the Argos finds, and in this account of the main shapes and devices provenience
15 1gnored.

Rectangular tabloid seals (Pl 208, Figs. 162-164), with devices on the two broad sides and sometinies

on the narrow sides also, seem to keep up the tradition of the old square scals. They are pierced for
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suspension or strimging. The devices are still often simply Geometric, but there are more claborate figure
scenes too, with men, women and animals. On a fine example in Paris a bowman attacks a centaur, and
we naturally think of Herakles and Nessos (Pl 208). A poorer tabloid in Munich has the same centaur
and bowman but adds a woman, in whom it is tempting to recognise Deianira, rescued from Nessos
by Herakles. Mythological scenes are begmning to appear on other works of art at this time, so we
should not be too sceptical about identifying them on seals. An example from Brauron in Attica
(Fig. 162) shows two warriors fighting over a tripod which could be a prize, or possibly the Delphic
tripod, and this would mean that the warriors are Herakles and Apollo disputing possession of it. The
same scene appears on a bronze tripod leg from Olympia of about the the same date.

Another popular shape is the hemisphere. On this simpler devices are preferred, single animals or
tigures with the background filled with linear patterns (Fig. 165). Discs (Pls. 209-211) may be decorated
on both sides, with one face slightly larger than the other and the profile stepped, and there are some
shm pyramidal stamps. A very few have their backs roughly shaped as animals, a commoner practice
in ivory. One scal in Oxford is remarkable for its shape and material. It is of shell, and ogival in out-
line, with Geometric figures on either side and the base (PL. 212). This shape, like the others mentioned
here, has its counterpart i the Near East and Cyprus, but we can see that in Greece the forms are quickly
reduced to a very simple geometric pattern and the flat disc in particular is developed as a seal in a manner
not readily paralleled in the cast.

The material of these seals is generally a fairly soft serpentine—in the Argolid a reddish grey variety
is popular but otherwise various shades of green, often very mottled, are met. The devices are cut rather
crudely, rarely attempting to give volume to the figures by hollowing broad areas, and generally
satisfied with simple stick figures. The stones themselves are seldom very carefully cut, but occasionally
the back of a hemisphere or tabloid is elaborated with a simple incised pattern. These seals were probably
worn as pendants, perhaps on necklaces but nearly all that we know are from sanctuaries and we lack the
evidence of location within a grave.

Even less can be said about usage. The shapes are derived from areas of the ancient world where
there had been a long tradition in the use of seals. Many of the early Greek seals produce such poor or
meaningless impressions that we might suspect that most were used decoratively or as amulets rather
than as personal seals to safeguard or identify possessions. But the irregular intaghos of the earliest
Geometric seals do suggest that they were intended for individual identification, especially if they can
be taken as evidence for the use of wooden seals at an ecarlier date. We can be sure that the carly stone
seals were used to make impressions since only thus could an intaglio with a figure device or pattern
be properly viewed, but the surviving evidence is on fired clay and the purpose purely decorative. A
clay whorl from an cighth-century tomb in Athens bore the impression of a foreign scarab. In Crete
rectangular stamps with early orientalising devices were used to decorate clay storage jars (pithoi), the
impression being repeated in rows. A similar rectaugular stamp showing Ajax carrying the dead
Achilles was used to decorate a clay plaque dedicated on Samos, and also impressed on the neck of a
clay jar found on Ischia (Fig. 166). All these examples are datable to the years just before or after 700 BC.

Stamps continued to be used for decorating clay plaques and pithoi into the sixth century, but more
commonly cylinders are used. Cylinder seals were, of course, the standard seal type in Mesopotamia
and it is a little odd that Greek artists were prepared to make cylinders, perhaps in wood, for the
decoration of clay vases, but not in stone for ordinary use as seals. Some of the patterns on the cylinders
used on pithoi are quite elaborate but I know only one Greek stone cylinder big enough (5 cm. high)
to be used thus, and this is already sixth-century and not in a style met on the vases.

Another cognate use of objects with intaglio devices was for the production of matrices on to which
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gold bands were beaten or impressed. The bands themselves are known already in Crete by 800 Bc and
best represented in eighth-century Attica. Later usage, in the islands and East Greece, included the
production of minor jewellery, like earring pendants, impressed in similar matrices. We do not know
what these were made of but soft stone moulds were used for casting gold ornaments. Some of the
Geometric gold may have been made on fired clay matrices since the same device seems to have been
impressed on to a single matrix: but the original might have been of stone or wood. A unique rect-
angular bronze bar in Oxford, said to be from Corfu, has shallow intaglio figures on it, mainly animals
but also a scene of Ajax committing suicide. It may have served as a jeweller’s matrix although no
ornaments have so far been found in quite this style. It was perhaps also metal matrices that were used
in making the beaten bronze reliefs which decorated the arm bands on the inside of hoplite shiclds. All
these are examples of the use of objects with mtaglio-cut patterns in early Archaic Greece which we
might expect to have some bearing on the cutting of intaglios on seals.
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[VORIES

The devices on the seals so far discussed have been generally dull or careless, but there are two other
series of scals which belong mamly to the seventh century on which far more sophisticated patterns
were admitted. The first are of ivory and were made principally in the Pelopomese. The second are
of stone and are made on the Greek slands. Their origin and development are by now fairly clear, and
they afford mteresting studies i seal production with comparatively restricted types and restricted
distribution. I will be noticed straightaway that they hail from exactly the areas in which the first new
essays n seal cutting in Greeee were identitied.

The heele sanctuary of Artemis Orthia m Sparta was probably not the most important in the cy,
but its deposits of Archaic votives were neatly covered by sand from a flooding river, they were not
turther seriously disturbed by temple building, and they have been fully excavated. This ts the most
prolitic smgle source for Peloponnesian ivories and as a result there is a tendency to believe that Sparta
was the main centre for their production. However, finds at the Argive Heraeum and Perachora, both
mmportant sources for the carly stone seals, which Sparta is not, are on the whole of higher quality and
better representative of the early phases. They may have been made in several places, possibly including
Sparta, especially tor the later types m which bone was sometimes employed stead of ivory. From
the style ot the figures on them and from what we know of Corinthian vase painting it may be that
Cormth was the maimn and carliest source.

The carliest have their backs cut in the round with figures of recumbent animals, usually lions or
rams (Fig. 172), sometimes bulls, dogs or sphinxes. The lions may attack another animal, or be attacked
themselves by a man. The general type of the couchant animal resembles examples from the east, as at
Nimrud, but there they are decorative attachments and not seals. The Greek animals lic on flat rectangular
bases with mtaglio devices beneath. The finds at Perachora and Sparta suggest that they were being
made already at the end of the cighth century and continue to be made at least to the mid seventh
century. A few have crude subgeometric devices, but most have better animal studies on them, in a
style comparable with that on the commoner shapes of ivory seal. Of these the most popular are discs
(Fig. 167)—some 200 were found at Sparta, 100 at Perachora. Many of the devices on the discs are cut
with far greater finesse and detail than we have met hitherto. The material was more tractable than
stone, and being handled by artists familiar with the meticulous engraving required for the best black
figure pamting on Protocorinthian vases. Some are quite deep cut—usually the more summary, but
many have such a shallow intaglio that they make a very poor impression. Sometimes body masses
scem barely more than impressed on the surface of the ivory, with the details picked out in lines or
fhcked with the tip of a knife. We may suspect that most were used for purely decorative purposes and
this was certainly true of those with relief devices. Someone took a clay impression from an ivory disc,
fired it and offered it at Perachora as a cheap dedication. But it might also be argued that this was the
offering of a scal engraver, or even that the dedication of an impression from a personal seal might
guarantee or ensure its ctfective use.

Single figures of animals or monsters are popular themes (Pls. 213-217), especially winged lions and
panthers, which are not otherwise commonly seen in Greek art. It could be that the wing helped the
artist fill the circle. Mythological scenes are rare since they generally require too many figures, but there
1s the occasional centaur, chimaera or Gorgon-like monster, a duel and what appears to be Ajax carrying
Achilles, whom we have already seen in impressions on fired clay. In time too the idea that the circle
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should conform more to the rectangular or fricze-like composition of pamtng is answered by the
mtroduction of a ground line, decorated with hatching or a wavy lne, on which the figure or figures
may appear to stand instead of being set free i the field. The devices are often framed in borders of
hatching or notches.

Many of the discs are engraved on both faces, sonie with only a sumple rosette pattern for purely
decorative effect on one side. They are usually pierced from side to side so that they could have been
worn on a necklace or possibly a wristlet, but one from Sparta has links attached to its centre back,
rather like a bath plug, and must have been a pendant (Fig. 168). Some discs have stepped edges, giving
two uncqual taces, like some of the stone disc seals.

There are not many other shapes for scals in ivory. Some sniall figures other than couchant animals
are cut with devices on their backs or bases, like a scated woman or frontal heads of wonien or amimals.
These are known at Sparta and may be late variants. A few discs compromise with the castern scarab
form by having the beetle cut in shallow relicf on their backs, but enlarged to fit the circle (Fig. 169),
and the most elaborate have four faces, like four scarabs pushed together back to back (colour, p. 115.2).
This has castern counterparts too, but survived long in Greece, and in Sparta there are late examples in
bone, the edges cut flat and the ends plugged (Figs. 170, 171; PL. 218).

The Sparta deposits with ivories terminate with the flood which overwhelmed the sanctuary m about
$80-570 BC, but it is likely that the ivory seals were no longer being made by then, that the Peloponnesian
workshops were using bone rather than ivory, and kept up producnion only of some trivial ornaments
hike the so-called *spectacle’ fibulac. Al Mina seems to have been abandoned for the period of Babylonian
domination, from the end of the seventh century, and its fortunes scem reflected in the wvory trade with
Greece.

One last feature of the Peloponnesian ivory seals may be mentioned, since it serves to introduce the
Island gems. It is possible that the Peloponnesian artists who cut the seals were aware of Greek Bronze
Age seals and on occasion copied them. The Archaic deposits at the major sites include some Bronze
Age gems, so they were bemg handled then. Some shapes and some patterns on the ivories strongly
recall much earlier Cretan seals, but of types never seen in the Peloponnese. In Minoan glyptic, as we
have seen, animal seals, discs, and three- or four-sided seals were known in tvory, and on stone prisms
there appear ostrich-like birds and S-patterns very like those on the Archaic ivories. If there is any
connection it should be through the handling of Cretan seals of the types mentioned, and these could
not have been come by locally. But there are two vory discs also, cut rather like lentoids, and with
animal devices more Mycenacan than Archaic Greek. Indeed one has been republished recently as
Mycenacan although I have no doubt about its seventh-century date. The other was from the Sparta
deposit.
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I'here seem to have been no mmportant counterparts to these ivory seals m the Greek 1slands, although
a tew examples, probably from the Peloponnese, arrived there. In East Greece the deposits on Rhodes
which have already been noted, and votive deposits at Ephesus and on Samos and Chios, have given
evidence tor local orientalising workshops for wvory. There are very tew vory scals, however, and
these are mamly from East Greek sites and the islands, possibly all made in Rhodes since a strong sub-
geometric style 1s evident, which is well in keepmg with what we know otherwise of Rhodes artistic
record in the earlier seventh century. The most mmportant group of these have rather poor figures of
lons on their backs (Fig. 173), heads to the front and paws outstretched, unlike the Peloponnesian lion
scals. There are also a tew simple oval seals and a hemicylinder, with the device on the flat face.

ISLAND GEMS

The wslands have a special role in the history of Archaic Greek gems. We have seen alrcady how they
plaved a part, perhaps a primary one, in the production of the earliest of the Geometric square seals.
One or two of these are cut in the islands” white marble, a first use of this difficalt material for works
of art n the Iron Age; the first, in fact, since the time of the Cycladic idols. The other seals were cut in
a softer stone, usually white or grey, which seems to be generally an altered rock or comparatively soft
serpentine, generally called “steatite’—a term better reserved for a different and softer material never
used for scals. The white or grey stone was still used in the seventh century in the islands, but very much
more popular was a pale green serpentine, often partly translucent, which must have been accessible
locally (see colour, p.115.5, 6). It was used in the Bronze Age for a few gems which were probably made
i the islands (sce p. 60).

After the square scals island engravers experimented with a number of ditferent shapes, not all of
which are commonly found among the Peloponnesian stone seals. We find pyramidal stamps, various
discs (Fig. 174), oval and hemispherical forms. There is a copy of one of the ivory animal seals, with the
back in the form of a dog curled up and the device a grithn-bird with snake (PL 219), as on many ivories

and one signet ring with its loop and rectangular bezel cut out of a single picce of stone (Pl 220)—a
show of virtuosity matched rarely in the Bronze Age and Classical period. Two seal shapes hint at an
unexpected source of inspiration. One is a three-sided prism (Pls. 221, 222), exactly the form of the
Minoan Archaic Prisms and the other a bell-shaped stamp with spiral markings, which resembles
Minoan seals of the same period. Neither have close contemporary kin in Greece or the cast, and the
Cretan prisms are the very ones which have devices mysteriously recalled on some of the Peloponnesian
1vories already discussed.

These assorted shapes are decorated with devices which range from the subgeometric to the fully
Archaic of the sixth century Be, usually with animal and rarcly with human subjects. They show that
island artists were well aware of the varied seal forms current in the Peloponnese and in ivory, but the
main contribution of the island studios was a series of gems which had quite a different origin and
history. Against the twenty odd seals of shapes just mentioned there are nearly four hundred which
arc all either lentoids or amygdaloids—the old and very popular Bronze Age forms. These are the
‘Island Gems’, the Inselsteine collected assiduously i the last century, especially on Melos. Only after the
major finds of gems of a similar shape in Greece and Crete did it become clear that they belonged to
two very different periods. The Bronze Age seals can now be assigned to Crete or the mainland and
broadly classified, as we have seen in the last chapter. The Archaic gems, for which the old title is

retamed, are the ones we have here to discuss.
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The use of the lentoid and amygdaloid shapes could only have been mspired by the casual discovery
of Bronze Age seals, in the manner described at the start of this chapter. Melos had been an important
Bronze Age centre and would have provided opportunity enough for such finds, and there had been
flourishing Minoan and Mycenaean settlements on several other islands. Once these stones had attracted
the attention of artists it is possible that they supplemented their collection of models with examples
from elsewhere, perhaps from Crete. This seems a reasonable enough procedure and might explain the
imitation of shapes and modifs in the islands and the Peloponnese from Cretan models such as never
reached these areas in the Bronze Age. At first they did not attempt to work the harder materials of the
carly seals, nor did they command the techniques for doing so. Nor, at first, did they copy the motifs
which were in a style even more foreign to them than the eastern and orientalising arts current in
Greece. Instead they used the opaque serpentines already being cut for seals, adding to them the dis-
tinctive and most popular pale green translucent variety, which the translucent Bronze Age seals, of
cornclian or agate, may have encouraged them to seck out. They used the simple cutting techniques
already practised, and the devices were drawn from the current subgeometric or carly orientalising
repertory.

This first phase of the Island gems seems to belong mainly to the third quarter of the seventh century,
having started earlier. In the last quarter they generally admitted more advanced technique and subjects.
The development is a steady one with no startling changes. In an carlier study I distinguished three main
phases by technique. In the first the cutting is angular and the bodies of the animals— which are the
commonest devices—have no volume and litdle detail, cut in bold straight lines for ribs or manes (Fig.
175). In the next phase, belonging to the later part of the seventh century and the years around 600, the
bodies fill out and the linear detail is more carefully applied (Fig. 176). In the last phase, of the early sixth
century, full mastery of the hand-cutting technique results in more ambitious and successful compositions
and a more realistic, modelled style (Fig. 177) making full use of devices like hatching and stippling on
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the stone tor detarls of manes or bodies. The transition to ths last phase was effected mamly by two
artists, whose work can readily be distinguished. In the following account of the devices on the gems
I take tirse what were made before these artists began their carcers, and then the products of their studios
and their contemporaries.

In the carly phase (Pls. 223-234), wholly seventh-century, the range of subjects is limited, with rare
mtroduction of the mythological or archarsing devices—if we may so call the throw-backs to Bronze
Agce patterns—of later vears. Goats, stags and horses are shown, generally wiath their forelegs splayed
and bent i a skipping position which may resemble the act of kneeling but was probably mtended to
suggest motion. We have seen this position used commonly for animals on Bronze Age gems, but when
1t appears i the seventh century it is not necessarily a copy of the earlier motifs. Less common animals
shown are hares, birds and dolphins—long a favourite island motif. Lions were always popular, and in
the carly phase they are shown standing. Feline monsters with wings are not always winged lLons-
wlhich are uncommon in Greek art— rather than grithins, but there are one or two obvious chimacras,
sphinxes and a siren. Winged horses (Pl 231) become more popular later. and we are not obhged to
recognise them all as Pegasus since teams of them are often shown on island vases pulling divine chariots,
and on several gems foreparts are combined to make a whirligig (PI. 233). Centaurs had been popular
on the Geometric stones and they continue on the Island gems, usually “skipping” and shown in the
developed form. with equine, not human torelegs (Pl 230). There are rare representations of the human
figure. including one winged man (PI. 220). On these carly stones the artist does not attempt to combine
motfs. The device is set centrally on the stone, and already we can detect some skill in titting limbs and
bodies to the odd shapes of the gems. Where empty space 1s to be filled branches or ‘saw patterns’ are
used, or gouged holes which produce blobs on the impression. The way the saw pattern is placed
sometimes comes close to that use of a real ground line on which the figures stand which we observed
on the later 1vory seals.

By the end of the seventh century (for the dating of these gems we have to rely on stylistic comparisons
with island vases) we reach the most productive period for Island gems, in which the work of two
artists scems to dominate. To the first some thircy gems can be attributed, to the second, over forty.
This 1s a remarkable number of attributions to individual gem cutters for any period, and it suggests
that we have a higher proportion of the whole ongmal output of Island gems surviving than we have
of most other series. This may be due to various factors: the comparative case of working the soft stone
which could have led to rapid and mass production, and their restricted distribution on sites which have
been well plundered.

The first arvist (Pls. 235-242; colour, p-115.5, 6) likes fine, feathery incision for his creatures” tails and
manes, and close set stippling on parts of necks and bodies. Eyes are bold and rimmed, except on the
dolphins which are often eyeless. He deserves a name-—the Blind Dolphin Master. The second artist
(Pls. 243-252; colour, p.115. 4) scems more aware of his Bronze Age models. His animals are particularly
fme, with neat patterned stippling on their necks. He regularly shows the farther rear leg as a simple
outline following the near leg. where his companion details both. This is a trick practised well by
contemporary vase painters in the islands. It was never a feature of the Bronze Age seals. He cuts wings
with thicker detail and with a separate line as a leading edge, and the tails of his sea creatures are notched.
We may call him the Serpent Master for the monster which swims by a boat on a fine seal in New
York (Pl 243).

These two artists seem close contemporaries. There are other minor groups of gems which can be
picked out and may represent the work of their fellows. They use the fuller modelling and more careful
detailed incision for a wider range of subjects than have been met hitherto on gems, and these may be
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considered all together. It is noticeable that it is only with this new confidence in technique that the
island artists felt able to imitate some of the devices on their Bronze Age models and not simply the
shape of the stones: and among the amygdaloids we even find for the first time stray examples imitating
the refined Minoan form with a grooved back. Rather more stones are now engraved on both faces,
but this was stll a rare practice and was only slightly more common on Island gems than it had been
m the Bronze Age.

The animals chosen for most of the devices are as before. It is in the treatment of the same creaturcs
m different periods that the artists” growing control of technique and developing style can best be
Judged. There are some new subjects, though. Bulls only become popular now. They were common
on Bronze Age seals and the beast was often shown struck in the back with a spear and with its head
thrown back in agony. The pose is not seen in the ordinary Archaic Greek repertory for vase painting or
bronzes, but it was copied on an Island gem (Pl 245), without the spear. A new hon type shows the
creature in a crouching position, often with head turned back (PI. 256 ; colour, p-115.3). The two popular
types tor birds show them standing or flying with a snake in their mouths (Pl 237; colour, p.115. 6).
There are some studies of octopuses now, and more of dolphins, with decoratively antithetic composi-
tions (Pls. 239, 240, 258, 262). They are joined by tunny fish and the severed heads and tails of fish appear
beside the whole creatures m many devices (Pl 261). This apparent interest in butchery applies to
quadrupeds also. There is a study of limbs alone, and a cylinder by the Serpent Master shows a severed
bull’s head and limbs beside a carcase. This jointing of fish and flesh, and the dolphin and octopus
motifs, were to be found on Minoan scals, but the whole creatures are seen on other works in the
Archaic period, and the island vase painters, for example, scemed fond of truncated or grotesque figures.
The shiced fish at least recall the subjects if not the style of Minoan ‘talismanic’ gems, several of which
have been found on Melos.

There is a better display of monsters now. The winged horses are combined in whirligigs but they are
Joined by winged goats (Pl. 251). These are odd beasts for Greece although there are examples on two
Attic Geometric vases. Odder still is the way both the winged horses and winged goats are grafted on
to fish bodies (Pls. 235, 250; colour, p.115. 4). With the horses we have the appearance of the favourite
Archaic and Classical hippocamps, which are usually wingless and may owe something to real ‘sca-
horses’. Foreparts of the monsters are shown and there are some strange combinations of heads, necks
and wings (Pl. 248). The Greek sea serpent (ketos) is a dragon-like monster with pointed muzzle and
sometimes lion legs. Island gems offer a forepart with the lion leg (Pl. 259) and, on the Serpent Master’s
name piece (Pl 244), the whole creature swims by the prow of a ship. Other monsters are more cano-
nical—centaurs, chimaeras, sphinxes (Pls. 241, 257). Only the griffin scems odd for it lacks the long cars
and forchead knob of the Archaic Greek variety and with its bird-like head is closer to the Minoan torm.

A number of new compositions involving the animals seem also to derive from study of Bronze
Age models. Fish and parts of fish are used as space fillers with other animals, or sometimes as a major
part of the composition, as in the studies of a lion over a dolphin (Pl 256). There are examples too of
both types of torsion which appear for creatures on Minoan seals-—both the curled-up top view of a
beast, and the abrupt twist of the body at the shoulders (Pls. 247; 225, 235, 242). Neither were otherwise
admitted in Archaic Greek art. With devices like these the Island gems approach the freely composed
patterns of Bronze Age gems, but in general Archaic Greek artists, including the engravers of Island
gems, preferred to make a more explicit statement of cach subject, and to keep their creatures’ feet firmly
planted on the ground.

There are a few more mythological figures and scenes on the later gems, but they were clearly never
a major interest and they reflect merely the growing Greek competence in narrative art. Ajax falling on



s sword was a common seventh-century theme. On an Island gem the manner of the suicide 15 the
usual one i Greek art (Pl 264). The artist shows the outline of the human body well enough but attempts
no subtlety of modelling. The way the farther leg 1s shown by outline recalls the Serpent Master, and
this could be his work. This piece is said to have been found at Perachora, the 1mportant sanctuary site
near Connth. It is the only Island gem to be inscribed, but the form of the mnscription and its letters
show that 1t was cut by or for an Etruscan, giving what scems an Etruscan form of Ajax’s name, Hahivas.
It so, this might be a dedication bought and inscribed locally by a visitor from the west. The same site
has yielded a little Etruscan pottery of this period, but whether brought by Etruscans or Greeks we
cannot say.

In the same style and possibly by the same artist is a study of Prometheus being attacked by Zeus’
cagle (Pl 267). Rather later a Herakles wrestles with a merman (PL. 266), Nercus or Triton. Other nermen
on Island gems are given wings. There are some strange Gorgons (Pl. 265), and part-human monsters,
of which the oddest has two serpents instead of a human torso above the waist (Pl 269). This too recalls
Minoan monsters (Pls. 128, 132). One of the largest gems has a canonical chimacra on one side, and on
the other, which is markedly more convex, a scene ofJove-making (PI. 270). The posture is the usual one
for such representations in this period, from behind, but the figures are unusually upright, and with
his armi round her shoulder and her head turned back, the scene has a touch of life. The engraving on
this side has been doubted, unrcasonably. The filling swastika is as on Island vascs.

The main series of the Island lentoids and amygdaloids probably does not survive the first quarter of
the sixth century, but there are a few examples of these shapes and others with devices in an appreciably
later style (Pls. 263, 271-3), and it is clear that the studios were not closed. Their survival is shown in
various ways, the most important of which will be studied in the next chapter. A new series of Greek
gems was beginning, in which Island artists were to play an important part. It involved the use of harder
materials and an early intimation of the new fashion is scen in a few Island stones of the old shapes, or
approximations to them, but in the new materials (Pls. 274-276). Rock crystal and chalcedony were used
for seals with devices of animals and monsters in the old manner, but soon the Island artists either adopted
wholeheartedly the new techniques, materials and shapes, or practised the new styles in scarab carving
in their old softer material with the old technique of hand-cutting which suited it.

The Island gems were probably made on Melos. Some reached the other islands and mainland Greece,
and several Crete. We have no reason to suppose that only istanders wished to use seals in this period,
so this comparatively local phenomenon is probably best explained in terms of the production of objects
to be admired as jewellery rather than to be used.

THE SUNIUM GROUP AND CRETE

There are a few other stone seals in Greece which are roughly contemporary with the Island gems and
n various ways related to them. The Sunium Group 1s the closest we come to evidence for the use or
production of seals in Attica. It is best represented in finds from the sanctuaries of Athena and Poseidon
at Sunium, and of Artemis at Brauron. The common shape is a disc with lightly convex back and Jow
straight sides (Fig. 178). Motifs are very simply cut and resemble the island repertory, with centaurs,
winged horse foreparts and a hybrid human monster, but the execution is far less accomplished (Figs.
179-182). The earliest, in a dark serpentine, are cut like the earlier island lentoids; on other coloured
stones the devices are more like the main run of Island gems; and finally, two n rock crystal show
experiments with harder material, like those in the islands. Other examples of the shape from other
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sites may be related and there are several in rock crystal—one from distant Dodona, another with only
an nscription, in Euboean letters, set in separate lines as on many a Near Eastern scal. On the rock
crystals we see the use of both hatching and a cable border to the device, both commonly to be used
on later gems. These gems cannot compare with the Island gems in numbers or quality, but they had
a long life and an island or Attic home for them is possible. The Acropolis at Athens has yielded only
auny cube, with scenes related to the Sunium Group and the islands, and the shape is matched at Sunium,
so these are possibly another Attic speciality (Figs. 183, 184, Pl. 277).

The other gems which show a similar range in date and style are discs (Pls. 278-280), often engraved on
both faces and mainly from Crete. No clear series can be established here. The earliest might as easily
have been included with the subgeometric groups carlicr in this chapter, but there are several in a more
advanced style, like the islanders, and it is very probable that Crete, as a flourishing centre for Archaic
Greek art and with its Bronze Age record in gem engraving ready at hand in casual finds, should also
have been a centre for making seals. None, however, ape Minoan patterns as the Island gems do, with
the possible exception of a puzzling disc from Central Crete, now in New York, which Evans at first
took for prehistoric (Pl 279). One side shows goats matng. Subjects like this with animals are virtually
unknown in Archaic Greek art. Any sort of erotic subject was, of course, anathema in Bronze Age
Greece with the solitary and significant exception of goats” mating, which appears on a fine gold ring
m London and on a much later vase from Lefkandi. The other side of the gem shows a seated man and
a standing woman. Their excited gestures and the positions of their hands on cach other’s bodics suggests
an activity related to that of the goats. But while human love-making 1s not an uncommon subject n
carly Archaic art, its significance was probably serious and religious, nothing like the playful assault
which seems depicted here. Finally, behind the woman is a beaked Jug like many on Minoan seals, and
the big-headed figures look as much Middle Minoan as Archaic. There is no reason to doubt the
authenticity of the gem, and no good reason for believing it Bronze Age work. In common with much
clse 1in seventh-century Cretan art, it must be taken as a local product, mspired by varied, but none too

casily specified sources.
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LIST OF ILLUSTRATIONS TO CHAPTER I11

Measurements are given of the maximum dimension of the intaglio face, in millimetres

COLOUR PLATES

Pace 115

1 Oxtord 1894. A (xxvi), from Melos. White hmestone
tabloid. 44~ 44~ 12.5. Two men and a tree. 1Gems Ay,
tig. 10, pl. 14. See Fig. 155 for the shape.

2 Oxford 1957. 49, probably from Sparta. Ivory tour-
sided seal. 14 - 18, 1. A hon, the hind legs cut off. 2. Spirals
and volutes. (3. A stag. 4. The forepart of a gnffin) See
also Fig. 170. 1Gems pl. 20a.

3 London 1936. 7-21.7. Grey steatite amygdaloid. L.23.
A lon. [Gems no. 93, pl. 4.

4 London 171, pl. 4, from Mclos. White steatite amygda-
lowd. See PI. 250.

s Oxford 1870. 112, from Cos. Pale green steatite lentoid.
W.ig. A stag. IGems no. 106, pl. 4. By the Bhind Dolphin
Master.

6 Oxford 1941. 1239, from Kythera. Yellowish green
steatite amygdaloid. L. 15.5. An eagle flying with a snake.
1Gems no. 120, pl. 5. By the Blind Dolphin Master.

TEXT FIGURES

Fig. 152 Athens, Agora BiSoz, 1803. Ivory pyramidal
seals. H. restored 21, 17. Incised geometric patterns on the
sides and bases. Hesp. xxxvii, pl. 33, nos. 79, 80. From a
tomb of about 850 Bc.

Fig. 153 Athens, from an cighth-century tomb in Kaval-
ot St. Ivory stamp seal. One of three pegs in the back s
preserved, m the form of a bird on a pillar. Device — two
men and a horse. ADelt xx, Chr. pl. 46 ¢ {; BCH xcii,
737t figs. 8, 9. Compare the form of the bronze, Dawkins,
Artemis Orthia (London, 1929) pl. 79.2.

Fig. 154 Athens, Payne, Perachora i (Oxford, 1940),
pl. 18.20. White stone tabloid picrced through to the centre
face. 33 < 34. Irregular pattern. IGems Ao, fig. 10.

Fig. 155 The shape of the stone shown in colour, p.115.1.

Fig. 156 New York 4, pl. 2, bought in Athens. Brown
stcatite  tabloid. 33 33. Quartered, with  griffin-like
quadrupeds in two quarters, geometric and S patterns in the
others. [Gems A3, pl. 13.

Fig. 157 London 1905, 10-24.5, from Phigaleia. Bronze
horse on a stand. L.65. Intaglio device below showing two
warriors, not necessarily ‘Siamese twins’ (cf. JHS Ixxxvi,
3) but possibly so. Hampe, Frihe griechische Sagenbilder
(Athens, 1936) pl. 34 top left; IGems 114; Himmelmann-
Wildschutz, Bemerkungen zur geom. Plastik (Berlin, 1964)
figs. 57, s8.

Fig. 158 Once Arndt A1206, bought m Smyrna. Hacma-
tite. Lyre player, pipes player and another approach a
scated figure holding a flower. JdI Ixxxi, 41, fig. 66, no.
162. Lyre-Player Group. A Cilician origin is argued by
Dr Buchner and the author, ibid.

Fig. 159 Geneva Cat. i, 142, pl. 59. Blue glass scaraboid.
L.17. A crowned sphinx and uracus below a winged sun
disc, above which are uraei beside an ankh. AGGems no. 8,
pl. 1. This 1s the commonest motif on this class.

Fig. 160 London 04.10-7.1076, from Kameciros. Green
steatite stamp with a gable back. 14 - 30~ 24. Two rows of
spirals. [Gems MS, fig. 14.

Fig. 161 London 04.10-7.1136, from Kameiros. Brown
clay stamp. W.24. Linear pattern. IGems M23, fig. 14.

Fig. 162 From Brauron. Steatite tabloid. Two men and a
tripod. Ergon 1961, 31, fig. 31; BCH lxxxvi, 677, tig. 14;
[Gems C1s. The tripod is the prize for the contest, or, 1f an
Apollo and Herakles are to be seen here, 1t 1s the casus belli.

Fig. 163 Bascl, Erlenmeyr Coll. Steatite tabloid. 38 - 38.
In a hatched border a man, a bird, a human figure, a shield
and an animal head. Orientalia xxix, pl. 82.107; JHS
Ixxxviil, 8 (C20).

Fig. 164 Yale, Newell Coll. 544, pl. 33. Serpentine tabloid.
20 - 10. A centaur holding two branches. As Cai.

Fig. 165 Athens 14008, Waldstein, Argive Heraewm 1
(Boston, 1905), pl. 138.12. Steatite hemisphere. W .30.
Incised zigzag pattern over the back. The device is a horse-
man with linear filling n the field. IGems Bs, fig. 11

Fig. 166 Ischia. Impression on the neck of a clay vase.
25> 32. Ajax carrying the dead body of Achilles. Buchner
n Expedition viii, 11; JHS Ixxxviii, 8. The same stamp used
on a clay brick dedicated to Hera on Samos, A, Mirr.
Ixvi, 35, pl. 11.416. The earliest example of the scene in
Greek art. Next is the Perachora wory seal, IGems 147,
fig. 16.



LIST OF ILLUSTRATIONS

Fig. 167 Profile shapes of Peloponnesun wvory dise seals.
1Gems 1406, fig. 15,

Fig. 168 Ivory disc seal from Sparta, with an iron loop and
ng. Artemis Orthia pl. 141,15 1Gems 146, fig. 15.

Fig 169 Once Dawkms, probably trom Sparta. Ivory
round scarab.

Fig. 170 Oxford 1957. 40. Shape ot the ivory four-sided
seal shown m colour, p. 115.2.

Fig. 171 Shape of a typical four-sided bone seal from
Sparta.

Fig. 172 Back of an ivory seal from Sparta i the shape of
a rechinig ram. Artemis Orthia pl. 153.3.

Fig 173 Chios, from Phanai. Ivory lion seal. L22. A
man and a sphinx. BSA xxxv, pl. 3314 IGems 154; JHS
Ixxxvin, 11,

Fig. 174 London 1934 1-19.4. Green steatite disc with
nbbed edge. W.19. 1. From a centre disc spring the fore
parts of two horses, two snakes and two lions. 2. A sphinx.
1Gems no. 331, pl. 11, fig. 6.

Fig. 175 Once Dawkins. Green steatite amygdaloid.
L.30. A goat (the other side shows four dolphins). IGems
no. 1y, pl. 1, fig. 1.

Fig. 176 Once Dawkins. Green  steatite amygdalond.
<2050 A goat. [Gems no. 22, pl. 2, fig. 1.

Fig. 177 Lenmgrad stg, from Meclos. Black steatite len-
toid. W16, A goat. IGems no. 37, pl. 2, fig. 1.

Fig. 178 The shape of a typical Suntum Group disc.

Fig. 179  Athens, from Sunium. Grey steatite disc. W10,
A seated figure. IGems F3, pl. 14.

Fig. 180 Athens, from Sunium. Grey steatite disc. Wiy
Foreparts of winged horses joined. IGems Fs, pl. 1s.

Fig. 181 Athens, from  Sunium. White steatice disc.
W.rs. A tripod with zigzags at either side. [Gems Fio,
pl.1s.

Fig. 182 Athens, from Sunium. White steatite disc.
W.r2. A monstrous figure ncluding a human leg. IGems
Fir, pl.15: compare our PI. 269.

Fig. 183 Athens, from Sunium. Blue stone tabloid.
9+ 8>5. 1. A crouching human figure. 2. A hare. 3. A
winged man. 3. A sphinx. [Gems F28, pl. 15.

Fig. 184  Athens, Acropolis 7237. Green steatite tabloid.
See Pl 277.

BLACK AND WHITE PLATES

" Asterisked numbers indicate that the piece is illustrated in original. All other photographs show impressions.

GEOMETRIC SEALS

Pl 207 New York, Baker Coll. Bronze horse on a
stand. H.65. Intagho device beneath, with a chariot, the
horse, charioteer and wheels bemg detached and shown
separately. Von Bothmer, Ancient Art in American Private
Collections (New York, 1961) pl 43.1245 IGems 114.

Pl 208 Paris, BN Ms837, from Crete (?). Black ser-
pentine tabloid. 22« 20 ¥ 10. 1. A man with a stick. 2. A
bowman, centaur and lizard. (3. 4. Geometric patterns.)
1Gems C13, pl. 14. The scene on 2 could be Herakles and
Nessos. Ct. Munich 1, 101, pl. 12 (IGems C14), which may
show Nessos and Deianira, in a shghtly later and looser
style. For these two scals see Zazoff in Opus Nobile (Wies-
baden, 1969) 1811f., who takes the latter for Attic, but the
only distinctive feature seems to be Deianira’s girdle ends,
shown as on Argive vases. See the next.

PL 209  Athens, Argive Heraeum ii, pl. 138.22. Grey-red
serpentine disc. W.35. 1. Two women with branches,; a
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bird, a snake and a notched border pattern. 2. Geometric
pattern resembling a quadruped. IGems Gi2, pl. 15. The
women have long girdle ends, as on Argive vases.

Pl 210 Athens 11750, from Megara. Disc. W.g0. 1. A
man and a woman holding a wreath between them and a
branch in the free hand. A shrub below. 2. A horseman.
A rosette above, shrub before, and a squatting figure below.
1Gems Gig, pl. 16,

PL211* London, Mrs Russell’'s Collettion. Blue-grey
serpentine disc. W.21. 1. A winged horse and reins (3).
2. A centaur with a branch, and a small animal. IGems G33,
pl. 16 (impressions).

Pl. 212 Oxford 1894. sA (xxvi), from Melos. Shell ogival
seal, pierced laterally. 19.5 % 17 % 9. 1. Two centaurs with
branches. 2. Two sphinxes face over a branch. Pellets in the
field. On the base a stag and small animal. IGems L1, pl.17.
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IVORIES
PL 213 New York s, pl. 2, ‘from Mykonos’. Ivory disc.
W.33. 1. A lion and star. 2. A flying bird.

PL 214*  Athens, from the Argive Heraeum. Ivory disc.
W.49. A facing bicorporate sphinx. Impression shown in
1Gems pl. 18a. Possibly the earliest representation of this
monster in Archaic Greek art. Closest m date is the one
pamted on the Chigi Vase, Payne, Protokor. Vasemalerei
(Berlin, 1933) pl. 27.

PL21s*  Athens, from the Argive Heracum. Ivory disc.
W.44. A seated male sphinx with a bird in front. Impression
shown in [Gems pl. 18¢.

PL 216* Athens, from the Argive Heracum. Ivory disc
(back). W.44. A flying bird. Impression shown in JHS
Ixviii, pl. 7.

Pl 217 From Siphnos. [vory disc. W.43. A centaur,
apparently helmeted, holding branches. Before him 4
bird. Impression shown in IGems pl. 17b.

Pl 218 Athens, from Sparta. Bone four-sided seal. 19
17.1. Asiren. 2. A floral pattern. 3. A flymg bird. 4. A double
crest or wing. D.Inst. NM 3640.

IstanD GEems

Pl 219 BerlinF132, pl. 3, D 106. Green steatite animal seal,
the back in the form of a dog curled up. W.16. A crested
bird (? a griffin bird) with a snake. IGems no. 352, pl. 13,

Pl 220* Athens 1095, from Siphnos. Green steatite
finger ring with a rectangular bezel. 11 - 8. A seated man
holding a staff. BSA xliv, pl. 9.1 IGems no. 351, plo13.

Pl 221%  Athens, from Siphnos (a Roman grave). Green
steatite prism with a loop handle. L.27. (1. A centaur with
branch.) 2. A ship. (3. A horse.) BSA xliv, pl. 9.3; IGems
no. 316, pl. 11.

Pl 222 Oxford 1873. 136, bought in Smyrna. Green
steatite prism. 14.5 x 15.4, 14, 17. 1. A human bust holding
abranch. 2. A running figure. 3. A horse and branch. [Gems
1no. 315, pl. 10. Evans (at first), and Matz have taken this for
prehistoric but the style is decisively Archaic, and busts and
head like that on side 1 are easily matched on island vases of
the seventh century.

Pl 223 Basel, Erlenmeyr Coll. Green steatite disc. W.18.
1. A man with two branches. 2. Two naked human figures,
one apparently carrying the other.

Pl 224 Athens, British School, probably from Melos.
Green steatite amygdaloid. L1, A chimacra.  IGems
no. 2o1, pl. 8.

Pl 225 Solothurn, Schimidt. Lentoid. W.17. 1. A horse-
man. 2. A contorted hon. IGems no. 64, pl. 3.

Pl 226 Bowdoin Coll. 6y4. Grey stcatite lentoid. W or4.5.
A winged man with winged boots. IGems no. 188, pl. 7.
Possibly a wind.

Pl 227 Athens, British School, probably from Melos.
Green steatite lentoid. W.rg. A cuttlefish between two
dolphins. [Gems no. 134, pl. 5.

Pl 228 London, Bard Coll. Green steatite lentotd. W ..
A lon. IGems no. 68, pl. 3.

Pl 229 London 1934 1-208. Green steatite lentoid.
W.14. A stag. IGems no. 103, pl. 4.

PL 230 Paris, BN Mé62s2, from Melos. Green steatite
lentoid. W.20. A centaur. IGems no. 194, pl. 7.

PL 231 Athens, British School, probably from Melos.
Green steatite lentoid. W.18. A winged horse. IGems no.
267, pl. 9. This need not be Pegasus since winged horses are
commonly shown inisland art, dra wing chariots for deities,

and pairs may be combined whitls, as on PL 233.

Pl 232 Once Dawkins Coll. Green  steatite  lentoid.
W.r4. A hare. IGems no. ss, pl 3.

Pl 233 Once Dawkins Coll. White steatite  lentoid.
W.19.5. The foreparts of winged horses Jjoined 1n a whirl.
{Gems no. 281, pl. 10.

PL 234 London 1934, 1-20.7. Green steatite amygdaloid.
L.29. A palm tree with goats at cither side. IGems no. 296,
pl. 10. The motif is an oriental one occasionally copied in
Greek art (IGems 26).

Pls. 235-242  are by the Bhind Dolphin Master.

Pl. 235 New York 10, pl. 3. Green steatite lentoid. W .18,
1. A winged goat fish. 2. A contorted winged horse and
dolphin. IGems no. 253, pl. 0.

Pl 236 London 161, pl. 4. Grey steatite amygdaloid. L.22.
A goat. [Gems no. 44, pl. 2.

Pl 237 London 178, pl. 4. from Galaxidi. Green steatite
lentoid. W.16. A water bird with a snake, and a dolphin
above. [Gems no. 126, pl. s.

Pl 238 Oxford 1921. 1225. White steatite amygdaloid.
L.26. A stag with two dolphins. [Gems no. 108, pl. 4.

PI. 239 Manchester University. Green steatite lentoid.
W.13. Three dolphins and three small fish. IGems no. 136,

pl.s.
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Pl 240 London 177, pl. 4. Green steatite lentoid. W.19.
An octopus and dolphin. The two blobs suggest the eyes.
1Gemsno. 102, pl.6: BSA Ixi, 43, tig. 4b.

Plo2q1 BerlinF o3, pl. 3, D 111, trom Melos, Green steatite
amygdaloid. L.24. A centaur holdig a branch and a stone.
[Geoms no. g8, pl. 7.

Pl 242 London 203, pl. 4. Grey stone lentoid. W.rs. A
contorted winged goat. IGems no. 237, pl. 9. The winged
goats, like the winged goat fish, are suggested by the divine
winged horses and the sea horses on the gems. Goats are
twice shown winged on Late Geometric Athenian vases
and occasionally in Achaemenid art (compare our Pl 923).

Pls. 243252 are by the Serpent Master.

Pl 243 BerlimFoz2,pl.3.D 115. Green steatite amygdaloid.
L.22. A boar. IGems no. 2, pl. 1.

Pl 244 New York 14, pl. 3, from Epidaurus Limera. Green
steatiee amygdalord. L.27. The forepart of a ship with
animal head prow. Above 1s a floral and below, a sea serpent.
1Gems no. 293, pl. 10. For the type of serpent see AFRungs
21 and cf. our Pl 259.

Pl 245 Unknown. Amvygdaloid. L.30. A bull with its
head thrown back. IGems no. 13, pl. 1.

Pl. 246 London 1930. 4-16.4. Pale green steatite lentord.
W.20.5. The forepart of a bull and tail of a fish. IGems no.
15, pl 1.

Pl 247 London 162, pl. 4. Grey steatite amygdaloid. L.25.
A contorted goat. IGems no. 45, pl. 2. This is the more
natural “contortion’ of a rechning animal, such as appears
on many Bronze Age gems (asour Pl 138) and not the more
brutal twist, as Pl 242.

PL 248 Athens, Briush School, probably from Melos.
Green steatite amygdaloid. L.2o. 1. The forepart of an
animal with two necks and one goat head. Possibly a winged
goat was intended and the head misplaced. 2. A palm tree.
IGems no. 242, pl. 9.

PL 249 Unknown, from Melos. White steatite lentoid.
W.16. A stag. IGems no. 109, pl. 4.

Pl 250* London 171, pl. 4, from Melos. White steatite
amygdaloid. L.2s. A winged goat fish. IGems no. 250.
Sce colour, p. 115.4.

Pl 251 London 167, pl. 4. from Melos. Green steatite

amygdaloid. L.24. The foreparts of two winged goats
Jomed m a whirl. IGems no. 244, pl. 9.
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Pl 252 London, Mrs Russell Coll. Green steatite lentond.
W,
10.

16. The torepart of a winged horse. IGems no. 275, pl.

Pl 253 Lemmgrad s17. Amygdaloid. L6, 1. A goat
without horns. 2. A winged horse. IGems no. 33, pl. 2.

Pl 254 Once Dawkins Coll. Green steatite amygdalond.
L.20. A rearing horse. IGems no. 6o, pl. 3.

Pl 255 Dresden 1614, White steatite lentoid. W.2s5. A
winged horse and palmette flower. AG pl. 61.5; [Gems no.
2068.

Pl 2567 Pans, BN N6. Amygdaloid. L.22. A lion over a
dolphm. IGems no. 84, pl. 3. The antcipation of the device
on the later ring. our Pl 693, is without significance.

Pl.257  Athens, Perachora ii, Bzo, pl. 191. Green steatite
lentoid. W.19. A chimacra lacking the goat’s head but
with sixteen small snake heads springmg from the body.
IGemsno. 207, pl. 8. The smallsnakes are sometimes attached
to the monster Kerberos in Greek art.

PL 258 Once Dawkins Coll. Green steatite amygdaloid.
L.21. Two dolphins. IGems no. 139, pl. s.

PlL.259*  London 164, pl. 4, from Melos. White steatite
amygdaloid. I.22. The forepart of a monster with a leonine
foreleg. IGems no. 101, pl. 4. Possibly this is meant for the
forepart of a sca serpent, since the pointed muzzle is an
admssible variety, and the lion leg is to be found (as on our
Pl 433), but this is not the type on other Island gems (our
PL 244 and JHS Ixxxvii, pl. 2.222).

Pl. 260 Munmich 1, 113, pl. 13, from Melos. Green steatite
amygdaloid. L.20. A cock with a lizard. IGems no. 131.
Cf Ann. Rept. Friends Fitzwilliam Museum 1934, fig. 3
(black-figure vase).

PL.261 Munich i, 130, pl. 15, bought in Athens. Grey
steatite amygdaloid. L.21. A tunny fish, a tunny tatl and a
dolphin. IGems no. 155, pl. 6.

PL. 262 London 176, pl. 4, Green steatite lentoid. W.16. A
four-armed octopus and two dolphins. IGems no. 167, pl. 6.

Pl 263 Bonn, Miiller Coll. Green steatite am ygdaloid
withgrooved back. L.14. Toads coupling, seen from above,

JHS Ixxxviit, pl. 2. 160 bis.

Pl. 264 New York 13, pl. 3, from Perachora. Green steatite
lentoid. W.rg9. Ajax committing suicide by falling on his
sword which is fixed mto a mound of ecarth. Inscribed
Hahiwas, probably Etruscan. IGems 178, pl. 7.
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PL20sa Athens, British School, probably from Melos.
Green steatite amygdaloid. L.24. An armless Gorgon with
a dolphin and a wheel. IGems no. 1804, pl. 7. Gorgons are
sometimes shown with dolphins (with . Gorgoncion on
the ring, our Pl 731) to suggest their pursuit of Perseus over
sea; perhaps the wheel indicated overland pursuie.

PL 2658 Athens, Bntsh School, probably from Mclos.
Greensteatite amygdaloid. L2y, A palmettescrolland horn.
1Gems no. 1808, pl. 7.

Pl 266 London 212, pl. 5. Yellow mottled steatite lentoid.
W.19. Herakles wrestles with a merman. Two dolphins in
the field. IGems no. 181, pl. 7. On the iconography of these
scenes see BICS v, 7-9.

PL 267 Unknown, from Crete. Lentoid. W.21. Pro-
metheus bound and the cagle of Zeus. IGens no. 186, pl. 7.

Pl. 268 Bonn, Miiller Coll. Green steatite Jentoid. W oi3.
A satyr. The only other certain satyr on an Island gem s
seen on the later cylinder and scarab, our Pls. 271, 351. It is
surprising to find a satyr at all on an Island gem and this can
behardly earlier than the second quarter of the sixth century,
and so one of the latest of the steatite lentoids,

Pl 269  Dresden 1616, from Melos. Brown steatite len-
toid. W.19. A monster with human legs, the upper part
formed by two serpents. IGems no. 191. The composition
recalls that of some monsters on Minoan seals (as our Pls.
128,132)and thisshonld perhaps be taken for anotherexample
of the imitation of a Bronze Age motif.

PL 270 Berlin 96, pl. 3, D 110, from Melos. White steatite
lentoid. W.37. 1. Love making, with a swan in attendance
and a swastika. This side is heavily convex. 2. A chimaera.
1Gems no. 177, pl. 6. The swan can hardly be a reference to
Leda, as suggested by Koch (Gromon xxxvi, 814). The
swastika appears only here on Island gems butis a common
device on island vases. The woman’s interested backward
glance is unexpected but is seen on black figure vases and
compare our Pl go6 and Fig. 298.

PL 270 Berlin F 131, pl. 3, D 118, from Acgina. Green
steatite. cylinder. H.ai2. A nymph assaults a satyr who
¢jaculates. A warrior mounts a four-horse chariot, which
15 already occupied by its charioteer. A hare runs below.
1Gems no. 334, pl. 11; AGGems no. 360 and p. 118. The
style is close to that of the Island Scarabs (see Pls. 350-354).

Pl 272 Unknown, from the Peloponnese.  Yellowish

steatite lentord. W16, A lotus with palmetee and scrolls,
IGems no. 304, pl. 10.

PL 273 Athens, from Sunium. Green steatite amyg-
daloid-scaraboid. L.20. A contorted bull-headed man, like
the Mmotaur. IGems no. 350, pl. 13 s JHS Ixxxvin, pl. i,

Pl 274 Boston 27.678. Chalcedony lentoid with very
convex back and shallow face (compare the shape of our
Pl 273). W.21. The facing head of a satyr. JHS Ixxxvin,
pl. 1av.

PL 275 New York 22.139.40. Chalcedony lentoid with
flat sides, rather oval in outhne. W.19.5. Frontal bull's
head. IGems no. 17, pl. 1 JHS Ixxxvni, pl. vt

PL 276 Boston o1.7594. Rock crystal prism, a piece of
natural crystal with one face roughly cnt back to provide
the surface for the device. L.21. Triton. Lippold, pl. 6.1;

JHS Ixxxviii, pl. 2.x1ii.

THE SUNIUM Grour anp CriTi

Pl277*  Athens, Acropohs 7237. Green steatite tabloid.
108 < 9. (1. Love makmg.) 2. Joined foreparts of goats
with a hzard and bird n the field. (3. A woman playing
pipes and another with a jar. 4. Two goats at a tree.) [Gems
Fz29, pl. 15. Sce Fig. 184 tor sides 1, 3, 4. There is a similar
tiny cuboid seal from Sunium, our Fig. 183. For the goats
compare our Pl. 234,

Pl 278 Basel, Erlenmeyr Coll. White stone disc. W.14.
In one half, sphinxes: in the other, two couples. Ina hatched

border.

Pl279 New York 3, pl. 1, from Central Crete. Green stea-
tite disc, with concave sides. W.19. 1. A seated man and a
standing woman. 2. Goats mating. [Gems G6, pl. 15. Bronze
Age scenes of mating goats on the gold ting, CMS vii, no.
68, and a 11inc vase from Letkandi, Arch.Delr. xxii, Chr.,
pl. 175f. Davies has made the Interesting suggestion (BCH
xcii, 2241, with figs. 6-8) that 1 shows Klytaimnestra
killing Agamemnon. He argues that the woman is holding
asword, shown by a light cut running within the outline of
the man’s body, but any artist at this date would have been
far more explicit about the use of a sword. Given the scale
and the rough style, it is clear that the artist meant to convey
some sort of bodily contact with the man and it might be
argued that arm + sword was intended.

Pl 280 New York, Velay Coll., from Crete. Grey steatite
lentoid. W.18. Two horses and a branch. 1Gems Gy, pl. 15,
Proc.Brit. Acad. xv, pl. 10.7 (as Lmus).






Chapter 1V
ARCHAIC GEMS AND FINGER RINGS

The main series of Archaic Greek gems begins in the second quarter of the sixth century. This must be
the starting point for any account of the history of Classical Greek gem engraving, and of the tradition
which continued through the Roman period, down virtually to the present day. The arts of Greece had
been exposed to various forms of orientalising influence since the cighth century Bc, and these had been
absorbed and translated to contribute to what we recognise as the Archaic idiom in Greek art. The
renewed interest in the carving of seals in Iron Age Greece was one of the carliest results of this influence,
and it was in gem engraving also that one of the latest can be observed. Already by the end of the seventh
century the Greeks had been moved by foreign example to attempt monumental architecture and
sculpture, and earlier still their styles of drawing had been set on a course which was to lead to red
figure vases and the achievements of the fifth-century muralists. We may wonder why this second
and decisive step forward in the art of gem engraving should have come so late. To understand this it is
necessary to describe first what was in fact novel in the new series, and secondly the nature of the
eastern sources.

The new gems are generally scarabs, their backs carved in the round in the form of the sacred beetle
long familiar on Egyptian seals and amulets. The new materials were far harder than the ivory and
serpentines which had served before, and these stones—usually cornelian and other members of the
chalcedony family, or the native rock crystal—required new techniques for working them. Greek
artists had to learn again how to usc the drill to shape these tiny stones. A similar lesson had been learnt
m Minoan Crete of the Early Palaces, but then the change effected no radical alterations in styles or
shapes, as it did in the sixth century.

The immediate source of influence is not so readily determined. The scarab was the regular seal shape
in Egypt, but although Greeks had much to do with Egypt at this time there is nothing there in these
years to suggest that this was the source. The Egyptian scarab shape, and the ‘scaraboid’ which has the
same oval, flat engraved base but with its back only blocked out, had been in use in Phoenicia and as
far north as Syria for some time. An apparently cighth-century Syrian group of scarabs, mainly of
haematite, scems to have been ignored in Greece although the cheaper Cilician ‘Lyre-Player Group’
—mainly scaraboids—had been freely imported (sec above, p-110). In Phoenicia at this time the scarabs
and scaraboids carried simple animal or sacred figure devices, often inscribed, or inscriptions alone. These
too had virtually no effect and at any rate even the native Greek jewellers of the seventh century were
unwilling or unable to cut and polish hard stones for beads or nlays. The dating of Near Eastern seals
in this period is very difficult, but it seems that it was only in the seventh and sixth centuries that
Phoenician engravers regularly produced scarabs and scaraboids in.the variety of hard stones the Greeks
were to favour, and with the caretully cut and elaborately composed devices which were bound to
appeal to a Greek artist. Many of these carry heraldic groups of animals at a sacred tree in a highly
Egyptianising style, such as had been familiar in the earlier orientalising phase of Greek art on castern
bronzes and ivories. So both the technique and the most agreeable of the Near Eastern styles in gems
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cante late to the attention of Greeks. That Phoenicia was the source 15 indicated also by the regular
Greek use of a hatched border to the mtaglio device, their occasional use of a cross-hatched exergue to
provide a ground line for the figures, and their common method of carving the beetle with an anato-
nically maccurate ndge or spine running along its back where the wing cases jom (carination). This
15 seen otherwise only on some Phoenician scarabs. of the materals and style already described, but
they can be dated closely only with reference to the Greek stones which they mspired.

‘Phocnicra’, however, is an agreeably vague term. Since the influence on Greek gem engraving was
not a matter ot mere imitation, but involved the learning of new techniques, it could not have been
effected simply through the import of Phocnician models, and indeed there are none found in Greece
of just this style and date. Somewhere in the cast, then. Greek artists must have been able to learn from
Phoenician studios. The obvious place 1s Cyprus, since Greeks, and Greck artists, were by this time
established in the island, where there were also a number of prosperous Phoenician citics with workshops
producing bronzes and. it seems, scarabs, in the homeland styles. The carinated beetles are met in Cyprus,
and all the other necessary criteria which we seck. Indeed there also seems to have been a fashion there
for a zigzag rather than cross-hatching in the exergue below figure devices, and this appears on some
of the earlier Greek scarabs (as Pls. 282, 284). These bear some odd versions, even perversions of Greek
myth (as Fig. 187), such as we see on other Greek Cypriot works. And when we find that Cyprus remains
an important centre for Greek gem engraving throughout the Archaic period. its claim as the birth
place of the whole new series might scem confirmed.

There 1s hetle more that need be said about the form and materials of the Greek scarabs and scaraboids.
The beetle backs are seldom very caretully cut or claborated (Fig. 185). The carination may appear as
a ridge, a sharp spine or simply a gabled back; and it is not ubiquitous. There may be a hatched border
to the thorax or wing cases. and occasionally the legs are marked or whiskered. The vertical border or
cdges of the plinth below the beetle are plam. There are a few other eccentricities or attempts at detailed
carving. The V markings which appear at the front of the wing cases on Egyptian and Phoenician
scarabs are sometinies copied. or even rendered in relief, but it seems to have been left to Greek work-
shops in Etruria to translate them into tiny incised winglets. Sometimes there are spirals or palmettes
mcised on the backs. The intaglio device is usually edged with a hatched border, but a kne of pellets
or cable may be found. If there is an exergue it 1s filled, as in the cast, with cross-hatching or z1gzag,
but also rarely with alternate hatching. The engraved surface and background are not highly polished.
The minor elaborations mentioned here become regular features in Etruscan studios, which had been
mspired and probably established by mmmigrant Greeks by about 500 Bc. The scaraboids in this period
usually have high straight sides with shallow domed backs, and there are some ‘pscudo-scarabs’ with
their backs carved with heads or figures in the half round or relief. This is another practice derived from
Egypt and Phoenicia. In Cyprus there are a number with negro heads carved on the back, and the type
was popular in Naukratis, the Greek trading town on the Nile. Cypriot too is a small group, closer to
the carly Greek scarabs in style, with summary heads carved on the back (as PI. 281).

Cornelian is the commonest material in this period, followed by agates and other chalcedonies. Rock
crystal was usually reserved for scaraboids— the detailing of a beetle is almost invisible in the clear colour-
less stone. Green jasper 1s typical of the Greco-Phoenician stones, which will be discussed briefly below,
but 15 also used for some purely Greek works. All softer stones scem to have been abjured except for
some thoroughly provincial black serpentines in Cyprus and the exceptional Island scarabs.

The subject matter of the intaglios on Archaic gems s varied, and their iconography sometimes gocs
beyond what we might expect from study of the hitherto better known Archaic Greek vases and
bronzes. This is partly because gem engraving must have been an art which, with the jeweller’s, could
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claim some mdependence of tradition, and partly because n this period 1t 1s a major source ftor the
figurative art of an arca whose artists seem to have been shy of expressing such themes in other media,
like vase painting. Of the Archaic gems with recorded provenience nearly one third are from Cyprus,
and about as many from other East Greek sites. The rest are accounted for by finds i1 Etruria, where
cmigrant Greek studios were at work, and mainland Greece. The few mscriptions on the gems are all
either Cypriot or epigraphically attributable to the East Greek arca and the Aegean slands. Stylistically
there are a number of East Greek preferences to be detected also- for mstance the satyrs with horse
teet, lions with back manes, and a range of monster creations, usually winged, to name only the most
obvious. It looks very much as though gem engraving in Archaic Greece was a dominantly island,
East Greek and Cypriot phenomenon. It is hard to believe that Athens, which learnt so much clse from
East Grececee, and especially Tonian artists at this time, had not studios of her own, but there is as yet no
evidence for them, unless it lurks in the still unpubhished find of Archaic gems inade in 1961 at Brauron
m Attica. If this seems a strangely restricted usage we have only to recall what went immediately before
—the extremely narrow distribution of the Island gems or the Peloponnesian ivories. It was to be some
time stll before scal use was general in Greek lands. Such other evidence as there is for their use in the
Archaic period is reserved for the discussion of the Classical gems and rings, in Chapter V, but we may
briefly review the inscriptions on the Archaic stones, since this is the first series on which they have
appeared at all commonly. A few are wholly explicit, declaring ownership, as Fig. 186 where the letters
of the name are set in two lines as on the carlier Phoenician stones, or a scarab which adds a tiny dolphin
as device beside the clear injunction ‘T am the seal of Thersis. Do not open me.” Others find the genitive
of the name (‘I am (of) . . ) sufficient. Only two arusts declare themselves clearly by adding the word
‘made’ (Epimenes and Syries). On other stones where we see a name in the genitive alone we may suspect
the owner, and where a nominative alone, the artist: but this rule of thumb does not always correspond
neatly with another declared criterion, that artists’ names are small and unobtrusive, being cut at the
same time as the device, while owners’ names are bolder and more casily read, possibly being cut after
the device. No Archaic gems label or describe the device. They are to be read sometimes forwards,
sometimes backwards in impression, in common with the varying practice with inscriptions on other
objects at this time, but the artists are careful to see that all human figures appear right-handed in the
mpression.

For the devices themselves the artists preferred single figure subjects. The oval field was satistactorily
filled by a human figure in the “kneeling-running” position. This was a common Archaic convention
i other arts and called for no ground line. On gems it came to be used for static as well as for noving
figures—for youths with lyres or flowers, for warriors testing arrows or a Herakles threatening—and
we may sometimes be at a loss to describe a figure’s action, or inaction, satisfactorily. In the later Archaic
period of the early fifth century, when the pose had already been abandoned in the other arts, it is
commonly replaced by standing, stooping figures who are picking up armour, patting a dog or similarly
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occupted. These too till the field well, but they also reproduce a more complicated pose which is shown
in vase pamting and relief sculpture of the day.

The figures might be human or mythical, but this preference for single subjects inhibited the display
of the sort of mythological scenes common on vases. Simple groups like that of a satyr carrying off a
woman were common cnough, but more involved compositions with more figures are rare and generally
carly. This was not a medium m which the artist could indulge his native love of narrative art and ic is
the more remarkable that the few such scenes which do survive offer so much that is fresh and uncxpected.

Single animal figures also fit the oval well and for many we see the same splayed forelegs which
appeared on the Island gems. This seems the animal cquivalent of the human ‘knecling-running’ position,
and often just as ambiguous. Lions are the commonest subject, often shown with heads turned frontal.
In this position archacological jargon describes the beasts as ‘panthers’, an unnecessary misnomer, by now
best abandoned. The lion was as little known to the sixth-century Greek as it had been in the Brongze
Age (see p. s81) and we find the same mistakes, giving manes and lhines of dugs to honesses, or admitting
dog-like anatomy and behaviour, especially the rump-in-air position. The closest knit and most popular
anmimal groups show lions attacking other animals—usually bulls or stags, sometimes boars or goats.
The motif becomes remarkably common in Greek art about the same time as the new scarabs appear
and it may be that this should be attributed to the same source of inspiration. In vase friczes or pediments
the beasts are usually grouped in pairs over the victim but the gems demanded a more compact composi-
tion of only two creatures (a rare exception, Pl 295) and we find a few stock poses—attack from the
rear, attack from the front, attack from the front crossing the body, or attack from above a prostrate
victim. The gem artists also created a new antithetic composition of lion attacking lion (Pl 384) which
recalls the Bronze Age, but had not been used on Island gems.

All degrees of detail may be observed on the gems. The use of the drill is never obtrusive in the
blocking out of the main body masses. The artists so subordinated technique to design that there are no
classes in which the drill technique dictated the style, as happened so often in other periods—the Bronze
Age “talismanic” and Cut Style or the later ‘a globolo’. Finer drill work could be used for eyes, hair curls
or paws and joints, but a great deal is expressed in simple linear cuts. A more deeply modelled sculptural
style is rarely attempted except by the finest of the Archaic artists, Epimenes (Pls. 355-357), or on the
Island scarabs where softer stone was used and the dnll not required (Pls. 350-354). The best examples
will bear comparison with the finest surviving relief sculpture of the day and, for the first time in the
Greek Iron Age, gem engraving can claim its place as a major art.

THE ORIENTALISING STYLE

The earliest groups are also technically the simplest and they exhibit most clearly the influence of eastern
styles or subjects. In terms of Archaic Greek art they should begin before the middle of the sixth century
and the style probably persists until its end. At the head is the Gorgon-horse Group, with slim, slightly
detailed figures which offer several strange mixtures of Greek myth and eastern convention. The gorgon-
horses on three of the scarabs are the Greek Medusa, but provided with a horse’s body (PI. 282). This
1s correct enough since the horse-god Poscidon fathered the winged horse Pegasus upon her, but she had
been shown thus only once otherwise in Greek art. Moreover the detail of her dress is eastern (the
curving hem line), she handles a lion like any castern hero, and stands on what we should probably
regard as a Cypro-Phoenician aigzag exergue. Other monsters created for the group arc a form of
winged centaur holding a piglet upside down (PI. 283) in exactly the manner of the naturalised Phoenician
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deity Bes, and a similar figure with a lion body holding a goat (PL. 284 ; colour, p- 149. 1). More canonical
i appearance if not behaviour is the centaur fighting a lion (PL. 285). When it comes to Greek myth a
Perseus beheading the Gorgon is shown dressed like Herakles (Fig. 187) of whom the Cypriots, and
Phoenicians, were inordinately fond.

Other subjects are castern in inspiration. The sun god carried by a winged sun disc was a common
motif, but the winged disc was not one of the castern decorative features which Greeks copied. They
preferred to add the wings to the deity, who then has to carry the disc in his arms. In the strange version
on Pl 287 the disc seems incorporated in his body and he can fly—‘no hands’. On PI. 286 the god,
identified as a long-dressed Hermes or Iris by the caduceus, is provided with six wings, a wing-cap and
winged feet, but has to carry the disc. A comparable translation of the castern sun god in a winged disc
into a Greek Iris carrying a disc-phiale can be traced in the series of coins trom Mallos, in Cilicia, from
the Archaic period through to the fourth century.

There are a few other strange, mixed motifs, but most are commonplace hke the more canonical
Greck Gorgons (Pl 288), or the Gorgon head (Pl 289). Once again, though, there is an example of a
Gorgon given a whole horse’s body, including front legs this time (P!. 290). Animal studies (Pls. 291-297)
include several Common Style versions of bulls and a few of the better lion-fights, which may be late
in the series. The lion forepart attached to a cock (Pl 298) makes an odd combination, but there will
be other examples of such surgery, and the Greeks admired the fighting qualities of both animals. There
are other, more summary animals, and some in a more deeply cut style, although lacking in detail,
which also seem part oriental-like the winged lioness (Pl. 299).

This style should probably be traced to Cyprus in the first instance, although it might later have been
pracuised in different parts of East Greece. It remained for the most part outside the main tradition of the
development of Archaic Greek gem engraving, and it is not surprising that it has a great deal in common
with the carlier Greco-Phoenician scarabs of green Jasper. These are the most pedestrian of the Archaic
gems, although the most informative about the origins of the whole series.

THE ROBUST STYLE

More ambitious in content and style are a number ot groups where we may recognise the characteristics
which in other arts are attributed to the hands of lonian artists. Freer and more effective use of the drill
produces more fully rounded figures and there is a real attempt to render details of anatomy either by
the drilled masses or by skilfully applied linear detail along sinews and muscles. The Satyr Groups show
the development most clearly. The Plump Satyrs are the carliest, of the mid century, with massive heads,
broad thighs, no attempt to disguise the transition from frontal chest to profile hips. Several are shown
kneeling-running with pots and cups (Pl 300; colour, p. 149. 2). The Slim Satyrs are later, and the latest
may bring us towards the end of the century. The same pose is seen, but now belly markings suggest
the torso twist, while for a fine reclining figure (P 301) there is a detailing of stomach muscles which
recalls contemporary anatomical experiments in major sculpture. There will be more to say about this
artist, the Master of the London Satyr. Where a youth replaces the satyr, on Pl 302, which is one of
the finest of the whole series, we can see that his head and hair are treated Jjust as any lonian kouros,
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and can now admire the loving detail accorded to wrinkles at his forehead and neck or to his feet. In
all but size this is 2 monumental study. The satyrs are not mere wine-bibbers and they may carry women
(Pls. 303, 305) as often as cups. Closely related is the superb centaur, similarly occupied, on PL 306.
He s wreathed, and so probably one of the beasts invited to the Lapith wedding who, i their cups,
broke up the party and carried off the women. He and most of the satyrs have human legs with horses’
teet, which in Greek art 1s only normal for these creatures in East Greece,

Itis a similar satyr who is assaulung a sphinx by pulling her hair (Pl 307) with a gesture only closely
matched by another gem in the same style, which shows a youth similarly maltreating a girl and holding
astck (Pl 308). Satvrs have little enough to do with sphinxes at the best of times, but they are amorously
occupied with them at least once on a vase, while for the youth and his girl a far more exphcit version
of the group on a slightly later vase makes it clear that the context is erotic. Such scenes are very rare
m the otherwise rich repertory of private scenes in Greek art, and it is surprising to find one on a gem.
These belong to a small group of gems i a meaner style, which admits some more wiry satyr studies,
as Pl 309.

Very like the Satyr Groups in style is Sphinx and Youth Group I, which, however, offers few direct
points for comparison since the range of subjects is so different. But a link can also be made through
the beetle backs, since the scarab of the fine London satyr, PL 301, is large and uncommonly detailed,
m exactly the manner of a scarab in Leningrad showing a contorted winged horseman (Pl 311) which
can in turn be related to the group with the sphinxes, and particularly to the lyre player, PI. 312. The
sphinxes appear in various poses—alone, with animals or bicorporate—but on two examples it is the
Theban sphinx carrying off a youth (Pl 310). We should probably identify the figures specifically in
this manner, rather than regard the sphinx as a nameless death demon, for which there is little enough
cvidence in Greece. We shall meet the group again. The features, fine stippling, spiky wings and plump
bodies encourage the addition of other gems here, including some human figures (Pl 316; Fig. 188)
and plump sirens who are provided with human arms when they need to handle musical instruments
or jewellery (Pls. 317, 318). There are some monsters too. Some are simply winged foreparts, like the
griffin (PL. 313) or the man bull (PL. 314), a fuller version of which (PI. 364) we shall discuss later. Others
are compounded of cock’s legs and bodies with animal or humnan foreparts. These are popular inventions
n various periods of Greek art and no spectal names or myths need be sought for them. The only one
with a record is the cock horse, hippalektryon, ridden by a youth on Greek vases and sculpture, but not
on gems. The winged beetle, PL. 320, is a rare example of Greek acceptance of the Phoenician motif.

The fine ram with Mandronax’s name beside it, Pl. 315, scems to go with the sphinxes, and with them
too may be placed several gems with lions. One, on a finely detailed scarab, attacks a bull from its far
side in the eastern manner (see PI. 321) not met again on Greek gems. This has the cable border which
has appeared already on these ‘Ionian’ stones. On PI. 322 the lion forms the main part of a sturdy chimaera.
A further whole group can be associated— the Group of the Munich Protomes. On the name piece,
Pl 323, a very tame Phoenician lion sits in a papyrus grove, but beside him are the foreparts of a bull
and a lion, whose whole bodies are seen on another gem, 1n close combat (Pl 324). This scarab is of
exactly the type observed already for the satyr (Pl 301) and the contorted horseman (Pl 311). Here too
we see tine stippling and long bristling back manes. The shoulders of these Hons are regularly shown
humped in a realistic pose which is met in vases and sculpture in the later sixth century. That these gems
belong late in the century is shown too by the dog-like modelling of the lions’ bodies and the carcful
detailing of the bulls’ heavy dewlaps, where before bellies were straight and necks slim.

The groups distinguished here depend for their unity on similar treatment of similar motifs, but they

are hinked together for an overall unity of style, which is confirmed by the identical scarab backs which
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arc used 1n the finest examples from the three main groups (for Pls. 301, 311. 324). This strongly suggests
a single workshop for the principal gems in all the groups, and a single artist for at least the three scarabs
mentioned—our Master of the London Satyr. It is seldom possible to demonstrate so clearly the
relationship of groups or to detect a master hand in this period.

The detaihing of some of the scarab backs has already been noticed and there are also some pseudo-
scarabs to record. These have their backs carved with the tigures of sirens in low relief, seen from below.,
with their wings spread (colour, p. 149. ).

There has been lictle in the Robust Style groups to recall the east and Phoenicia, but for the cross-
hatched exergue below Mandronax’s ram, or the lon in the papyrus grove on the Munich gem, and
although some of the subjects are broadly ortentalising, most are far closer to what we look for in
Archaic Greek art. The gencrally East Greek or lonian character seems clear, but a great many of these
gems have been found in Etruria, and it seems very likely that some were made there in emigrant Greek
studios. We shall have to return to this point later in the chapter.

THE DRY STYLE

Other groups of Archaic gems, belonging mamly to the second half of the sixth century but with
followers in the carly fifth century, are executed in a style which 1s more detailed than the Orientahsing,
less modelled than the Robust. The distinctions between these basic styles are not easy to define and the
composition of groups has often to be helped by criteria of motif alone. Sometimes the distinction may
seem too fine to have meaning, but there is not evidence enough for closer definition by artists and
schools and the broader trends distinguished here probably do reflect slightly differing traditions. If the
Robust are lonian, then the Dry perhaps belong to the islands, but their close kinship to what is more
readily recognised as East Greek work is unquestionable and this may be idle speculation.

The Dry Style m its clearest and carliest form is represented by some rather angular figure studies,
fairly shallow cut and relying a lot on simple lincar detail. We may notice a tendency to summarise
or reduce subsidiary detail (as the lyre on PI. 323, the wash basin on Fig. 189). The style lends itself also
to summary treatment of commoner motifs from the later repertory—youths kneeling to test arrows,
with lyres or strigils. The young man with lyre and cock, PI. 325, 1s commonplace, but his wearing a
helmet is not. The girl kneeling to wash her hair, Fig. 189, 1s the first example of a motif which will
be popular later on Etruscan gems and in Greek art.

There are a few other minor groups to be distinguished here: one. for its use of a facing lion head as
exergual device. On two gems we see over the head a horseman Jumping from his horse, an anabares
practising a popular exercise (Pl. 328). The bitch coursing below the horse is a conventional co-runner.
On another the device is a grotesque frontal sphinx with, over its head, one of the very rare Greek copies
of an eastern winged sun disc (Fig. 190).

More ambitious are some narrative scenes with the small neat figures which this style seems to favour.
Pl 329 1s very Cypro-Phocnician with its cross-hatched exergue, Egyptian ankh and falcon, but the
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scene s purely Greek with a Herakles rescuing Detanira from the centaur Nessos. Herakles' acquisition
of the girl is told on two other gems, by one hand. He fights the river god Acheloos, whose sca serpent
mutation rears over his back (PL 330), and having broken off the magic horn he receives the creature’s
submission and the hero’s prize (P, 331).

The fact that the sphinx and youth motif appears several times in this style serves further to illustrate
the close relationship of the two series. Flere it is rendered in a scratchy, angular manner (Pl. 332) and
there are several other stones on which the same treatment of the same human features can be seen.
One 1s a rather awkward running-flying Eros, with a winged head and heels (PI. 333). The motf,
managed differently, will be a popular one. The beetle on Fig. 191 1s the Phoenician motif again, without
wings but with a human head and raised arms which, in the cast, would be holding the sun disc. Similar
but later are some studies of winged female deities. The curved, splaymg folds of their dress recall vase
pamnting, and is a realistic rendering hitherto 1ignored on gems. One has the Archaic sickle wings, perhaps
an Iris (P 334). Two others (one on Pl 335) turn their wings down in the later manner and carry snakes.
They might be avenging demons, Erinyes (as Beazley suggested), but there is no clear iconography
tor them at this date in Greek art. There are other rather summary and lumpy figures (PI. 336) and
helmeted heads (PI. 337) which can be associated, and joined heads of a satyr and macnad (PL. 338) which
are found also as a coin motif. This series has its monsters too, compounded of human figures and animal
heads (Pl 339), or as Fig. 192, which resemble the results of Circe’s work on Odysseus’ companions,
as they appear on some vases. It is likely, however, that they have some other significance here, for their
kin arc to be found on East Greek vases, and some seem meaningfully employed, or at least armed.
A dog-headed man fights a lion on a beautiful gold seal shaped like a sheep’s head (Pl 341), and we shall
soon see two such monsters in a duel (Pl 342). Aesop had been composing his Fables in Samos or
Anatoha little before these were cut, and the possibility that such animal-men were common actors in
East Greek myth, as they were in the east and Egypt, cannot be dismissed.

In so far as the Dry Style can be treated as a separate tradition in Archaic gem engraving, it is fair
to look for its continuance in certain other Late Archaic groups. Here the figures are generally smaller
than hitherto, and more accurately proportioned, without the Archaic exaggeration of heads and limbs.
The Group of the Tzivanopoulos Satyr 1s headed by a stone bearing a neat, athletic satyr lifting a jar
(PL. 340). This was owned by a Cypriot, whose name appears twice in the field. The monster duel already
mentioned involves Brer Dog and Brer Donkey who fight it out like Greek hoplites with spear and
shield, while a small donkey rolls in the background (PI. 342). The last is seen as a separate motif on
several gems, and it is an odd choice in this situation. There are still some eastern traits which bring us
close to Greco-Phoenician work. Thus, the Herakles on PI. 343 1s beardless and holding a lion inverted.
This 1s not the Nemean lion, obviously, and the hero is acting like an eastern master of animals. The
same figure with the lion is seen on Phoenician coins and on some Greco-Phoenician seals the lone fox
behind is added too, so it must have some significance which may not have been immediately apparent
to a homeland Greek. The gem from Cyprus with a footprint, Pl 344, may also go here for its date,
nscription and what little can be judged of its style, which is mannered and not wholly realistic. A foot
impression scems a very natural motif but recurs only once on Greek gems.

The Group of the Beazley Europa brings us close to the Early Classical. The slim, small figures are
set more freely in the field and the artist feels less constrained to fill the available space. This encourages
more two-figure scenes or myths. Gone is the Archaic kneehing-running and instead there are the
stooping figures, with a dog or arming, or as the pair on Pl 348. The name picce is a spirited study
of Europa carried by the Zeus bull over the sea, Pl. 345. In the bull itself we see a new realism and massive-
ness which will be well expressed in other Late Archaic groups, but Europa is a slight figure, her dress
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simply marked with folds, more like the figures from Melian clay reliefs of about this date than the
drawn or carved figures of the Greek mainland. The satyr who tries to lifc a burly maenad on PL. 346
is a very different breed from his predecessors who found no dificulty with their compliant victims
(as Pl. 303). His senior on Pl 347 has stolen the lion chariot of his master Dionysos, or is perhaps his
charioteer in the battle against the Giants.

The unity of these Dry Style groups is not easy to grasp, and could be illusory, but the contrast with the
general aspect of what is here assigned to the Robust Style scems real enough, and the two late groups
are easily separable from others of the same period, yet to be described. Cyprus and East Greece or the
islands seem mainly involved. Some of the earlier stones, at least in their subject matter or treatment of
narrative, may have had something to contribute to Etruria, while the latest have most to do with later,
Classical developments in the art.

ISLAND SCARABS

The translucent green ‘steatite’ which had been employed for the Island gems was the only soft stone
still used by an important studio of Archaic gem engravers. The source of the stone must have been
the same, and so the home of the studio may be in Melos, as for the earlier gems, but we cannot be sure
of this, and the letter forms used by the two artists who sign their work point rather to Euboea. There is
a further connection or hint of continuity with the older workshops in the evidence already discussed
for their experiments in harder stones or with shapes approximating to the new scaraboids (sce p-122).
But the most important work is done in the old material and in the old technique, producing a rugged
and individual style, allowing considerable detail and depth of modelling. The style of the best examples
is Late Archaic, of about 500 BC or little after. Syries signs one fine pscudo-scarab (Pl. 350), its back
carved as a facing satyr’s head. The device shows a man mounting a stepped plattorm or bema to play a
kithara. His body is carefully modelled beneath the intricate pattern of folds on his clothes. The artist’s
signature is discrete and barely legible. Onesimos signs three stones. His best—almost the best of all
Archaic gems—has a satyr tuning his lyre, his head thrown back to catch the tone, his shaggy body and
tail bristling with an attention which he will divide only between music and love (PI. 351). Onesimos’
other scarabs also secem to add something to the stock Archaic motifs of warriors or animals (Pl 352
and perhaps 353). The scarab backs are without exception meagre and roughly cut, but we can see that
Syries could carve in the round if he wished. If these artists ever worked in the harder materials it is not
possible to detect their hands among extant gems, for no other groups display comparable inventiveness
and verve.
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LATE ARCHAIC GROUPS

The tullest achievement of Archaic Greek gem engraving was realised by artists and studios working
around 500 BC and in the following generaton. This was too, n its way, the end of a tradition, since
the new styles of Classical engraving evolved less from this ultimate and fullest statement of the Archaic
ihom than from the less emphatic work of the latest Dry Style groups. But there is certainly no abrupt
break and it 1s possible to detect already some of the traits of the later style—a growing preference for
scarabords and for chalcedony, an attenuation or elimination of the hatched border to devices.

The works of two artists dominate this period, although there are many other individual works of the
highest merit. Epimenes signs a scaraboid on which a vouth is shown restraining a restive horse (Pl 355).
The ammal is beautifully carved with the utmost attention paid to detail of anatomy and harness. The
vouth is a minor sculptural tour de force. The twisting three-quarter view of his back is successtully
rendered, while but a generation carlier engravers were satisfied with the uncompromismg and abrupt
transition from frontal to profile in the torso. The head is still a simple profile, with the Archaic frontal
cye, and the legs, one profile, one seen from behind, show a pose which, with the three-quarter back
view, becomes very popular about 500 Be in works of red figure vase painting or relief sculpture in
Athens. But Epimenes is no Athenian, and the spelling and letter forms of his signature, in common
with those of several other gem inscriptions of these years, points rather to the Greek islands. The same
youth 1s scen on a New York scaraboid, kneeling to test the tip and straightness of his arrow (PI. 357)
another pose popular with the vase painters at this time. Here there is the same twisting back, and the
anatomy on the larger single figure is even more carctully and realistically obscrved. Like the latest
marble kouroi the hair style of this youth shows the locks radiating from the crown in waves, with a
cluster of drilled curls gathered over his forehead and the nape of his neck. A bowman, in somewhat
poorer style but with the same accomplished treatment of the back (PI. 356) completes the trio to be
associated with Epimencs.

A scarab in Berlin has a fairly detailed beetle back with faine relief winglets. The device shows a naked
girl kneeling to fill her jug at a lion-head spout (Pl 358). The inscription gives a man’s name, Semon,
in the genitive. This might be the artist, for the letters are small and neat, but we cannot be sure, so
1t 1s better to call him the Semon Master. His style 1s more readily seized than is Epimenes’. for which we
rely largely on his skill with anatomy, since the Semon Master favours a most distinctive head type for
men, girls or sphinxes, and one attribution leads to another to create a considerable and homogencous
ocuvre. The girl reappears in a simpler version on PI. 360 but the artist is at his best with winged beasts
and deities. Eros flies off with a girl (Pl 359) too startled to drop her lyre. Instead of the sphinx seen
on carlier gems a griffin carries off a dead or moribund vouth (Pl. 361). The monster is of the fifth-century
breed with fishy mane and bent wings. But the older motif is not forgotten, though treated in a different
manner, and the sphinx on Pl 362 finds that she has an armed youth in her grasp who twists and fights
her. This is the way the group will be shown in Classical Greek art, as by Phidias on the throne of his Zeus
at Olympia. The young warrior’s stretched frontal leg and bent profile one recall the pose of Epimenes’
groom and will be seen again for fighting and standing figures, and for the bowman on Pl. 363. The
winged man bull on Pl 364 matches exactly no Greek monster, since the river god Acheloos should
have no wings. We might take this, however, as a hellenised version of the common Persian monster
(as PI. 837), remembering that if, for mstance, it had been cut in Cyprus, this was then part of the Persian
empire. We have met the forepart already (PI. 314) and 1itappears on an loman electrum coin.
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The crouching position used for Epimencs’ vouth with an arrow or the Semon Master’s girl on his
name piece, serves a passive Hermes less satistactorily (Pl. 365). This too is from Cyprus. Finally,
Herakles throws the lion, on Pl 366. The action is one more often seen on genes than vases in this period
and the artstis at pains that we should not take this for the commoner group with hero and beast wrestling
on the ground, by straightening the border to serve as ground line. More important here is the shape,
for this 1s the first ringstone we have met, with convex face and flat back, not picrced but to be set
immobile in a finger ring. There are a few other Archaic examples, all of cornelian. The origin of the
shape 1s not immediately obvious. The outline and convex face recall the Island amygdaloids, but also
the face of Persian stamp seals which were by now becoming known to Greeks. With the ring hoop
replacing the high conoid shaft of the castern seal there can be seen to be some similarity between the
shapes. But these stones are set on stirrup-shaped hoops, which copy all-metal finger rings with engraved
bezels already current in Greece (see below).

There are a number of other Late Archaic gems of high quality which closely resemble the work
of Epimences and the Semon Master. Athletes and warriors arming arce popular subjects (Pl 367).
Pl 368 shows the impression from another ringstone, with Herakles and an owl on his shoulder to
signify the presence or interest of his patron goddess Athena. The twisting body of the warrior on
Pl. 369 exploits well the engraver’s new command of anatomy. There is a replica of this stone bearing
a Cypriot mscription. Eros flying, as on PL 371, with his head turned back and body twisted, holding
flowers, a wreath or a lyre, becomes popular now and will remain so, especially on finger rings in the
tifth century. There are still problems ot identity, however. On PL 372 there is only the club to suggest
that the figure could be Herakles. The hero has to face a single snake, as here, when he steals the apples
of the Hesperides. He had dealt with two when in his cradle and faced a muluple serpent in the hydra,
but this might well be some other hero in some other encounter.

A very few gems of the highest quality and stylistically more advanced than the work of Epimenes
or the Semon Master represent the last phase of the true Archaic tradition in gem engraving. This is the
Anakles Group, at whose head is a scaraboid, signed by Anakles, showing a satyr reclining o a wineskin
and holding a kantharos (PI. 373). We have come far now from the figures of the sixth-century Satyr
Groups. The strong torso is treated with sympathy and accuracy; the left leg is doubled up. showing
the thigh frontal, in another of the familiar Late Archaic poses: the head, though of a satyr and with
anmimal ears, has the dignity and presence of a Zeus. Markedly similar is a broken scarab showing a lyre
player (Pl 374). Two other gems shown here also carry satyrs, but of the normal breed, with bald heads
and snub noses, albeit with the physique of athletes. One draws a bow, his back twisted in the pose of
Epimenes’ youth, but executed now with complete assurance (Pl. 376). There is a kantharos before him,
A satyr play in Athens told how satyrs robbed a drunken Herakles, and if this device is influenced by the
play we have a rare example of Athenian interest in gem engraving. The satyr himself could be casily
matched on Athenian vases, by the painter Douris. On the other gem, perhaps by the same artist, the
satyr stoops beneath the load of a full wineskin (PL. 377) ashippery burden which he keeps from shding
off his back by a cord passed round it.

The subjects so far have been principally male nudes. There are other Late Archaic gems with studies
of clothed figures. At their head is the Lenngrad Gorgon (PL. 378), for the fine-set lines of her dress and
carcfully modelled body, yet in some ways this 1s not a wholly typical picce. Its shape and material, a
heavy scaraboid of blue chalcedony without a hatched border to the stone, looks forward to Classical
works of East Greek or even Greco-Persian workshops. Her long sickle wings arc the eastern form also
favoured in the Persian Empire, and the pattern of her hem and skirt can be matched on carly Achaemenid
work. Although it 1s wholly Greck, and still Archaic, it affords a rare link with works to be discussed in
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a later chapter. Related is a queer Athena, on P, 379, her acgis slung at her back and its mask - a satyr
head and not a gorgoneion —showing in profile at her neck. She is winged too, an East Greek fashion
originally, and the wings spring from her waist not her shoulders, as they would in mainland Greek art.
But, unhke the Leningrad Gorgon's stone, this is 4 small onyx scarab from Cyprus, of the usual Archaic
pattern. An Iris on Pl 380 and Athena on PI. 381 show the folds on their dress more realistically, and the
latter is in this respect close to the figures of vase painting. Her aegis 1s suggested in an odd way by
the snakes which fringe her himation cloak, while its mask is this time a serpent head, rearing at the
back ofher neck. Thisis a larger stone, with the slim hatched border which becomes increasingly popular
m the fifth century. We see her head alone on Pl 382, and finally, on Pl 383 there is a stumpy Dionysos
with his chiton oddly marked in zigzag folds.

The ammal studies of this period are casily related to the figures already discussed. The Group of the
Cyprus Lions presents a number of fine beasts with whiskery manes (Pls. 384-386; Fig. 193). The pair
fighting on Pl. 384 are a new motif, invented by the gem engraver but already shown on sixth-century
stones. On Pl 385 a lion scratches his nose while a cock pecks at his back. Lion and cock, the strongest
of beast and fowl, are several times associated on gems (see Pl 298). but the monkey here, who appears
to be helping the lion, seems a gratuitous addition and the whole group may be a mere conceit of the
artist’s, like an animated hieroglyph. The same lion in the same pose is seen on Pl. 386, over a murex
shell and on a ringstone here preserved with its ongnal gold setting and hoop. There are related scarabs
n green jasper, the Phoenician material, but Greek in style, like the fine lion and goat on PI. 387.

Anistoteiches’ magnificent lioness, PL 388, calls to mind the feline studics on the Semon Master’s
gems, butis probably a little later. This is a most careful study, with the dugs now properly placed in the
loins and the other markings and whiskers carcfully shown, although the mane for the lioness is not
correct. This is a lion type (again on Pl 389) which can be casily matched in East Greece and which
remains famihar in Greek art into the Classical period. Among the other animals the farmyard beasts
seem particularly popular. Hermotimos claims ownership of a fine scaraboid with an ewe (Pl 304),
and Bryesis signs, perhaps as artist, a ram (L. 395). The bulls are sometimes still shown with the ‘skipping’
forelegs but there are also more natural poses (as Pls. 397, 398), and some turn to scratch a muzzle or a
cow suckles a calf—motifs familiar on contemporary coins but not seen on gems since the Bronze Age.
The bull on Pl 401 is being attacked by a gadfly, and on another stone (Fig. 194) the assailant is shown
more clearly. Unless this is lo, mis-sexed (as she 15 on a Greek vase), it could be the Zeus bull who
abducted Europa and who is being harried by Hera’s insect agents. There are some fine sows and porkers
(Pls. 402, 403) and some horses (Pls. oy, 403) and dogs. This interest in animal devices remains strong
in the Classical period but cither with ditferent creatures (stags, waterbirds) or with different poses (the
plunging bulls, racing horses). There are a few monster devices in the fine animal style, notably foreparts
of winged boars (Pl. 399), such as appear on various East Greek coins, or one attached to a human leg
(Fig. 196, and compare Pl 42¢9), and even a contorted boar (Fig. 195), recalling the old Minoanising
Island gem devices. The tree with its wild life (Fig. 197) seems a Greek version of a common Phoenician
subject and carries a good lonian name, Bion.

GREEKS IN ETRURIA

A higher than average proportion of the alleged proveniences for gems of the Robust Style name Etruria.
This is not of itself enough to demonstrate that some of the stones were cut there, but it is necessary to
postulate some such production to explain both the mception of Etruscan gem engraving and some of
its characteristic features. From the mid sixth century on there was a considerable movement of artists
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in the Greek world, and in particular it is not difficult to map the diaspora of East Greek artists whose

skills found patronage and markets in mainland Greece and in Italy. That there should have been gem
engravers among them is a highly reasonable assumption. We may suppose then that some examples
from the Robust Style groups were cut by Grecks in Eturia, possibly including the Master of the London
Satyr. Their style certainly has a great deal in common with the work of other East Greek artists who
were demonstrably working in Italy at just this time, especially the master of the Caeretan hydriae. It
may not be too much to claim that it was in this half century that immigrant Greek artists determined
the appearance and principal features of Archaic Etruscan art.

Distinctive studios which we might call purely Etruscan were working by about 500 nc. They might
still have been staffed by Greeks, but their style had diverged considerably from what was then being
practised by engravers in Greece itself. Ocher signs of loosened ties with metropolitan fashion are seen
i the use of inscriptions (in Etruscan) to label figures, and these may betray false identifications of stock
scenes from Greek myth. Other features derive from the heritage of the sixth-century Greek studios in
Etruria. The treatment of the beetle is one: it often has incised winglets, stippled head and decorated
plinth—all of them elaborations met on the Greek stones but never regularly applied or usually applied
all together. The beetle is accorded far more attention in Etruria, where the scarab is treated rather as a
Jewel than a seal. We met pseudo-scarabs in the Robust Style, especially with relief sirens on their backs.
A group of relief gems with sirens and Gorgoneia (Pls. 406, 407 ; colour, P- 149. 6) was probably the work
of Greeks in Etruria, and they are stylistically close to the most hellenised of the carved ambers in Italy.
The relief siren on the back of a pscudo-scarab becomes quite common in Etruria (as PL. 413), and other
simple versions derived from Greek pscudo-scarabs show the heads of satyrs or women.

One fine pseudo-scarab of late sixth-century date shows Dionysos with his vine in relief on the back,
while the device is a four-figure scene with Herakles, supported by Athena, fighting an old man, with
a second woman beyond him (Pl 408). Other gems by the same artist (Master of the Boston Dionysos)
have their backs detailed in an ‘Etruscan’ manner, and the style of the figures—stocky, big-headed,
flat-footed in stance (Pls. 409, #10)—is very close to that of peripheral Etruscan work in bronze and
stone (as the Volterra stelai). This does not mean that the artist was not a Greek, since we may only be
witnessing the establishment in Etruria of an immigrant and highly individual Greek style. But it is not
one as yet well attested in the west so, whatever his nationality, the artist might be considered the firse
of the ‘Etruscan’ gem engravers. There are later and still purely Greek works made in the west which
contributed to the development of the local studios. Such are the Hermes and the athlete of Pls. 411, 412.

GREEKS AND PHOENICIANS

The relations between Greek and Phoenician gem engraving go far beyond the circumstances which
gave rise to the new Greek series of scarabs. At about the same time a new series of Phoenician genis
begins. Its precise origins and course vis-i-vis the Greek will have to be explored elsewhere, but a simple
description of what is involved will reveal the problems. The characteristic new material for the scarabs
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1s green jasper, and although cornelian scarabs may be tound nearly as often in the same contexts and
with smular devices, stll ic 1s the jaspers which unfailingly carry all the significant motifs and details of
scarab shape. The beetle 1s generally large. with liede detailing, but often with two cuts at cither side
of the “tail’ giving a pinched effect. Some of the scarabs are from Cyprusand from the Phoenician maitand
but most are from the west. The preponderance there may be due to the common practice of putting
then i graves and the many Punic cemeteries which have been excavated. Examples from Tharros in
Sardinia first attracted attention and there is sull a tendency to believe that they were made there, but
they are just as common in Carthage, Ibiza or Gibraltar, sharmg the same characteristics of shape, style
and mout. No serious attempt to define differences between the western and the castern Phocenician
scarabs has vet been made, so it would be premature even to argue that any were made in the west
(although this is the usual assumption), especially when we remember how many Cilician scals could
reach Ischia in the eighth century Be (the Lyre-Playver Group).

Most of the scarabs carry careful Egypuanising motifs in a style close to that of the carlicr Phocnician
gems m other materials. Closest to the carly Greek are those with the scenc of two lions attacking a bull
(as Pls. 414, 315), which the Greeks regularly abbreviated to a two-tigure group. There are a number,
however, with purely Greek devices, or ortentalising devices which at this date are otherwise met only
on the Greek gems. Most are Late Archaic, and include familiar athlete studies or warriors, even some
satyrs-—the commonest of the late sixth-century Greek motifs. The style of these is generally close to
that of the purely Phoenician but some of the finer devices are wholly Greek, or offer rare but quite
mtelhigible Greek subjects, so that the intervention of Greek artists scems probable, and there must be
some question how far their example may have influenced the whole Jasper scarab series. There are a
few examples in the material, not used in Greece since the Bronze Age nor much in the cast, which one
would unhesitatingly attribute to some of the Archaic Greek studios already discussed. I illustrate one
or two with Greek subjects treated in a different style, typical of the *Greco-Phoenician” or *Greco-Punic”.
but for which it is difficult to conceive other than a Greek hand. The vouth with a lyre on Pl 416 is in
a harder, more mannered style than moset, and his lyre is oddly fashioned with its round sound box.
But this 1s accomplished work showing a full understanding of Greek composition and anatomical
conventions. The engaging hybrid on Pl 417 is a popular modif in this class. and leads to some similar
but less subtle compositions on later gems and even on Achaemenid finger rings. It is compounded of a
man’s and a woman’s head. a satyr mask. the forepart ot a boar, and a bird, but it is not a mere grafting
together of parts since the bird serves as the beard and ear of the human head. On Pl 418 the Athena
head beside her owl recalls the Group of the Leningrad Gorgon, but is a duller work for all its precise
mimaturist detail, and the owl s on the way to being an Egyptian or eastern falcon. The stricken warrior
on Pl 42015 a forceful study, but contrast the purely Greek Pl 369: and finally, the lioness with cub is
a rare motif in Greece or the cast (Pl 419).

FINGER RINGS

Although the art of stone seal engraving had died at the end of the Bronze Age the traditional shape
tor all-metal rings survived, albeit without figure devices and actually worn on the fingers, unlike the
engraved Bronze Age rings which were usually worn as pendants. There 1s one gold ring with a sub-
geometric intaglio device on a bezel set across the hoop in the Bronze Age manner, but it is from Melos
and may be explicable in the same terms as the Island Gems (Pl. 421).

All-metal rings with intaglio devices are made again in Greece from the end of the seventh century on.
Unlike the scarabs, they seem not to be an exclusively East Greek fashion. but are well represented n the
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Peloponnese too. Like the scarabs, however, the ring forms were introduced to Etruria, and in a land
where gold was plentiful and jewellery regularly worn and deposited in graves, some of the series are
better represented there than they are in Greece, where bronze or silver rings are commoner. The
engraving techniques are simple, with direct free-hand cutting i the soft metal with no usc of the drill,
but no mntaghos are cast, and on occasion all the goldsmith’s skall was lavished on the hoop. The same
smiths must have made the swivels on which the stone scarabs were set, and we are renunded of the
close connection between the crafts, which may well have been exercised by the same artists. The devices
are usually of antmals, or pairs of animals, and only on some of the larger and more elaborate rings made
in Etruria are more ambitious scenes attempted.

There is some variety in the shapes ot the rnings, summarised in Fig. 198 according to the principal
types. One important model was the Egyptian cartouche ring with its long oval bezel in line with the
hoop. It was copied in Phoenicia and Cyprus, where 1t 1s sometimes given a double bezel (Pl 423). The
form is either directly copied by Greek artists (A,8) or rendered m more angular forms (¢,p and perhaps
£). Another basic type derves simply from beating flat part of a plain hoop to give a diamond-shaped
bezel (1). This we may see to be related to other types of rather different construction which give bezels
of the same shape (k.M and perhaps n). The oval bezels of the others are probably inspired by the shape
of a scarab base, and one finely worked type of hoop, with hons gripping the bezel, was used for both
metal bezels and for holding stone scarabs (6). The Bocotan-shicld shape for a bezel (j) was probably
suggested by the similar functions of a shield blazon and a seal blazon.

The basic cartouche type (a) is found m Cyprus with pscudo-hieroglyphs and orientalising devices
(Pls. 422, 423). and m East Greece where, in Rhodes and in a context of about 600 BC, there is an
example inscribed simply with the name ot its owner—*1 am of Elephanus’. The type from studios in
Etruria (B) may have been introduced by Greeks, but 1t has an involved and individual career, parallel
to that of the Greek scarab workshops i the west, and, 1 style, to Greek-inspired vase painting
Etruria. It cannot be treated in detail here. The large bezels are usually of gold, and hollow, with elabora-
ton of filigree and granulaton. The devices may be designed i three or four registers, following a
Phoenician fashion (Pls. y24, 425), or disposed along the length of the bezel (Pls. 426, 427). Some are
m relief (Pl 428). and none are robust enough to be much use for scaling. The series belongs mamly
to the second half of the sixth century.

The cartouche torm with pinched sides (¢) scems wholly Greek and mainly of the first half of che
century. The heavier rectangular bezels (D) are usually of silver or bronze, and although there are
examples from Greeee and Cyprus, 1t 1s met most often in fifth-century Etrura. The lighter type with
the ends moulded (£) 1s manly Greek of the third quarter of the sixth century.

Rings of group v (Pls. y29-431) are made in a different fashion, from bars of circular section, ham-
mered flat to give a diamond-shaped bezel, then bent round on themselves and the ends soldered or
sometimes left open. It is a popular type, but none scem carlier than the mid sixth century and the form
persists n the fifth. The finest are a group, probably Greek work in Etrunia of around 500 Bc, with
claborate and detailed animal devices (P 431).

The exqusite gold lion rings (6) are purely Greek, wherever made, and there are several examples
serving to hold Archaic Greek scarabs. Of those with a metal bezel shown, PL. 433 has a Greek sea serpent
device—with pointed muzzle, mane and leonine forelegs; and Pl y32 Hyakinthos, riding Apollo’s
swan.

The flat, spreading hoop with oval bezel (1) may be fifth century and western work, but the shield
rings (J: Pl. 436) are wholly Archaic and begin m Greece, appearing also, with extra elaboration, n
Etruria. In Greece wself the type survives with relief gorgoneton devices. Some diamond-shaped bezels
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are flanked by summary hon heads or florals (x; Pl 435). Most are Late Archaic and from Etruria but
some eclaborate also the outer corners of the bezel and these are Greek. The heavy hoops which appear
to embrace the oval bezel (1) are less readily placed, but the devices include some which vividly recall
some of the odder motifs on East Greek scarabs, and there 1s an example from Cyprus. Thus, we find
a boar-bird, a bull-cock, and a Herakles chasing a monster which has a human body and hare’s head
(Fig. 199). Various Late Archaic rings have oval or leat=shaped bezels which are conceived as separate
entities, fastened to a light hoop (M). These do not really constitute a distincet type, but most seem Greek.

Type N, with the long, flat, leaf=shaped bezel and stirrup hoop, 1s important since from it stems the
whole series of Classical finger rings. It 1s mainly Late Archaic, with a long history i Cyprus, where 1t
will be favoured for simple devices of a flying Eros, and with some currency in Etruria, with devices of
the type best tamihar on the larger cartouche rings. One, with an unusually heavy hoop and relatively
small bezel, has an excellent study of a young archer, squatting on rocks (Pl. 442). Another, with its
lon (Pl. 439), has far more in common with the ordinary scarab devices. A third is more readily com-
parable with the best Late Archaic gem stones, with its study of a light-armed warrior poised with one
leg frontal, one in profile (Pl. 440). A tourth is rather mysterious, known to me only from a photograph,
apparently from a ring of this class to judge trom its shape, and the style and pose of the Herakles upon
it (Pl y41). Whatis odd 1s the tremolo border (sce p. 378) and the inscription, first for naming the subject
by his epithet—soter, ‘saviour’—and secondly for attesting a Herakles Soter at this date, since there is
no other evidence for his quite reasonable claim to the epithet until the Hellenistic period.

Finally there are a few metal bezels designed to be set in swivels, like the engraved stones. Circular,
square and hexagonal shapes are met at Perachora and in the Peloponnese. A gold box bezel has a fine
grithn on it and 1s inscribed damo (Pl. 443). 1t would be tempting to take this for a public seal but for its
extreme impracticabihty for regular use.

It may be noted that there are silver examples of types a, ¢, b, E, Fand N which have their bezels pierced
with a gold stud, and on occasion even with two or four gold studs. Most are Greek in origin. There
will be call to mention this phenomenon later (p. 215).

CONCLUSION

There are a few general considerations best reviewed now that the main series of Archaic gems have
been discussed and displayed. They concern their origins and their relationship with other Archaic
Greek arts and practices.

The importance of Cyprus as a source and the probable existence of Greek workshops in Etruria need
no further discussion. ‘East Greece and the island area’ is a vague enough term to embrace the other
main centres of production, especially since it seems that we might have to include Aegina and Euboea,
but not, apparently, Crete. Cycladic participation seems assured on epigraphic grounds. One place
which may be claimed as an important centre is Samos. We may judge this from the alleged proven-
1ences of several stones, stvlistic and subject comparisons which can be drawn between manv gems and
Samian sculpture and metalwork, and the fact that the only Archaic gem engravers to be mentioned by
ancient authors are Samian—Mnesarchos, father of the philosopher Pythagoras, and Theodoros who made
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the famous ring tor the tyrant Polykrates and won renown also as sculptor and architect. For Athens we
await evidence stll, perhaps from the tinds at Brauron in the Attic countryside, but Attic Sunium in
carhier days seemed to look to the islands for its glypuc. Solon, the Athenian lawgiver of the carly sixth
century. is smd to have laid down thae, for security reasons, engravers should not keep nmpressions of
seals cut tor customers, but there seems no good reason to credit Athens with a scal usage so carly, so
this may be another of those later ordinances ateributed to Solon. If we have so often to turn to Athenian
vases tor comparisons of subjects and style this is due to Athens’ near-monopoly i figure-decorated
vases and therr high survival rate. It s hard, but not mmpossible, to detect what is originally or basically
non-Athenan.

Before the scarab series the choice of devices for Greek seals scems to have been mainly determined by
decorative considerations. Now, however, there seems to be more feeling for the idea of a personal
blazon, whether or not the owner is also identified by nscription. We are inevitably led to draw com-
partsons with shield blazons and coin devices. There is, in fact, Little cnough evidence for the use of
personal blazons on shields in the Archaic period, and study of the blazons shown in vase pantings scemns,
n this respect, unrewarding. But the Greeks used similar words to describe the deviees on shields, coins
and gems, and on coins certainly it is personal and state devices that we see. In subject matter the shield
blazons offer very little for comparison with the gems. There is more of relevance to be found on coins,
especally in the East Greek area and Cyprus, as we have seen, although it is not possible to determine
the existence of, let alone identify, state seals in this period. We might also expect close correspondence
n subjects and styles between the gems and coins, which are both mainly miniaturist work. It is not yet
clear whether the technique of cutting a metal die for a coin was the same as that for a stone gem,
but even if it were not this need not mican that they had to be the work of different artists. Coin devices,
although generally larger, lack the finer detail of the best stone gems, so it scems probable that the dies
were hand-cut in the metal without the help of drill and cutting wheel. If so comparisons should be
drawn rather with the techniques of cutting mntaghos in all-metal rings, and for the Archaic period such
comparisons arc fruitless.

The use of scals n the Archaic and Classical periods will be considered at the end of Chapter V. For
the manner i which Archaic scals were worn we have only the evidence of the objects themselves. The
wearing of signet rings upon the fingers was obviously the normal method, although it had not been so
n the Bronze Age. Scarabs were set in metal swivel hoops, and occasionally the stone itself is given a
decorated or plain band of metal around the plinth which engaged with the swivel ends. Gold and silver
swivel hoops are preserved, usually circular in section with cup-shaped finials. The scarab turns on wire,
the ends of which are bound in a spiral around the ends of the hoop. The setting is rarely claborated, as
1t 1s for later scarabs in Etruria. These hoops can be worn on the finger, beetle on the outside, and taken
off, the scarab turned. for use as scals, but they are as casily worn as pendants. Larger silver hoops are
commoner m Cyprus and these must have been worn as pendants. The Leningrad Gorgon gem has a
short gold chain attached which could have encircled neck or forearm (Pl 378). Rarely a scarab is set
mmmobile m a finger ring hoop, like the fine lion rings (type 6). The few Archaic ringstones are set on
strrup-shaped hoops, again for use as finger rings.

The ringstones, pendants, and great variety of mertal finger rings are symptomatic of a period of
experiment. Onee satistactory shapes., sizes and settings were determined further change cameonly slowly.
By the end of the Archaic period most of the characteristic features of Classical gem engraving had been
mtroduced.
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LIST OF ILLUSTRATIONS TOCHAPTER 1V

Measurements are given of the maxivum dimension of the intaglio face, in millimetres

COLOUR PLATES

PAGE 149
1 London 317, pl. 6. Cornehan scarab. See Pl 284.

to

London 466, pl. 8. Cornchan scarab. See Pl 00,
3 Oxford 1925. 130. Cornclian scarab. See PL 319

4 London 459, tig. 28, Cornclian pscudo-scarab with a
capped siren in rehet on the back. See Pl 316.

s London 437, pl. 8. Agate scarab in a bronze swivel hoop.
See Pl 379.

6 London 453, pl. 8. Cornelun relief gem. L.2o. A gor-
goneion, set in tour wings. Sec also Pls. 406, jo7. AGGems
1no. 599, pl. 39.

TEXT FIGURES

Fig. 185
ch. .

Archaic Greek scarab shapes. See AGGems

Fig. 186 New York 32, pl. 5. trom Gythion (?). Chal-
cedony scaraboid. L.2o. Inscribed Charidemo, “of Chari-
demos’. AGGems no. 21, pl. 1. The letter forms are Chal-
cidian. The double line divider is common on Phoenician
mscribed seals.

Fig. 187 Nicosia D.1s. Amethyst scarab. L.14. Perseus,
dressed in a lion skin and with winged hecls, decapitates the
Gorgon. Behind him stands a woman. AGGens no. 70,
pl.s.

Fig. 188 Berlin 11906, from Greece. Cornelian scarab.
A youth with a knife in his hand kneels over a bull, grasping
its horn. AGGems no. 120 Berl Mus. xxxii, 2411, fig. 134.
This seems to be a prototype of the many later groups
showing a Nike (as on our Pl 722, with a deer) or eventually
Mithras, kneeling over a bull to sacrifice it.

Fig. 189 New York 28, pl. 5. Cornclian scarab. L.23. A
naked girl kneels to wash her hair. Before her a summary
rendering of a standed basin. AGGems no. 177, pl. 12.
See on Pl 325.

Fig. 190 Unknown (once Seltman). Scarab. L.17. A
frontal sphinx, head in profile, beneath a winged sun disc.
Below is a lion mask. AGGems no. 202, pl. 13. The sphinx
may be helmeted, as she is occasionally i Archaic Greek
art.

Fig. 191 New York 23, pl. 4. Cornelian scarab. L.13. A
beetle with human head and arms. The device above may
be Greek or Cypriot characters. AGGems no. 173. On the
motif sce Geneva Cat. 1, 119, no. 151.

Fig. 192 London market, 1066. Cornelian. L.i1. A boar
with 1ts rear leg shown as human. AGGems no. s87. A
unique representanion, which may indicate a transtorma-
tion scene with one of the companions of Odysseus be-
witched by Circe.

Fig. 193 Once Cowper (impression in Oxtord). Cor-
nelian. L.24. A lion with an animal limb. The ankh symbol
beneath. Line border. The ankh as well as the style recom-
mend the mclusion of this piece with the Group of the
Cyprus Lions.

Fig. 194 Marzabotto, from Marzabotto. Rock crystal
scaraboid. A bull with a gadfly. Gozzadini, Ulteriore scoperte
di M. (Bologna, 1870) pl. 17.25: Studi Etruschi xxxv, 470,
pl. 76.a.25. Sce our Pl yo1.

Fig. 195 Toronto 949.161.8. Black jasper scarab. L.1y4.
A contorted boar. AGGems no. 5506, pl. 37.

Fig. 196 Paris, BN, Pauvert 44, pl. 5. Chalcedony scara-
boid. L.is. The forepart of a winged boar attached to a
human leg and gemtals. AG fig. 2227 AGGems no. s6o, pl.
36. Compare our Pl 429.

Fig. 197 Pans, BN, Pauvert 69, pl. 6, from Asia Minor.
Agate scarab. L.13. A palm tree with a serpent climbing it
to attack a small creature. Inscribed Bionos, “of Bion'. AG
fig. 226 Lippold. pl. 97.8: AGGemsno. 574, pl. 37. Simple
versions are AGGems no. §13, pl. 34 and no. s14.

Fig. 198 Archaic Greek rig types. See AFRings 4.

Fig. 199 Paris, Louvre Bj.ros8. Gold (Type L). L.
Herakles pursues with a raised club a winged human demon
with a hare’s tail and head. AFRings L6, pl. 6. There is a
wingless hare-monster on a Fikellura vase, Zervos, Riiodes
(Paris, 1920) figs. 110, 183,
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BLACK AND WHITE PLATES

* Asterisked numbers mdicate that the prece is illustrate

Pl 281" Loundon 480, tig. 29, pl. §. Pale green steatite
pseudo-scarab. L.ig. On the back two heads, crown to
crown, one bearded. The device is a biga. AGCGemsno. s91,
pl. 38, Others of this group arcibid., nos. 590, 592, 593, pl.
38, which are in the same material as the stone shown here
(no. s9orsblack). ftis very sott, casily polished by wear, and
commonly used for stamp scals in Bronze Age Cyprus.

Tur ORIENTALISING STYIE

Pl 282 Unknown. Cornelian scarab. L.iy. A winged
Gorgon with @ horse’s body and winged fore feet holds 4
rearmg hon by its forelegs. Zigzag ground line. AG pl.
7-40% Lippold, pl. 70.3; AGGems no. 31, pl. 2. Animal
gemtals are shown, not obviously male, and the lumpy
treatment might be a dehberate attempt to show dugs.

PL 283 Paris, BN, Pauvert 41, pl. 5. Cornclian scarab
(carinated). L.1s. A centaur-like monster with wings
attached to the human back holds a boar upside down.
AG fig. 220, AGGems no. 34, pl. 2. For figures of Bes with
a boar on Greco-Phoenician gems see Budapest Mus Bull.
1969, 9ff.

Pl 284*  London 317, pl. 6. Cornelian scarab (carmated).
L.1s. As the last but the monster’s animal body is a lion’s
and it holds a goat, upright. Zigzag exergue. AG pl. 7.41;
AGGemsno. 35, pl. 2. Very close in style to the last, perhaps
by the same hand. And compare the style of some Satyr
Group gems, AGGems nos. 86, 87, o8, pl. 6, which are
rather more fully modelled bur must be close contempo-
raries. See colour, p. 149.1.

Pl 285 Bowdoin College 1915. 68. Cornelian scarab.
L.12. A centaur holding a rock fights a lion. AG pl. 6.45;
Herbert, Ancient Art in Bowdoin College (Cambndge, 1964)
no. 485: AGGems no. 39. Ordinary centaurs never fight
lions in Greek art, but a Proto-attic Chiron caught a cub,
ClA Berhin i, pl. 5.2.

PL 286 Oxtord 1966. 595, from Cyprus. Chalcedony
scarab. L.15. A six-winged deity with a winged cap and
winged feet runsholding a disc. In front a caduceus. AGGems
no. 40, pl. 3. The head wing is discussed ibid., 32; add,
perhaps, the four-winged goddess on a Clazomenian
sarcophagus, Acta Arch. xiii, sy, fig. 33: BCH xix, pl. 1
the Greco-Punic ring, Arch. Uiva i.2, pl. xv.

PL 287 Péronne, Danicourt Coll., from Italy. Cornelian
scarab (carinated). L.1g. The bust of a tour-winged deiry
wearing a radiate cap and with arms outstretched. At his
waist 15 set a rayed disc. AGGems no. 43, pls. 2, 40. A near
replica 1s Toronto 926.7.3 (ibid., no. 42, pl. 3), where the
palms of the figure’s hands are turned down in what looks
lesslike a running position. The mass below, which appears
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d i original. All other photographs show: impressions

on both, might be atrophied wings. The crossed cords on
the chest rather suggest attached wings, in which case the
flying” hands, sun disc and indistinet mass below might
support the 1dentification of an Icarus. But this would be
an odd convention for him, while sun deities on these genis
are well attested.

PL 288 London 471, pl. 8. Chalcedony scarab (carinated).
L.20. A running Gorgon in a short skirt. AGGenms no. 47,
pls. 3, go.

Pl 289  London 473, pl. 8. Cornelian scarab (carmnated).
L.1s. A gorgoncion. AGGenis no. 68, pl. 4; no. 67, London
471,15 a replica by the same hand.

PL 290 Buasel, Dreytus Coll. Cornelian scarab. L7. A
gorgon-horse, like that in Pl 282, but here the torelegs are
equine.

Pl 201 Pans, BN Froo7. Cornelian scarab (carinated,
spine). L.13. A bull. AGGems no. 479, pl. 33.

Pl 292 Istanbul, from Sardis, tomb 722. Cornelian
scarab. L.13. A boar. Sardis xiii. 1 pls. 9, 11,n0.98; AGGems
no. 497. The device over the boar's back isa personal blazon
ofa type which appears on many Achaemenid Lydian stamp
seals, especially at Sardis. Here it is added to a Greck gem.
See Iran vin, 19ff, pl. 8.19g5.

PL 293 Switzerland, Private. Rock crystal scaraboid.
L6, An ithyphallic mule. AGGems no. 506, pl. 33. The
subject, in this form, is not seen again on Archaic gems.

Pl 294 Naples 1188. Cornelian scarab (carinated, spine).
L.15. A lion with 1ts head turned back.

Pl 295 Bonn, Miiller Coll. Cornelian scarab. L.17. Two
lions attack a bull. The scheme is that of Archaic Greek
pediments, or some Phoenician gems (AGGems 123f,
with n. 16).

Pl 296 Panis, BN, Paurvert s8, pl. s, trom Etruria. Agate
scarab (carinated). L.1s. A lion attacks a stag. Above are
three blobs, one with a crescent, like the common eastern
symbol. AGGems no. 384, pl. 28.

Pl. 297 London 483, pl. 8, from Greece. Green Jasper
scarab. L.16. A lion attacks a bull. AGGemsno. 391, pl. 28.
An oddly compressed group, with the bull's legs drawn up
and its head rurned frontal. The last feature is rare on these
stones but seen on Phoenician (as ibid., no. 368, pl. 27).
From its material, this niught be work by a Greek in a
Phoenician studio.



Pl 298*  Lenngrad 572. Cornelian scarab. L.1s. A lion
forepart jomed to a cock. Micali, Storia iv, pl. 117.13;
AGGems 125, as Etruscan, and cf. 71 with n. 34. On the
hon’s tear of the cock see Acesop 210, 269.

Pl 299*  Oxford 1892. 1355, from Demanhur. Cornchan
scaraboid. L.17. A winged lioness with facing head. AGGems
no. 462, pl. 32. The odd pose makes the mane look like a
beard, and the whole figure rather like a Bes-sphinx. The
dugs are misplaced, all along the belly.

Tue Rosust Styir

PL 300*  London 466, pl. 8. Cornchan scarab (carinated).
L.20. A satyr with no tail but equine feet, runs with a kan-
tharos and jug. AG pl. 8.20; AGGems no. 8y, pls. 6, 40.
By the same hand are 1bid., nos. 85-87, 04, perhaps 102,
pls. 6, 7. A related pair are nos. 101, 103, pl. 7. See colour,
p. 149.2.

Pl 301*  London 465, pl. 8. Agate scarab (carinated and
finely detailed). L.22. A satyr rechines, his head facing, his
feet equine. He holds an empty kantharos and before him
1s a crater turned on 1ts side. AG pl. 8.4 Lippold, pl. 14.8;
Boardman, Greek Art (London, 1964) fig. 104: AGGems
no. 93, pls. 6, 40, p. 55. There has been discussion whether
this should be viewed ‘feet down’ with the satyr dancing.
Iconographic criterta are contradictory. Aesthetically the
upnght head, as shown here, has more effect. This 1s the
name picce of the Master of the London Satyr; for whom
see Burlington Mag. 1969, s87f., figs. 10, 11, 15.

PL 302 London, tomdes Coll. Cornelian scarab (cari-
nated, with V- winglets). L.16.5. A youth runs with a jug
and kantharos. AG pl. 8.19; Lippold, pl. 59.1: Ionides 1,
pls. 1, 3; AGGems no. 97, pls. 7, 40. The head and hair type
is matched on Ioman kouroi, and bronzes, especially from
Samos, where the physique is generally rather less robust.
It recurs in Italy, as on Caeretan vases, and the elaborate
beetle suggests a Greek workshop in Etruria.

Pl 303* Leningrad 553, from South Russia. Amethyst
(not agate) scarab. L.14. A satyr carries a woman. His feet
are equine. A more brutal version of Pl 305. Maximova,
Kat. pl. 1.4; AGGems no. 105.

PL 304 Boston, LHG 15, pl. 2. Black and red jasper scarab
(carinated, with a palmette on the wing cases). L.12.5. A
nymph and satyr dance. She is wearing a chiton; he holds a
lyre and his feet are equine. Between them is a wreath.
AGGems no. 88, pl. 6.

PL 305 Hanover 1965. 6. Rock crystal scarab. L.21. As
PL 303 but the satyr’s tail 1s not shown. AGGems no. 107,
pl. 7.
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PL. 306 London 470, pl. 8, from Sicily. Onyx scarab. L.20.
A centaur carnes oft a woman. He 1s wreathed, has human
forelegs with equine feet, inthe common East Greek manner.
AG pl.8.5: Lippold, pl. 75.13; AGGemsno. 108, pls. 7, 40,
p- ss.

Pl 307 Boston, LHG 17, pl. 2. Cornclian scarab (cari-
nated). L.17. A satyr, with equine feet, 1s seizing a sphinx
by her hair. AG pl. 63.1 and hg. 69; Lippold, pl. 14.1;
AGGemsno. 110, pl. 8.

PL 308 New York 29, pl. 5, trom Cyprus. Cornelian.
L.12. A youth with a crouching naked girl. He holds a
stick and appears to be pulling her hair. LHG pl. A
AGGems no. 111, pl. 8. A similar erotic group, the man
ithyphallic (it 1s odd that the youth’s genitals are not shown
onthegem), isseen ona red figure cup by the Brygos Painter
(Vorberg, Glossarium Eroticum (Stuttgart, 1932) 187:
Bloesch, Formen (Bern, 1940) pl. 23.2). For a man slippering
a girl while making love, and vice versa, Vorberg, 188,
190 and 538 (CI7A Berlin i1, pl. 59.4) and cf. the pursuit
with a slipper, Vorberg, 38 and Gerhard, Etr.Spiegel (Ber-
lin, 1840 67) pl. 423.2.

Pl 309 Péronne, Danicourt Coll., from Sparta. Chal-
cedony scaraboid. L.18. A satyr with a cup. AGGems no.
121.

Pl. 310 Pans, BN, Pauvert 47, pl. 5, from Orvieto. Cor-
nelian scarab (carinated, with a palmette on the thorax).
L.12. A sphinx carries the body of a youth. AG fig. 217;
AGGems no. 122, pl. g.

PL 311 Leningrad 416. Burnt scarab, like that of PL. 3o1.
L.22. A winged youth, twisted at the waist, sits on a horse,
scen from behind. Cable border. By the Master of the
London Satyr. See Burlington Mag. 1969, 588, figs. 12, 13,
16.

Pl 312%  London 493, pl. 8. Cornelian scaraboid. L.17.
A kneeling youth 1s playing a lyre. AG pl. 8.35; Lippold,
pl. 59.3; AGGems no. 133, pl. 9. By the Master of the
London Satyr. See Burlington Mag. 1969, 588, fig. 14.

PL 313 Munich i, 159, pl. 19, from Epidauros. Cornehan
scaraboid. L.11.5. The forepart of a gnffin. AG fig. 72;
AGGemsno. 130, pl. 9. Griffins are only commonly shown
with manes after about soo B.C. (cf. Boardman, Greek
Emporio (London, 1967) 203). This 1s hke a horse’s mane,
where later it is spined like a fin (as PL 512).

Pl. 314 Rome, Villa Giuha. Cornelian scarab. Forepart
of a winged bull with human features. For the whole crea-
ture see Pl 364. This device on comns of King Uvug of Lycia,
AGGems 101, n. 16.
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PL 3ts London 445, pl. 8. Plasmia scarab (carmated).
Laso A ram walking. hisenibed Mandronax, which is a
good loman name. G pl. 9.17: Lippold. pl. gr.ar;
AGGemsno. 131, pls. 9, g0.

PL 316 London 459, fig. 28, pl. 8. Cormnclan pscudo-
scarab. Lort. On the back a capped siren 1s seen from the
back, her head v profile. The device 15 a vouth running
with a lyre and fHower. AG pl. 8.23: AGGems no. 125,
pls. 9. 38, p. 555 Zazoff, ES no. 929. An carly example of
the pseudo-scarabs with a siren on the back, but it 1s sumply
mmposed on the wing cases and does not replace them as on
later spectmens (cf. PL y413). See colour, D140 4.

PL 317 Hague. Cornclian. L.10o. A siren holding a mirror
and necklace. AG pl. 8.26; Bull. Uereen. xli, so, fig. 1:
AGGems no. 140. Sirens with human arms are mamly East
Greek. They are shown with lyres, wreathes and neck-
laces, which could suit their function as creatures of death
and mournmng; and on the Harpy Tomb from Xanthos,
and AGGemsno. 168 (AG fig. 70) carrying bodies. But the
mirror and other attributes mentioned also recall their
powers to charm, and not by song alone.

PL 318*  London 487, fig. 3o, pl. 8. Cornchan pseudo-
scarab. L.11. On the back is a profile negro head. The device
15 a siren holding a wreath. AG pl. 8.30; Lippold, pl. 79.8:
AGGems no. 143, pls. 10, 38, p. 3. Facing negro heads
appear on the backs of Egypuan, Phoenician and Cypriot
scals. This profile treatment is unusual.

Pl 319" Oxford 1925. 130. Cornelian scarab. L.10. An
owlor falcon displayed. AGGemsno. 144, pl. 10. The long
tailand legs make the bird more like the Egyptian or eastern
falcon than the displayed owl as on slightly later Athenian
coins (Kraay-Hirmer, figs. 357, 358). See colour, p-149.3

Pl 320 Vienna 207. Cornclian scarab (carmnated). L.1s.
A two-winged beetle. AG pl. 7.65; Lippold, pl. 97.17;
AGGems no. 148, pL. 10. The Phoenician version of the
Egyptian winged beetle normally has four wings, as on the
Greek scarab, AGGems no. 175, pl. 11, Ibid., no. 147, pl.
t1,1sasimpler version ofthe Vienna device, with two wings.

Pl 321 Cambridge. Cornclian scarab (elaborate, with
tongues on the vertical border and incised winglets). L.15s.
A hon attacks a bull. Cable border. AG pl. 6.52; Lippold,
pl. 85.3: AGGems no. 371, pl. 27: Zazoff, ES no. 2. This
15 unusual in having winglets of *Etruscan’ type on the
beetle and for the attack from beyond the bull, which is
an castern trait. It was probably made in Etruria.

Pl. 322 London, Mrs Russell Coll., from Crete. Black

Jasper scaraboid. L.1s. A chimaera. AGGems no. 374,
pl. 27; Boardman, Preclassical (London, 1967) fig. 81a.
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PL 323 M 1, 189, pl. 21, Agate scarab. LS. The
torcparts of a bull and a lion; beside them a tacing lion
scated i a papyrus thicket. Lippold, pl. 84.5; AGGems no.
400, pl. 29. The scarab is detailed as those of Pls. 301, 311,
324. Burl NMag. 1969, $88, fig. 20. By the Master of the
London Satyr.

PL 3240 New York st, pl. g, from Gela (a tomb with black-
tigure vases). Cornelian scarab. L.25. A lion attacks a bull.
AG ploo.st; Lippold, pl. 85.14: AGGems no. 407, pl. 29;
Burl. Mag. 1969, s88, tig. 18. By the Master of the London
Satyr.

Tur Dry Styie

PL 325 Oxford 1892, 1479. Rock crystal scaraboid.
L2t A youth weang a helmet runs with a lyre and cock
m his hands. AG pl. 6.38: Lippold, pl. s8.13; AGGems
no. 178, pl. 12, By the same hand arc our PL 326, Fig. 189,
and AGGems no. 180, pl. 12: ¢f. also our Pl 337,

Pl. 326 Berlin F 139, pl. 4, D 76. Cornelian scarab. L.17.
Asseated satyr with human feet, holds a wreath, and extends
a hand to a cock standing on his legs. AG pl. 8.2; Lippold,
pl. 13.10; AGGems no. 179, pl. 12, Sce the last.

Pl 327 Nicosta D.56. Cornchian scarab. L.9.5. A kneeling
youth. AGGems no. 181, pl. 12,

Pl.328* Leningrad ss7. Cornelian scarab (carmated).
L.t4. A youth with helmer and shicld jumps from the
back of a galloping horse. Beneath the horse a bitch runs,
and in the exergue is a lion mask, which also appears as the
shield device. AGGems no. 201. A replica is London 442
(AGGems no. 200, pl. 13) and by the same hand ibid., no.
203 and our Fig. 1go.

Pl.329. Once Kammitsis, Nicosia, from Marion. Cor-
nehan scarab. L.16. Herakles kneels to shoot at Nessos, who
1s trying to pull an arrow from his back. Deianira runs
between them, looking back at her attacker. Overhead is
the Egyptian ankh sign and a hovering falcon. Cross-
hatched exergue. BCH Ixxxv, 299f, fig. 525 AGGems
no. 72, pl. s.

Pl 330 Berlin F 136, pl. 4, D 79, from Falerii. Plasma
scarab (carinated). L.1g. Herakles fights with Acheloos,
seizing his horn and tail. One of Acheloos’ mutations is
shown by a serpent rising from his back. The fish probably
indicates the river setting for the fight. Cross-hatched
exergue. AG pl. 8.3: AGGoms no. 74, pl. s.

Pl 331 London 489, pl. 8. Plasma. L.19. Herakles receives
Achcloos’ submission (sce the last gem lustrated) and
Denanira’s thanks, holding aloft the horn he has broken
from the beast. Cable border. AG pl. 6.39: AGGems no.



75, pl. 5. By the same hand as the last. The breaking off of
the horn was an umportant feature of the encounter but 1s
nowhere else shown as here.

Pl 332 Pans BN 1812 bis, from Korkyra. Cornclian
scarab. L.20. A sphinx carrying a youth. AG pl. 6.32; Lip-
pold, pl. 79.4: AGGems no. 155, pl. 11. Contrast the style
of Pl 310.

Pl 333 Boston, LHG 20, pl. 2. Chalcedony scaraboid.
L.14. Eros holding a lyre and wreath. His head and heels are
winged. AGGems no. 172, pl. 11.

Pl 334*  London 467, pl. 8, from Marion. Cornelian scarab
(carinated). L.14. A winged goddess, with winged feet,
runsholdingabowl. AGpl.6.55; Lippold, pl. 32.1; AGGems
no. 200, pl. 13.

Pl 335 Boston, LHG 19, pl. 2. Chalcedony scaraboid.
L.18. A winged goddess running, holding a snake. AGGems
no. 204, pl. 13. The dress s probably a peplos over a chiton,
for added warmth. Ibid., no. 205, pl. 14, 1sa replica, slightly
plumper. By the same hand may be no. 210, pl. 13 and
no. 212, pl. 14.

Pl. 336  London 481, pl. 8, from Amathus, tomb 256.
Cornchan scarab (carinated, with V winglets). L.i7. A
youth 1s stooping to pick up a discus. Behind him 1s a serigil.
AG pl. 9.6 Lippold, pl. 55.8; AGGems no. 215, pl. 14
and trontspiece.

Pl. 3377 London 462, pl. 8. Cornchan scarab. L.1o. A
helmeted head. AG pl. 8.73; AGGems no. 221, pl. 14.
See on Pl 325. The type 1s met on East Greek coins.

Pl 338 Switzerland, Private. Rock crystal scaraboid.
L.14. Joined heads of a satyr and maenad. AGGems no.
228, pl. 14. The type is met on East Greek coins.

Pl. 339 Paris, BN, Pauvert 28, pl. 4. Cornelian scarab
(carinated, with diamond winglets). L.13. A human figure
with a bird’s head and a pointed cap. A star in the field.
AGGemsno. 581, pl. 37. A replica is no. §82, and no. 577,
pl. 37, may be by the same arust.

Pl. 340 Athens, Num. Mus., Tzivanopoulos 6, pl. 6.
Red-brown hmestone scaraboid. L.15. A satyr, with equine
teet, litts an amphora on to his shoulder. Inscribed twice
in Cypriot o-na-sa-to-se, ‘of Onasas’. Masson, Iuscr.Chypr.
(Paris, 1961) no. 362; Syria xhv, pl. 20.1, 2; AGGems no.
292, pl. 20.

Pl. 341 London, BMC Jewellery 1599, fig. 49, pl. 26,
from Marion. Gold pendant in the shape of a sheep’s head.
W.12. A dog-headed man with a sword fights a lion. AG
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pl. 604.7. AGGemsno. 589, pl. 37, p. 155. There are dog- (or
donkey-) headed men with swords on AGGems nos. 578,
pl. 37, no. 579. Sce also our Pl 342 and a Fikellura vase,
where the figure is also winged: AA 1929, 250, fig. 13.

Pl 342 London 1929. 6-10.3. Chalcedony scaraboid.
L.19.5. A dog-headed man fights a donkey-headed man,
cach with shield and spear, the tormer with a cloak over his
shoulders and kneeling on an object, now largely broken
away. Above 1s a small donkey rolling. AGGems no. 293,
pl. 20. See the last.

Pl 343 New York 31, pl. 5. Cornclian scarab. L.15. Her-
akles brandishes his club and holds a lion upside down by
1ts tatl. Behind him 1s a fox. AG pl. 7.54; Lippold, pl. 37.7;
AGGems no. 297, pl. 20. The whole group, with the fox,
appears also on Greco-Phoenician gems; and without the
fox on Phoemician coms. Herakles is rarely beardless in
Archaic Greek art; see AGGems 105 with n. 9.

Pl. 344  Oxtord 1896-08.0.14, from Cyprus (once Tysz-
kiewicz and Warren). Chalcedony scaraboid. L.1s.5. A
tootprint, and the Cypriot inscription pi-ki-re-wo, ‘Pigre-
wos'. AG pl. 9.18; Masson, Inscr. Chypr. no. 360. A foot-
print on a Late Classical silver ring (Notes to Ch. V, no.
881) and with other motifs on Greco-Punic scarabs as
London 430, 431, pl. 7.

Pl 345 Oxtord 1966. 596. Moss agate cut scaraboid.
L.18. Europa rniding the Zeus-bull, holding on to 1ts horn
and tail. In front is a tunny fish. AGGems no. 303, pl. 20.

Pl. 346 London 495, pl. 9. Agate scaraboid. L.22. A small
satyr lifts from the ground a maenad who is carrving a
thyrsos. AG pl. 10.9; AGGems no. 306, pl. 21.

Pl 347 Unknown. Cornelian scarab. L.17. A satyr drives
a chanot drawn by two lions. AG pl. 8.42; Lippold, pl.
13.95 AGGems no. 328, pl. 23. Dionysos may drive a hon
chariot and he 1s sometimes attended by a satyr in che fight
against the Giants: c.g., Lullies, Gr. Kunstwerke (Samm-
lung Ludwig: Dissseldorf, 1968) 114, no. 46, on a red figure
vase.

Pl. 348 Paris, BN, Pauvert 84, pl. 6, from Asia Minor.
Chalcedony scarab (carinated, with V winglets). A crouch-
ing boy adjusts the sandal of a youth who is leaning on a
stick. A vine grows around them. AG fig. 223 Lippold,
pl. 56.15; AGGems no. 309, pl. 21.

Pl. 349 Péronne, Danicourt Coll. Cornclian scaraboid.
L.i4. A youth with a spear 15 leading a horse. AGGems
no. 330. The mscription seems ancient but meaningless,
the characters being more like Aramaic than Cypriot.
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IstaNnD Scarabs

Pl 350 London 492, tig. 31, pl. 8. Green steatite pscudo-
scarab. L.as. On the back is a facing satye's head. The device
14 man with a kithara mounting a platform (bema) to
pertorm, the plektron i his hand. Signed Syries epoiese.
AGpl 811, AGGems no. 352, pls. 26, 38, p. 155,

PL 351 Boston, LHG 24, pl. 2. Green steatite scarab
(carmated). Loas. An athyphallic satyr is tunmg s lyre.
Signed Onesimos. AGGems no. 345, pl. 2s.

Pl. 352 Paris, BN, ex Louvre 1496. Green steatite scarab
(carmated). L.16. A knecling warrior tests his arrow.
Signed Onesimos. AG pl. 6.35; LHG pl. A.s; AGGems
no. 346, pl. 25. A rephea, but with the warnior wearing a
corselet, 18 AGGems no. 347 (Berlin F 153, pl. 4, D 89).

Pl 353 Paris, BN, de Luynes 290. Green steatite scarab
(caninated). L.1s. A sphinx. AG pl. 0.33; Lippold, pl. 78.5;
AGGems no. 349, pl. 25. By Onesimos.

Pl 354 London 439, pl. 8. Green steatite’scarab. L.ig. A
runming figure, a winged boar above the waist, human
below. AGGems no. 354, pl. 26. Possibly by Syries.

Late Arcuaic Groups

Pl 355 Boston, LHG 28, pls. 2, 9, from the Nile Delta,
Chalcedony scaraboid. L.17. A youth restraining a restive
horse. Signed Epimenes epoie. AG pls. 9.14, 51.7; AGGems
no. 246, pl. 16.

Pl 356 Boston, LHG 27, pls. 2, 9, from Aegina. Chal-
cedony scarabord. L.18. A kneeling archer. AG pls. 8.38,
st.ir; Lippold, pl. 53.5; AGGems no. 247, pl. 16.

PL 357 New York 42, pl. 7, from Naukratis. Chalcedony
scaraboid. L.17. A youth kneels to test an arrow, his bow
slung over his wrist. 4G pls. 9.23, 51.14; Lippold, pl. 53.3;
LHG pl. A1o; AGGems no. 248, pl. 16. By Epimenes.

PL 358 BerlinF 159, pl. 4, D 88, from the Troy area. Agate
scarab (with plain relief winglets). L.14. A naked girl kneels
at a hon head fountan to fill a hydria. Inscribed Semonos,
‘of Semon’. AG pl. 8 28, fig. 124; Lippold, pl. 63.4; AGGems
no. 249, plks. 16, 4o.

Pl 359 New York 41, pl. 7, from Cyprus. Cornechan
scaraboid. L.19. Eros flies off with a girl, who stll keeps
hold of her lyre. AG pl. 9.22; Lippold, pl. 28.2; LHG pl.
A.3; AGGems no. 250, pl. 16. By the Semon Master. Eros
1 seldom shown thus actually abetting abduction.

Pl. 360" Nicosia ].777, from Amathus. Cornelian scara-
boid. L.11. A naked girl kneels to adjust her hair in a mirror,
seencdge on. AGGemsno. 258, pl. 17. By the Semon Master.
For the motit cf. Minzen und Medaillen Sonderliste L.41.
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PL 361 Boston, LHG 29, pl. 2. Chalcedony scaraboid
L.18. A guthin carries a naked youth, AG pl. 6.30; Lippold,
pl. 81.1; AGGems no. 252, pl. 16. By the Semon Muster.
There 1s m Oxford an mpression of a round gem with 4
convex face which also shows a griffin carrying a youth.
The style is summary, the griffin Classical n type. Another
late example 1 Munich 1, 260, pl. 31.

PL 3627 London 1933. 10-15.1. Chalcedony scaraboid.
L8 A sphinx seizes a youth, who 1s wearing a hehnet and
fighting back with a sword. AGGemsno. 251, pl. 16. By the
Semon Master.

PL 363*  London 527, pl. 9, from near Limassol. Plasma
scaraboid. L%, A youngarcherinapointed cap,and wearing
his bowcase, with his dog. By the Semon Master. AG pls.
9.21, 51.6: Lippold, pl. 65.8; AGGems no. 256.

Pl 364*  London 498, pl.g. Cornclian, L.18. A winged bull
with human features. AG pl.g.5; Lippold, pl. 80.4; AGGems
no. 253, pl. 17, frontuspiece. By the Semon Master.

Pl 365% Nicosia 1964, I-24.14, from Manon. Chal-
cedony scaraboid. L.1s. Hermes, with caduceus, wearing
chlamysand petasos. AGGemsno. 257, pl. 17. By the Semon
Master.

PL 306 Boston, LHG 22, pl. 2, from Cyprus. Cornelian
nngstone. L6, Herakles throws the lion. AG pl. 10.2;
AGGems no. 254, pl. 17. By the Semon Master.

PL 367*  Pans, de Clercq vii.2, 2795, pl. 19, from Aleppo.
Cornelian scaraboid. L.14. A youth with a shield Stoops to
pick up a helmet. Cypriot inscription, a-ke-se-to, *Akesto’.
LHG pl. A.7; Masson, Inscr. Chypr. no. 364; AGGems
no. 260, pl. 17.

Pl 368 BerlinF 177, pl. 4, D 81, from Acgion. Chalcedony
ringstone. L.18. Herakles carrying his club, bow and lion
skin. An owlissitting on hisshoulder. AG pl. 10.4; AGGems
no. 263, pl. 18.

PL 309*  London soo, pl. 9, from Cyprus. Plasma scara-
boid. L.17. A warnor, with helmet, shield and cutlass
(machaira). AG pl. 65.3; Lippold, pl. 52.5; AGGems no.
264, pl. 18, frontspiece. The intention of the pose is not
wholly clear—neither quite aggressive nor collapsing.
The rephca, with Cypriot inscription, 1s AGGems no.
265, pl. 18.

Pl 370*  Nicosia D.ss, from Cyprus. Agate scarab (can-
nated). L.15. A seated youth is working on a helmet with a
hammer. AGGems no. 267, pl. 18. A popular motif on
gems and copied on Etruscan.



PL 371 Boston, LHG 33, pl. 2, from Cana. Cornchan
scaraboid. L.14. Eros thes with wreath and lyre. His heels
are winged. AGGems no. 272, pl. 19.

Pl. 372* Leningrad ssi. Cornchan scaraboid. Las. A
kneehing Herakles with a club grapples with a snake.

PL 373 New York 46, pl. 7, trom near Herakhion, or, as
Mr T. H. G. Ward tells me, found in Samos. Black jasper
scaraboid. L.16. A satyr reclines on a wine skin holding a
kantharos. Inscribed Anakles. AGGems no. 333, pl. 23.

PL 374 Boston 98.734. Cornelian scarab (with decorated
vertical border). L.15. A youth seated on a rock is tuming a
lyre. AGGems no. 334, pl. 23. The goart horns of the lyre
are clearly marked.

Pl 375 Berlin 11.863.66, Dg1, Cornehan scarab. L.17.
A young man on a stoolis tumng his lyre. AGGems no. 335,
pl. 24.

Pl 376 Baltimore 42.461. Cornelian scaraboid. L.17. A
kneeling satyr draws a bow. A kantharos on the ground
before him. AGGems no. 336, pl. 24. On armed satyrs see
Corbett, JHS Ixxxv, 17; for their theft of Herakles’ arms,
Brommer, Satyrspiele (Berhn, 1959) 341t

PL 377*% London 516, pl. 9, from Athens (?). Cornelian
scaraboid. L.17. A satyr carries a full wine skin on his back,
supportedbyacord. AGpl.9.27; Lippold, pl. 13.6; AGGems
no. 337, pl. 24, frontuspiece. By the same hand as the last.

Pl 378 Leningrad, from Kerch. Chalcedony scaraboid.
L.27. A four-winged Gorgon with winged heels and hold-
ing a snake n each hand. Set on a gold chain. AG pl. 8.52:
Lippold, pl. 76.9; Maximova, pl. 2.5; AGGems no. 230,
pl. 15.

Pl. 379 London 437, pl. 8, from Amathus. Agate scarab.
L.17. A winged Athena. Her aegis 1s slung at her back and
the mask, which i1s normally a gorgoneion, 1s shown as a
satyr head in protile at the back of her neck. AG pl. 6.56;
Lippold, pl.20.5: AGGemsno.237,pl. 15. The wingsattached
at the waist or lower are an East Greek or Etruscan feature,
and in Etruria too we see the mask translated and set at the
back of the neck. Wings for Athena, and some other deities,
seem an East Greek speaiahty but are on rare occasions
shown 1n late sixth-century Athens. Sce colour, p. 149.5.

Pl 380* London 468, pl. 8. Rock crystalscarab (carinated).
L.1s. A winged woman runmng, holding a flower. AG
pl. 8.27; AGGems no. 238, pl. 15.

Pl 381 Boston, LHG 26, pl. 2. Chalcedony. L.17.5.
Athena. AGGems no. 239, pl. 15. The aegis snakes are
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here shown fringing the himation, as occasionally on
Athenian vases. As on Pl. 379 the aegis mask is at the back of
the neck, here like a serpent.

Pl 382* Leningrad $38. Moss agate scaraboid. L.14. A
helmeted head. Compare the Kyzikos coin, Kraay-Hirmer,
fig. 701.

PL 383 Cambridge. Rock crystal scarab (carinated, with
V winglets). L.15. Dionysos, wreathed, holding a kan-
tharos and ivy branch. AGGemsno. 242, pl. 15. A very rare
example of a rock crystal scarab. Ftruscan versions of the
Dionysos, AG, pl. 16.15, 16.

Pl. 384% London 3so, pl. 8, from Cyprus. Black jasper
scaraboid. L.15. Two hons fighung. Cypriot inscription,
a-ri-si-to-ke-le-o, ‘of Arstokles’. Masson, Inscr. Chypr.
no. 359; AGGems no. 423, pl. 30. Another example of the
motif on a gem 1s1bid., no. 400, pl. 29. By the same hand as
London 450 are AGGemsno. 422 (Masson, no. 259) and our
Pls. 385, 386.

PL 385*  Paris, de Clercq 2794, pl. 19, from Beirat. Chal-
cedony scaraboid. L.14. A hon scratches its nose with a
hindleg. Onitsbackisacock and beforeitamonkey. Cypriot
mscription ka-pa-sa. Masson, Inscr. Chypr.no. 365; AGGems
no. 424, pl. 30. The animal mixture might be taken to be
inspired by hicroglyph devices, as that on Pl 422, which has
also been ‘translated” by a Cypriot. Compare also the
falcon over a basket on the situla fragment, CI’A London
viii, pl. 2.2. For the monkey and lion see the Etruscan ring,
AFRings B.1.32. There are eagles on hons’ backs on Cypriot
comns, as Kraay-Hirmer, fig. 679.

Pl 386 Nicosia 1960. VIl-21.1. Cornchan ringstone.
L.13. A lion scratching its nose. Below is a murex shell.
BCH Ixxxv, 259, fig. 2, pl. 5.2, 3; AGGems no. 425, pl. 30.
By the same hand as the last. Phoenicians extracted the
valuable purple dye from murex shells, and they are some-
times found as offerings or decoration in Greek sanctuaries.

Pl 387 Péronne, Danmicourt Coll. Green jasper scarab
(pinched back). L.14. A hon attacks a goat.

Pl. 388 Unknown, from near Pergamon. Plasma scarab.
L.18. A lioness. Inscribed Aristoteiches. AG pl. 8.43; Lip-
pold, pl. 84.7: AGGems no. 427, pl. 31. The dugs are here
correctly placed.

Pl 389 London 539, pl. 9, from Kourion. Chalcedony
scaraboid. L.19. A lion dragging a dead stag by 1ts throat.
LondonR 295, pl. 8; AGGems 436, pl. 31. The action of the
lion with its prey 1s correct.

Pl 390 Istanbul, from Sardis, tomb 701. Haematite
scaraboid. L.17. A loness. Sardis xin.1 pls. g, 11, no. 99;
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AGGomsno. 4310 Iran v, pl. 8194, The symbol over the
loness” back was added in Sardis. See on P, 292. In this sevle

are AGGems nos. 432, 433, pl. 31 and compare the next.

PL 391 Boston, from Cyprus. Chalcedony scarab. L.iy.
A hon attacks a horse. AG pl. 31.2; AGGems no. 440, pl.

31.

PL 392 Lenmgrad ssz, from Acgma. Black jasper scara-
boid. L.16. A chimacra. Lajard, Mithra pl. 46.2; AGGems
no. 456.

Pl. 393 Boston, trom Thebes. Chalcedony  scaraboid.

~22. A lion attacks a bull. In the field is a winged sun disc
and a tortoise. AG pl. 6.44; Lippold, pl. 85.12; AGGems
no. 450, pl. 32. The tortoise recalls the tiny devices seen n
the field on coms, possibly the personal blazons of officials.
The eastern sun disc 1s here strangely subordinated to the
device.

Pl 394 Boston, LHG 35 brs, pls. 2,9, from near Dimitsana.
Chalcedony scaraboid. L.16. A ewe. Inscribed Ermotimo
emi, “Lam of Hermotimos'. AGGemis no. 516, pl. 34.

PL 395 Paris, BN, Pauvert 67, pl. 6, from the ‘lonian
Islands’. White jasper scaraboid. L.17. A ram. Inscribed
Bryesis. AG pl. 9.11; Lippold, pl. 91.9: AGGems no. SIS,
pl. 34.

Pl 396 London 506, pl. 9, from Greece. Liigy. A ram’s
head. AGGems no. 519, pl. 34.

Pl 397 Berlin F 302, pl.6,D 169, from Tanagra. Cornchan
scaraboid. L.19. A bull. Inscribed . . dos. AG pl. 841
AGGemsno. 526. The border of dotted squares appears only
here on Greek gems, except for the dress pattern on Pl
378.

Pl 398 Lemingrad s61. Cornelian scaraboid. L.i1s. A
bull. Close in style to the last, but probably later.

PL 399 Bascl, Dreyfus Coll. Cornelian scarab. L.7. Fore-
part of a winged boar. The mouf is seen on other Archaic
gems, on Phoenician gems and on coins of North Greece,
lalysos, Samos, Chersonesos and Klazomenai.

Pl yoo*  Nicosia1964. Xll—4.10, from Marion. Cornehan.
scarab (carmated). L.15. A bull scratching its muzzle. In
the field 1s a star. BCH Ixxxix, 237, fig. 8 AGGems no.
529, pl. 35.

Pl 401 Boston 01.7545. Rock crystal scarabord. L.1g. A
bull with a gadfly on its ramp. Inscribed the . . lese. LHG
plA.15: AGGemsno. 524, pl. 35. A Zeus-bullis attacked by
a gadfly on coins of Gortyn, where, on the obverse, a figure

186

- a tree 1> usually identified as Europa. See also our I1g.
104.

Pl 402 Leningrad 567. Chalcedony cut scarab. L.17. A
sow with two piglets. Cross-hatched exergue. AG i,
1055 AGGems no. s42. Replica of no. S41.

Pl.403*  Oxford 1925. 132. Cornchan scarabord. L.11.
A sow. AGGems no. s547.

Pl jo4 Pans, BN M 6468, Cornelian scarab. L.11. A
rolling horse. AGGems no. 565, pl. 36.

Pl. gos  Pans, BN, Pauvert 65, pl. 6. Cornehan scaraboid.
L.13. A horse with loose reins. AGGems no. $66. A mouf
which becomes very popular in the Classical penod, see
Pls. 473, 475~477.

GREEKS IN ETRURIA

Pl 406 London 4535, pl. 8. Cornchian biconvex. L.22. On
one side a displayed siren. On the other a gorgoneion.
Both in relief. AGGems no. 596, pl. 39; Zazoff, ES no. 20.
The alternate-hatched eyebrows are seen on contemporary
Cypniot sculpture.

Pl 407 London 454, pl. 8. Cornelian half-oval convex.
L.24. A gorgoneion set in two wings. Two snakes at the
neck. In relief. AGGems no. 6oo, pl. 39; Zazofl, ES no.
s18. There 1s a gorgoneion with four wings on another
relief gem of this set, ibid., no. 599, pl. 39 (our colour, p.
149.6). The addition of wings becomes usual later, though
they are usually reduced in size and set in the hair.

Pl 408 Boston, LHG 35 ter, pls. 2,8, 9. Cornelian pseudo-
scarab. L.14. On the back i relief is a Dionysos holding a
drinking horn and vine. The device shows Herakles fighting
a shorter, bald man. To the left is Athena, to the nght a
woman with a flower. Nereus or Geras have been sug-
gested as Herakles” opponents. AGGems no. 77. pls. s, 38;
Zazoft, ESno. 18 and JdI 1xxxi, 63ff and fig, 4, where works
by the same hand (Master of the Berlin Dionysos) are listed.
See also the next.

Pl 4o9*  Oxford F.74. Agate scarab. L.9. A youth holding
anecklace. Attributed to the Master of the Boston Dionysos
(our last) by Zazoff, op. cit., with fig. 1, and ES no. 15.

Pl 410 Paris, Louvre, Bj.1193. Cornelian scarab (simple,
with winglets). L.7.5. A woman, possibly helmeted, hold-
ing a necklace and Hower. By the Master of the Boston
Dionysos.

PL 411 Oxford 1953. 133. Cornelian scarab (cannated,
with V winglets). L.17. Hermes, with caduccus and wreath.
A knucklebone in the field. AGGems no. 338, pls. 24, 40,
frontispiece; Zazoff, ES no. 73o0.



Pl. 412 London 490, pl. 8. Chalcedony. L.16. An athlete
holding a strigil. On a box before him a Columbus ala-
bastron and a discus hanging behind him. AG pl. 8.53;
AGGems no. 340, pl. 24.

Pl. 413* Leningrad 676. Cornchan pseudo-scarab. Loiyg.
41 £ p

On the back a siren m rehef. The device shows Ajax carry-
ing the dead Achilles. In front of them 1s a small winged
figure, a soul (?). Inscribed Aiwas, Achele. AG pl. 16,19
and 11, 76; AGGems no. 605; Zazott, ES no. 11.

GREEKS AND PHOENICIANS

Pl 414 London 4106, pl. 7, from Tharros, tomb 8. Green
Jasper scarab. L.17. Two hons attack a bull. One lion stands
on a basket (?). Phocenician letter mn the field (7). AGGems
no. 36s, pl. 27.

PL 415%  London 334, pl. 6. Green jasper scarab. L.17. Two
lions attack a bull. AGGems no. 367, p. 155.

Pl. 416 Cambndge. Green jasper scarab. L.16. A youth
with a cock and a lyre. LHG p. 115,

Pl. 417 London 428, pl. 7, from Tharros. Green jasper
scarab. L.1g. A grotesque composed of two human heads,
one bearded, a satyr mask, a boar forepart and a bird. AG
pl. 15.89; Syria xhv, 370, fig. 2. On the subject see AGGems
84, Tonides p. 35.

Pl 418 Lenmingrad s49. Green jasper scarab (carinated,
ridge). L.12. Helmeted head (of Athena) and an owl. AG
pl. 6.59; AGGems no. 243.

Pl. 419 Bonn, Miller Coll. Green jasper scarab. L.r1. A
lioness suckling a cub.

Pl. 420 Paris, BN 1082 bis. Green jasper scarab. L.1s. A
falling warrior, struck in the back by a spear. A bowcase
and wreath in the field. AG pl. 9.24; Lippold. pl. s1.11.

FINGER RINGS

Pl. 421* Oxford F.or1, from the Greek islands. Gold.
L.24. Two kneeling quadrupeds. [Gems 157, pl. 20h;
AFRings s, pl. 1a.

Pl 422*% Nicosia J.370, from Manon. Electrum. L.20.
Mock hieroglyphs. AFRings A.1. The hieroglyphs arc
translated into more natural amimal forms.

Pl 423 New York 24, pl. 5, from Cyprus. Gold. L.15.
Double bezel. Two lions and two sphinxes. AFRings A3,
pl. 1. For other Cypriot double bezels see AFRings A .2,
which 1s inscribed; Nicosia J.796, with two hons and two
goats, and Nicosia J.767, with a lon and sphinx.

ARCHAIC GEMS AND FINGLER RINGS

Pl 424% Boston 98.775. Gold. L.23. Flymmg birds m the
outer pancls, a sphinx, cross and branch n the centre.
AFRings B.L.t7, pl. 2 (1615 a replica).

Plyas*  LondonR 20, tig. o, pl. 1. Gold. L.27. A siren and
branch i cach outer pancl. A hippocamp and fish, and a
winged lion m the centre panels. AG pl. 65.2; AFRings

B.L31, pl. 2.

Pl 426*  Pans, BN 2615, Gold. L.21.5. Chariot drawn by
4 sphinx and a stag, approached by a man. AG fig. 6o:
AFRings BULS, pl. 2.

Pl 427*  LondonR 23, pl. 1. Gold. L.24. A sphinx and
winged horse. AFRings B.11.36, pl. 3. By the same hand 1
ibid.. BUL27, pl. 3.

Pl. 428* London, Victonia and Albert. Gilt silver. L.29.
Rehef device of two men holding two hons. AG fig. 625
Oman, 4o, pl. 37 AFRings B.IV.15, pl. 4.

Pl 429*  Pans, Louvre Bj. 1346. Silver. Forcpart of a
winged horse joined to a human leg. A Hower and palmette
m the field. AFRings F.8, pl. 5. The same device on a ring
from Chios (AFRings C.2) and cf. AGGems p. 152 for gems
(as our Fig. 196).

Pl. 430*  Switzerland, Private. Silver, with o gold stud.
A man scated holding a branch, between two birds. Sol-
dered hoop to a ring of Type F.

Pl 431*  Pans, Louvre Bj.1340. Silver. A lioness carries a
stag  her jaws, over her back. AFRings F.33, pl. 5. Lions
are shown carrying their prey like this in Greek art, in-
cluding a gem; see AGGems no. 413, pl. 29 and p. 129.

Pl. 432 Swizerland, Private. Gold lion ring. L.y, Hya-
kmthos.

Pl. 433* Munich, Ant.Kl. 2409, from Etruria. Gold lion
ring. L.12. A sea serpent with pointed muzzle and lion
forelegs. AG pl. 6.27; AFRings G.1, pl. 6. The animal fea-
tures of the Greek monster distinguish 1t from the com-
moner Greek or Etruscan hippocamp. The type 1s dis-
cussed in AFRings 21, 1. 66; and add serpent representations
on the Cretan bronze helmet, Mitten and Doeringer,
Master Bronzes, (Harvard, 1967) 47.

Pl. 434* LondonR 33, pl. 1. Gold. L.6.5. A cock horse,
AFRings H.x, pl. o.

Pl. 435*%  LondonR 34, fig. &, pl. 1. Gold L.s.5. Lion mask

at each end of the bezel. The device 1s a kneeling archer.
AFRings K8, pl. 6.
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Chapter V'
CLASSICAL GEMS AND FINGER RINGS

This chapter deals with the engraved gems and finger rings made in the Greek world i the fifth and
tourth centuries se. It is not a period which, for our purposes, can be defined by precise dates. What
went before 1s Archaic. What comes afterwards is Hellenistic. And inasmuch as the Archaic and the
Hellenistic offer distinctive styles this is definition enough. The main characteristics of the Classical will
be the dominance of the scaraboid shape and the growth in popularity of finger rings with either metal
or inset stone bezels; the spread of an art and usage from what was almost exclusively East Greek in the
Archaic period to the whole Greek world, from Italy to the Persian Empire; new subjects; and a very
few but important artists’ names.

The subjects and purpose of the engraved metal finger rings are sutficiently like those of the engraved
gemstones for them to be considered together in one chapter, but not sufficiently alike for schools or,
['believe, artists dealing with both stone and metal to be certainly identified. The techniques were different,
since the drill was not used on the metal bezels, so direet comparisons are difficult even though the same
artists could have been at work. The groups of gemstones have therefore been composed and will be
discussed independently of the groups of finger rings, although there will be some occasion for com-
partsons to be drawn between them, and their sources and use can be considered together.

The sources for Classical gems and rings are quite different from those which serve us in the Archaic
period, except for the many which have reached collections without known provenience. More have
been excavated, usually in tombs, and on the periphery of the Greek world. These circumstances might
seem to give promise of good evidence for dating, but this has rarely proved the case. By their nature
the gems and rings had a long life above ground, and we are generally able to suggest closer dates on
purely styhistic grounds than anything offered by a tomb context with pottery or coins. What is of value,
however, is the certainty of provenience, and the knowledge that the pieces were worn, used and buried
m a particular place.

One of the most important sources lies far from the Greek homeland, in South Russia. East Greeks,
principally from Miletus, had founded colonies on the shores of the Black Sea and in the Crimea from
the end of the seventh century on. They prospered on the adjacent corn lands and fisheries and had much
to do with the Scythian kingdoms which controlled the mainland. Greek artists worked for Scythians
on objects of Scythian type and at first in an unhappy approximation to the Scythians’ own ‘animal
style” of decoration. In the Classical period the Greek work there makes concessions only to native shapes,
not to native styles, and the question must arise whether, beside the other work of high quality in precious
metals, some of the gold finger rings found in South Russta could also have been made in the colonies.
The finds have been made in both Scythian tombs, massive tumuli characterised by their built burial
chambers and sacrifices of horses, and in Greek tombs near the colonies. Of the first class we may mention
the great Chertomlyk (Nikopol) tomb, over one hundred miles up the Dniepr from the sca, and the so-
called Seven Brothers Tumulus in the Kuban, behind the Taman peninsula east of the Crimea. Of the
second class, the Greek tombs, the most important are those in the cemeteries of Kerch, ancient Panti-
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capacum, and Nymphacum, on the cast coast of the Crimea, and others on the Taman penmsula facing
them, near the cities of Phanagoria and Gorgippia. In the great Chertomlyk tomb the debris of the
‘King’s” tomb vielded two engraved gold rings, while the *queen’ in one of the chambers wore 4 gold
ring on every finger, mcluding one engraved. In the Great Bliznitsa tomb, near Phanagoria, the *priestess
of Demeter” had tour engraved gold rings, and not far away a broken sarcophagus contained one of
Dexamenos” signed gems and a gold ring. Al these burials were richly furnished with other Jewellery
and vases, sometimes with coins, and these finds make it possible to fix fairly closcly the date of interment.
The gems and rings, however, are almost without exception of much carhier date, sometimes by as much
as a hundred years. Thus, the Leningrad Gorgon gem (L. 378), still Late Archaic in style, was found with
a tully Classical gold ring (PL. 703), with a gem which can be associated with Dexamenos (Pl 475), and
with jewellery and vases of the carly fourth century, which.indicate the date of the burial. Beside the
Greek gems and rings a number of Achaemenid seals were found in South Russian tombs, usually from
Asta Mmorand almostalways in very much later contexts. The engraved stones from these sites have often
sutfered from exposure to the flames of the cremation pyre. This discolours the stone, rendering the
translucent opaque and usually a dull grey colour, severely cracking the stones which have often not
survived complete. The results of this ordeal by fire are casily distinguished from the results of patmation
through long burial.

The East Greek world still vields us some gem stones, although not generally from controlled excava-
tion. In Cyprus the cemeteries have offered fewer Classical gems than Archaic, but there are a number
of engraved rings, continuing an Archaic tradition. Usually the tomb contexts are too mixed to be
mformative. In the fifth and fourth century Asia Minor. the Near East and Egyptwere part of the Persian
Empire. Greek artists worked for Persians, while Persian and other local artists were protoundly influenced
by Greek art. Gems and rings of Greek origim and stvle are reported from all over the Persian Empire,
from the excavated cemetery of Sardis, the Persian capital in Lydia, to the Treasure of the Oxus, in
Atghanistan. Even India contributes specimens, carried cast by Persians or by Alexander’s courtiers.

One rather unusual source of evidence is the find of a collection of fired clay impressions i a partly
plundered tomb of the earlier fourth century at Ur. They include casts and impressions of Greek coins,
several impressions of Greek gems and rngs of high quality (Figs. 276-279), and many mmpressions of
engraved Achaemenid rings (see below, Figs. 313-315). They show what was accessible and admired
m lower Mesopotamia, and may be the ‘cabinet’ of a collector, possibly himselfan engraver. The problems
of Greek work in the Persian Empire are considered here in Chapter VL.

In the Greek homeland gemstones are most commonly reported from mainland sitcs, notably Sparta,
whose political associations with East Greece and Persia in the later fifth and fourth centuries may have
something to do with it. A very few rings in precious metal from North Greece belong to the end of
our period, and reflect the attraction of artists to the courts of the Macedonian kings. In far more common
use throughout Greece, however, are bronze tinger rings. Important finds have been made both in cities
like Olynthus (destroyed in 348 Bc) and in sanctuary sites, as at Dodona, Olympia, Perachora. A prolific
source of information about the engraved rings results from the common practice of impressing a ring
device on clay loomweights, which are well preserved since they were fired. The impressions are not
always very clear and they tell more about subject than style. Their great value is that they give clear
evidence for the existence and use of particular types in particular places, and they are often in uscful
contexts for dating. Occasionally gems or rings were used to impress clay roundels or tokens, best known
i later fifth- and fourth-century Athens, but most of these were made from special circular stamps,
which may have been made from clay, wood or metal; none survive. Related are the lead tokens, also

from Athens, which are of the fourth century and later.
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In Italy and Sicily the sources are quite ditterent trom those tor the Archaic period. Etruria has its own
Aourishing studios and hardly any Greek gems were received. The Greek cities of South Italy, however,
have yielded a number of gems, and the possibihty of local production has to be taken seriously. Even
more common are gold and silver finger rings, and the use of metal finger rings is even more fully ateested
by impressions on clay weights and similar objects than it 1s in Greece itself. Tarentum s the most
important single source tor the rings.

For the dating of the Classical gems and rings we have to rely very much on stylistic comparisons
with other works of art. This is not too difficult in the fitth century and carly fourth, but becomes in-
creasingly dithcult as the Hellenistic period is approached. For the rings at least the shapes can sometimes
prove a usetul but not decisive eriterion. We have seen that the find contexts are generally unhelpful,
but the pieces from fourth-century tombs in South Russia do at least indicate that before the Hellenistic
period ringstones and metal rings with circular bezels were still comparatively rare, and this is of some
value in determining the end of the main Classical series.

CLASSICAL GEM STONES

SHAPES AND MATERIALS

The shapes of Classical gems are readily defined. They do not offer particularly valuable criteria for
details of dating or origin but they are distinctive for the period, and only with the ringstones 1s there
possibility of confusion with later work on grounds of shape alone.

Scarabs are sull being cut throughout the fifth and fourth centuries although they are now a mmority.
Cornclian is the normal material for these and the beetle backs are cut with care but without any great
claboration. The thorax border may be hatched and there are occasionally V winglets, but the Archaic
carination is soon forgotten and the legs and head are often simiply mcised and not modelled n the round.
There 1s no serious possibility of confusion with Etruscan scarab beetles, since these are more elaborate
and better finished, although by the fourth century many Etruscan bectles have been translated into a
less modelled form with angle winglets and incised legs. One unusual scarab may be mentioned here,
bearing a fine flying goosc in the style of Dexamenos (Pl 489). [t1s of onyx and the banding of the stone has
been carefully observed by the artist so that the beetle’s head 1s brown, there is a black stripe exactly
across its thorax, and the tail 1s black ; the rest is white (colour, p. 203.6). This anticipates the exploitation
ot banded stones for cameos.

Scaraboids are the commonest shape, rather larger than hitherto. Considering how simple the form is
it is remarkable that such variety of profile can be found. The Archaic scaraboid had straight walls with a
shallow rounded back, and this survives for a while, although not for long, into the sccond half of the
fifth century. Of the other scaraboids three main varieties of shape can be distinguished (Fig. 200), and
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although there are a number of borderline cases the distinction docs seem to be a real one. Type a can
be regarded as the normal Greek form and it remains popular throughout the period. Its walls are roughly
half the height of the whole stone and they often slope in slightly towards the engraved face. This makes
for imipressions with cleaner edges. The material is usually chalcedony or cornelian, more often the
tormer. The chalcedony is usually a clear grey or white, often passed as “white jasper” when opaque,
but the bluc “sapphirine” or amethystine’, which is most characteristic of the Greco-Persian gems, 1s not
uncommon (colour, p. 203.7). Minor varicties of Type a mclude some with a lightly convex engraved
face, and a number carved on the convex backs instead of (rarely as well as) the flat face. These are current
throughout the period, but becomne more popular in the fourth century, and reflect cither the growing
popularity of the convex-faced ringstones, or the eastern preterence for stamp scals with convex faces.
Since the ringstone form was established before the practice of carving the backs of scaraboids it is not
likely that the latter practice is responsible for the eventual success of the ringstone. [t is very much easier
to make a good impression if the engraved face of the seal is lighty convex.

Scaraboids of Type B have very shallow convex backs, like the Archaic scaraboids, but they are very
much flatter in their proportions. Their walls are more often straight than in-sloping. It is not a very
common variety, but found in the fifth century and, more often, in the fourth, When the back only
is engraved, as with some of Type a, it closely resembles the larger ringstones and is only distinguished
from them by being perforated. Even then, they may have been mounted as ringstones. The materials are
as tor Type a. Glass scaraboids are this shape, but for a special reason, as we shall see.

Type ¢ scaraboids have very high domed backs, up to three or four times the height of the walls, which
often slope in sharply. They are much more like pebbles with a flattened side than Type a, which recalls
the scarab more nearly, or Type B, which is like a flat plaque. They begin to be popular in the later
part of the fifth century. Chalcedony is the normal material and a high proportion are in the *sapphirine’
blue. Type ¢ scaraboids, and to a lesser extent Type B, are often related in motif or style to the Greco-
Persian gems made in the Greek east and within the Persian Empire, where Type ¢ is especially common.
But there 1s a small fourth-century group of Type ¢ scaraboids in black jasper which are purely Greck.
Other materials used for Classical gems are agate, rock crystal, and twice lapis lazuli.

Other shapes with castern connections are the tabloid with facetted back which is rarely found with a
purely Greek device; the cylinder, which is attempted occasionally in the fourth century although not
with the usual eastern frieze-like development of the device: and various pendants. Lion seals of cornelian
and shiced cylinders or barrels of agate will be considered separately below.

The few Late Archaic ringstones were long ovals with convex faces. They increase in popularity in
the fourth century, and the larger stones with shallow convex faces come very close in shape to the
Type B scaraboids. The shape becomes a broader oval and one or two are circular. The ringstones with
flat faces are more difficult to place. They are more at home later in ltaly, and some with what seem
to be fourth-century Greek devices perhaps belong there, especially those with rather straight outlines.
We might expect them to have become popular in an area where scarabs were usual, and it is the same
material, cornelian, that is used for them. Metal finger rings with flat engraved faces might seem another
possible source of inspiration but there is no close correspondence in shape or setting. No flat ringstones
seem carhier than about 400 B¢ and they should probably be regarded as exceptional for the fourth century.

For the subsidiary decoration of the gems we shall see that the hatched border to devices is attenuated
and increasingly often omitted on scaraboids (entirely so on the Greco-Persian), but it persists on oval
ringstones and is seen on several sliced barrels and cylinders and on the lion seals. A ground line is often
omitted now, or on later gems is reduced to a short line not reaching the edge of the field. Occasionally
gouged dashes at irregular levels suggest a rocky ground. Some ground lines have a row of spaced dots

192



or squares attached beneath. These then resemble the dentils moulding on stone bases and lend an air of
monumentality to the device.

The rest of the first half of this chapterisdevoted to an analysis of the style and subject matter of Greek gems
engraved between the Persian Wars and the ame of Alexander. In this, the *Classical” period in the broad
sense of the word, regional peculiaritics of style are even less readily discerned than they were in the
Archaic period. This is as true of gem engraving as it is of sculpture, and the scale of the gems effectively
disguises nuances of the type which students of major sculpture may detect between different schools.
We rely, therefore, more on the evidence of find place and subject, and the divisions have to be mainly
chronological. Only when we come to deal with Greek work in the Persian Empire i the next chapter
do clear criteria of subject and style help to determine the main groups, but they do not in fact make
the problems of defining and classifying Greco-Persian gems any casier. A further complication and
difficulty is the relative scarcity of the material. In comparison with the Archaic period, and including
engraved finger rings, there are no more pieces to show for the years from about 480 to 320 BC than
there were for the years from about 560 to 480 Bc. This means that while fairly large groups of Archaic
gems could be assigned to studios or even hands, there is far less chance of doing this with Classical gems.
We have no reason for believing that production was less intense, and in fact there were a number of
new centres for gem engraving. The fewer signatures and slighter differences i regional styles are the final
stumbling blocks. The following groups, accordingly, observe difterences in date and sometimes difter-
ences in shape, but ditterences mn style are often a matter of quality rather than location or hand.

EarLy CrLASSICAL

The latest of the Archaic gems showed a preference for the larger scaraboids over scarabs, and after
the middle of the fifth century scarabs become very rare. In the Early Classical period, roughly the years
between 480 and 450 BC, which mn Greek art we would define in terms of the Olympia sculptures or
the Niobid Painter, gems were still being made with subjects long popular in the Archaic period and with
only slight development in style, generally towards the more naturalistic. The best examples of these
were gems with animal devices from East Greek and probably Cypriot workshops, which found their
place in the last chapter.

Other subjects winning popularity on the latest Archaic gems were figure groups and single figure
studies which did not try to fill the field in the old Archaic manner, but which stood freely within it.
This trait in particular is to be developed in the fifth century.

A tew gems, all still scarabs, offer head studies, of which the best (Pls. j44-448) capture much of the
sober charm of contemporary major sculpture. None are obviously of deities although the crescent
beside a woman’s head on a London scarab might indicate Selene (PL 447). A poorer frontal version
of the head (Pl. 448) has the same odd topknot of hair, closely paralleled on coins of Syracuse of just
before the mid century. I do not think that these stones need be dated late in the century, as has been
done by others, although a version of the topknot regains great popularity later.

Draped figures have their clothes simply rendered in close set parallel lines which avoid the zigzag
patterns of Archaic folds. Danae stands by her bed to receive Zeus as a golden shower, in the folds of
her himation (Pl. 449). She is shown standing again on rings, rather later (PL. 667), but elsewhere in Greek
art she normally appears seated on the edge of her couch. This is another instance of what seems to be
a distinct iconographic tradition among engravers. On a New York gem from Cyprus Hades abducts
Persephone (Pl 451) who drops her torch as he carries her gently off her feet. This is a very rare scene
for the period, and is rendered in a successful variant on the old satyr and maenad monif, still not forgotten.
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Three gems (one of glass) show the monster Skylla, with a clothed female torso, a dog springing
trom her loms and a tishy tail (11, 453). This 1s the type met first otherwise on Melian clay reliefs about
400 8¢, and the gems need be no later. Sphinxes have long been familiar on gems, but on a rock crystal
in Paris (Pl y54) we see a new head type and hatr style, and the whole figure closcly resembles that on
Chian coms of the mid century (before the Comage decree). On a New York gem 1s another monster:
the centaur-bowman, Sagittarius, with stars around him (Fig. 201). This seems to be the earliest Greek
representation of the zodiacal figure, and his castern origin is suggested by the dressing of his tail like a
Persian stallion (compare Pl 881). ,

Among the figure studies of standing men we find no less than three of Apollo with attributes—
bow and tripod (PI. 452); bow and fawn: laurel, hawk and fawn (PL 455). The type for the frontal figure
is the new Classical one with the weight shifted onto one leg. The Amazon, here resting on her battle axe
(Pl 456), is now a popular figure on vases. Other subjects which may be placed here are the warship
(Pl 457) and a Gorgoneion (PI. 458), whose monstrous mask is already softened in an approach to the more
human Classical treatment of the features (contrast Pls. 289 and 602).

Some ammal devices offer variants on the old Archaic subjects, with good studies of dogs and cattle
(Pls. 459-462). Timodemos has a fine hound on his scaraboid (Pl 459) and the shaggy Maltese dogs begin
to be seen on other stones. A scaraboid from one of the Crimea graves, showing a cow suckling a calf
(Pl 461), betrays its origin in some Greek corner of the Persian Empire by the winged sun disc of
Achaementd type cut on its back. The grithn 1s seen too in its new fifth-century form (Pls. 464, 465), with
long serpentine neck and a spiky mane of the sort met otherwise only on sea monsters. It has lost the
Archaic forchead knob but keeps the long cars and gaping eagle’s head. Its slim, greyhound body is
lightly marked, the wings patterned still with neat close set parallel lines. The pose is to be its usual one,
like that of the Late Archaic lions, bottom in air, one torepaw lightly raised. Later it will tight, like a lion.

The gems with human heads as devices were scarabs, their backs and legs fairly well cut, but. with one
exception, abandoning the Archaic carination. Only PI. 444 has a rougher beetle and is of green jasper,
not cornchan, but its style is purely Greek. They keep the hatched borders, as do most of the other stones,
which are scaraboids. Four of these are carved on the convex back, not the flat base, and one has a lightly
convex face, new features which will be met more often later in this and in the succeeding century.
Chalcedony is the favourite material already, but cornelian and rock crystal are still in regular use. Find
places are uninformative and the one said to be from Sparta is inscribed in a non-Spartan manner, so it is
possible that in this period it is the same East Greek or island studios at work which had been active at
the start of the fifth century. The figures have much in common too with those on Melian clay reliefs,
and the figure style in general derives most directly from that of the Archaic Dry Style groups.

DEXAMENOS AND HIS CONTEMPORARIES

By the middle of the fifth century very little of the tradition of the Archaic schools of gem engraving
m Greece can be seen to have survived. The larger scaraboids are now normal and there are fow scarabs,
their backs treated in various ways, none of them distinctive of place or period, except for some Greco-
Persian. Most of the scaraboids are of standard proportions (Type a), their backs no higher than their
walls, but a few have either the flat or domed backs, of Types B or ¢, which are characteristic of the
Greco-Persian gems. These appear with devices, like the animal tights, which were popular in the cast,
and there is one tabloid, which was another familiar shape in this quarter. The hatched border persists for
many devices, but it is generally thinner and more caretully and closely marked. Often there is no border
atall, or just a line. A full ground line 1s added where called for. Chalcedony is the commonest material,
white as well as blue, with about half as many cornelian and some rock crystal and agate. Gaily mottled
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Jaspers have a short vogue. Cornelian 1s usually kept for the smaller gems and the few scarabs still being
made. It 1s not in fact much less popular than chaleedony in the second half of the fifth century, but it
does seem less popular for those works associated with Dexamenos. The blue chalcedony 1s much used
i Greek workshops but not dominantly so, as in the Greco-Persian. The writer’s wife has picked up a
raw nodule of blue chalcedony m South Chios, Dexamenos” island. New subjects account for most of the
devices—a new range of antmal studies, some domestic scenes, even still life.

The gems discussed under this heading are all of high quality. Most of them belong to the third quarter
of the fifth century, although there are some in the same manner which may be later. No less than four
are signed by the Chian artist Dexamenos, and since these include some of the very finest specimens, it
1s right that his name should stand at the head of any discussion of gem engraving in this, the High Classical
period of Pheidias and the Parthenon sculptures. The one other artist’s name preserved on a stone, Sosias,
enables us to give another fine artist his due, but it is not possible from the one gem to assemble a group of

plausible attributions. Even the four stones signed by Dexamenos offer some variety—a man's head, a

domestic scene, and studies of water birds (Pls. 466-469). These give some scope for further attributions
to his hand and scholars have not been slow to attempt this. But the qualities of the master are not casy
to define in terms which allow of sure attributions where the subjects are different from those he signed.
The tendency has been to give him all the best of this period, stamped by a common quality and finesse
of detail, but it 1s possible that these derive as much from the period and workshop m which they were
made as from the gemus of an individual artist. T have not attempted to improve the lists although I note
what seem to me safe attributions.

The finest of the signed stones is the one with the man’s head, in Boston (Pl 466): a middle-aged man,
balding, intelligent. The delicacy of detail, especially the treatment of eyes, lashes and beard, take nothing
from the broad and individual effect. There had been character studies of aging men in Greek art before
butscholars have generally agreed that this is perhaps the carliest of which it might be said that a particular
person was intended. If true, this means that he must have “sat’, at least for a drawing on which the intaglio
1s based. This in itself would be novel, since hitherto advances in naturalism in Greek art had been won by
observation and copying of postures and details, composed on generalised or idealised figures. The new
approach would have led to a closer observation of forms, artificial and natural—such as the animal and
still-life studies we have yet to discuss. But we must return in a moment to the question of whether this
15 a real portrait. Two other signed gems, these from South Russia, show herons, one flying (Pl. 468).
the other preening (Pl 469), with alocust besideit. Their downy bodiesare rendered with the same nervous,
meticulous incision as the hair of the ‘portrait’ head. These are accurate studies, and the water bird motif—
with opposed curves of wings and body, the sinuous neck and angular legs—is to be a favourite with
engravers, The creatures had appeared before in Greek art, but, to judge from Athenian vases, at about
this time they were being kept as houschold pets.

The fourth signed gem also carries the name of its owner, the lady Mika, in Tonic form (Mikes). It
shows a mistress seated with her maid standing before her, holding a mirror and a wreath (Pl 467). The
composition calls to mind immediately grave reliefs of the type beginning to be made for Athenian
cemeteries after the middle of the fifth century. This is less detailed than the other three stones, and
although there may seem something still of the Early Classical about it, this is illusory. The women’s
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bodies are carefully modelled while the folds of their dress accentuate the contours and a transparent
effectis achieved. This is, in a way, casier in glyptic since it involves no more than masing the fold lines
deeper on the mtaglio of a naked body, rather like painting the clothes over a nude outline on white
ground vases. It there is something stiff in the composition it 1s because such a two-figure group 1s bound
to compare unfavourably with the other single subjects on his gems, and perhaps he was not at his best
with these stock draped figures. He also turns his hand to linear perspective here, by showing the underside
ot the stool as a triangle. Simple attempts at perspective and foreshortening with bodies had been tried
before, and it is in this group of gems that we shall find examples of animals’ heads turned shghtly towards
the viewer in three-quarters view.

Several other gems are related in various ways to Dexamenos’ signed work, and some may be by him,
but there is one which claims a special connection for a rather unusual reason. Dexamenos has told us in
one signature that he is from the lonian island of Chios, and the way he writes his ¥ suggests that he
lcarned s letters there. That he mentions his birthplace at all does not necessarily mean that he was
working away from home, since an Athenian sculptor could sign his work for his own ity acropolis
as an “Athenian’, but the case is not quite the same and this is the only gem signature we know with
an cthnic. Furtwingler had attributed to Dexamenos’ studio a gem in Leningrad showing an amphora
(PL. 470), because it was cut in the distinctive mottled Jasper used by him for two of his signed works.
But we can now recognise from this careful study of the vase that itis a characteristic Chian type, which
can, morcover, be closely dated to the middle years of the fifth century. This is the form which appears
m clear excavated contexts and is repeated on the latest of the Chian silver didrachms. I have little doubt
that 1t is Dexamienos’ work.

The attribution of the amphora gem involved no consideration of style. The fine horse with loose
remson a Boston gem (Pl 473) has been associated with Dexamenos for its carcful and detailed observation
of natural form and dignity of compositon. The neat small letters, presumably naming the owner,
also resemble those of his signatures. There are other gems with riders and horses, including another in
the mottled jasper with a riderless horse, tossing its head as it races past the post (Pl 475), which could
well be his work. A mounted Amazon with her companion (Pl 474), and a fine centaur, struck in the
back (Pl 478), are in a comparably delicate style. On the latter some other hand added the letters chi-
hardly for Chi(os) or Chi(ron)—since the centaur Chiron was struck by Herakles in the leg, not the
back—but perhaps the start of the owner’s name. There may have been more of the name on the missing
part of the stone. Other equine subjects are well rendered on stones of this period, but lack the master’s
finesse (Pls. 476, 477).

We must return now to the signed ‘portrait’ head, Pl 466. A youth’s head, on a rock crystal in Berlin
(Pl 471), has recently been published and very reasonably attributed to Dexamenos by Miss Diehl.
Although a slighter work than the Boston head it shows the same detailing of hair and eyes, the same
profile. Indeed, so similar are the heads that one is bound to ask whether they are not the same man at
different ages. The matter is complicated when it is observed that on an agate barrel in London (PI. 516),
which has been associated with Dexamenos, the head of the voung boxer exhibits just these features of
hair and profile, although on a very considerably reduced scale. Portraits of different people by the same
artist are often strikingly alike and this would perhaps be even more true in the early days of portraiture.
But when the same features are seen on the boxer we may wonder whether Dexamenos had not simply
created a generalised portrait, a realistic type which may have appealed to his Ionian blood more than the
idealising heads of the mainland Greek artists. If the heads are as carly as they seem, around the mid
century or just after, this might be a more satisfactory explanation than to believe that they anticipate
major stone portraiture by so long. And an exactly similar phenomenon can be observed on gold rings
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very little later, where a different male head type, leaner and meaner, is repeated (Fig. 220, Pl. 670). 1t
we look for these generalised types elsewhere, that of the Dexamenos gems may perhaps be seen i the
Pythagoras ‘portrait’ on coins of Abdera, and that of the gold rings in some of the coin ‘portraits’ of
satraps. The discovery of a second Dexamenos ‘portrait’ has complicated the study of early Greek
portraiture rather than elucidared it.

There are two idealised heads of women on scaraboids of these years. The first, and finer, 1s signed
by Sosias (Pl 480). The delicacy and detail in the treatment of the hair recalls Dexamenos’ head of a
man. The obvious comparison for a woman’s head of this type is on the series of fine Syracusan coins
of the later fifth century, but this can be no reason for believing that Sosias worked in the west. The
type of head and hair style originated in the art of Greece, and Sosias’ gem makes even the best Syracusan
coins look provincial. The difference lies both in details, like the delicate curve of the upper eychd and
the working of the nostril, and in the general set and proportions of the head, with its softer chin and
less emphatic features. Sosias’ gem need be no later than the 420's. Simpler, and earlier, is the head of Dawn
on another scaraboid (Pl 481).

The ladies on Mika's gem are matched by no others on stones of the same date, but there are some
slightly later studics, usually of naked or partly draped girls, of a quality and originality which remind
one of Dexamenos. A variant on the scated woman motif shows Aphrodite, nearly frontal, suckling
Eros who is grown enough to stand at her knee—perhaps the carliest representation of this rare scene in
Greek art. Another gem from South Russia shows a half-naked girl juggling with balls (Fig. 202), like
some ladies on mid-century Athenian vases and particularly the nymph seen on coins of Terina who is
also adept at balancing a ball on the back of her hand. Another naked lady reclines to play with a heron
while a flying ant hovers overhead (Pl. 482). The carefully engraved insect and its position recall the locust
on Dexamenos’ gem. Other girls kneel to dress or to dry their hair (Pl. 483)—a popular motif also on later
stones. Perhaps all these undressed ladies should be taken for nymphs or goddesses rather than mortals.

One other study of a woman must be included here because it has so often been associated with Dexa-
menos. She is seated, playing a harp (PL. 472). The delicate cutting on the drapery very closely resembles
the engraving on the herons’ bodies on the signed stones, and details of the head on the Boston gem,
but what a world of difference there is between this figure and the seated lady on Mika’s gem (Pl. 467)!
If this is really the same artist his career must have been a very long one indeed, and far from conservative
if styles of rendering bodies and drapery could be so profoundly revised.

There are a few male figure studies, frontal, relaxed (as Pl. 484), showing some advance on the Early
Classical and already something of the spirit of Polyclitus’ athlete statues. A stock figure of this type
1s the Herakles which in sculpture we know best from copies of what is probably Myron’s work of the
mid century. This showed the hero with his hand on his club, which is resting on the ground, rather
in the pose taken by Athena with her shield in Pheidian studies, and with a bow in his left hand, his
lion skin draped over the extended arm. There is one version of this figure on a gem of our period, but
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the hero 1s beardless and wearing his lion skin. A far stranger version is seen on a gem recently found
m Taranto (Pl. 485) which is canonic save that Herakles has a cloak fastened at his neck and his whole
head s that ot a lion! It 1s as though the lion skin (Iving innocently over his arm) had partly taken over his
human frame. The artist may have had some specific message in mind, but it escapes us.

A youth fastening a boot or sandal (Fig. 203) is nameless, but recalls later studies of the wounded
Philoktetes tending his leg. There are not as yet many studies of deities alone but there is a fine and rather
unusual Athena (Pl 486). Her pose with spear and shield is broadly Pheidian, and the coiled snake beside
her legs brings to mind the Parthenon statue, but her dress does not have the usual long Athenian over-
fall, held 1n by the belt. She is holding an aphlaston, the stern of a ship, indicating her concern with the
weltare at sea of her clients or recording a victory. It is tempting to think that this was cut in Athens,
or for an Athenian, but it was found in Cyprusand it is on coins of Cyprus of the later fifth century that
we find one of the other rare representations of Athena with an aphlaston, now seated on a ship. The coin
must celebrate a naval victory, and the gem may have been cut for a victory. The size of the tigure
relative to the field suggests that the gemis of the Dexamenos period rather than later.

Two gems by one artist, showing a sphinx and a griffin, give the creatures finely feathered wings.
The sphinx’s body and head (Pl 487) resemble the Chian coins of later in the fifth century, but on the
coins the old-fashioned sickle wing was retained. The grithin (Pl 491) is given a sea serpent’s neck and crest,
with delicate fan-like spines. Another gem, with a whole sea serpent (P1. 488), can probably be placed
here too.

The other animal devices can be related immediately to Dexamenos’ work. A superb flying goose
might be the master’s (Pl 489). There are herons (Pls. 490, 492, Fig. 204) preening or pecking at an emaciated
silphion plant (if such it be), even a quail and a carrier pigeon. Eagles carrymg snakes or tearing their
prey (Pls. 493-495) recall the motifs on fine contemporary coins of Greece and the west. Dogs have been
seen on Late Archaic gems, but now we have careful anatomical studics of them (Pl. 496). There is even
one of the ‘foxes, the little foxes that spoil the vines’ climbing over the rocky ground towards a tempting
bunch of grapes (PL. 497). This need have nothing to do with the fable, since the fox seems likely to be
successful. The motif had appeared as a shield device on a red figure vase, and is repeated on a later ring
(Fig. 237). Bulls, such popular subjects in the sixth century, are represented now walking or in the Classical
plunging pose (Pls. 498, 499). These types are very close to those appearing on coins of Thurium in the
third quarter of the fifth century. There are also two gems with bull foreparts (Pls. 500, 501)—massive
shoulders, tiny heads—one with the head turned to a three-quarter view, the other in profile and very
like the devices on coins of Samos minted in the second half of the fifth century. The locust was introduced
on one of Dexamenos’ gems and occupies the whole field on others, once with a moth and a corn stalk
(Pl 502), and there is a carefully detailed wasp (Pl 505). A snake and a dolphin (Pls. 503, 506) complete
the zoo, but there are new versions too of the old lion fights (Pls. 507, 508), and dogs attacking a boar
(PI. 510). The aggressor is sometimes now the griffin (Pl 511) which can also appear in its usual heraldic
pose (Pl 512). The new fighting role for the griffin is to be an important one in Classical art. When the
Greeks first leamned of the monster from Near Eastern art they gave it a sinuous, scaly neck and ler it
serve as an ornamental handle. The Classical beast retains the serpentine neck, with a fishy mane, and
with its sleek leonine body and spread wings it is the most graceful of the fictional beasts which served
Greek decorative art. Again on the gems we see examples of animal heads turned slightly to the viewer
with successtul foreshortening.

Almost more still-life is the study of a peacock with two snakes (Pl 509). The bird looks stuffed, and
the snakes are neatly arranged to make a heraldic pattern of the three creatures. There is no doubt of its
authenticity, and the material, shape and delicacy of the cutting suggest its inclusion at this point. This
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must be the carliest Greek representation of a peacock—an eastern bird introduced from Persia in the
fifth century and especially athome in Samos where it became the familiar of Hera. On the gem it outdoes
Zeus’ cagle by holding two snakes, but it is not flying. One of the snakes is bearded and perhaps crested;;
the other is not. Snakes shown with lietle goatee beards are one of the mysteries of Greek art. Where a
pair 1s shown and one is clean-shaven, as here, we may suspect that the beard was intended to indicate
sex, and it might be that this was the original meaning of this convention.

There is also an interesting range of real still-life subjects. Two gems with drinking cups, kantharoi
(one on Fig. 205), are complementary to Dexamenos’ wine amphora. Odder are the meticulous en-
gravings of a sandal, a hazel nut, and of the mouth picces for double pipes (Pls. 513, 514; Fig. 206). And
finally, on a cornelian tabloid, there is the frontal view of a herm (PI. 515). The pillar is topped with the
head of Hermes, wearing a flat cap. This headgear is sometimes shown on the herms drawn on Classical
vases, where also we see the god’s caduceus beside the pillar, as here, and the customary erection.

Out of all the gems mentioned in this section there are barely six which bear comparison with the
high quality of Dexamenos’ or Sosias’ signed work. We cannot say that these artists led the schools of
Classical engraving rather than that they are the most gifted exponents of the new style, which is well
represented by the other stones listed here. These works display a confident command of style to which
technical difficulties are completely subordinated. Later works may introduce new compositions or
poses, but they are more consciously miniaturist versions of an idiom developed in larger works of sculp-
ture, and 1n this respect the independent tradition of the engraver's art becomes impaired.

Sticep CYLINDERS AND BARRELS

Of all the less common shapes used for Classical gems only these, and the lion gems, seem worth keeping
scparate from the other groups. This is not because they could not casily be fitted into them on grounds
of style, as we shall see, nor because they are wholly attributable to a restricted period or place, but because
they each have some special characteristics which are best considered on their own.

Sliced cylinders and barrels are usually of agate, occasionally cornelian. The bead which is sliced to
provide a flat area for the intaglio has various proportions, from the slim swelling to the plump and
almost purely cylindrical (colour, p. 203.4, 5). Four are not sliced at all, but cut on the curved surface of
a barrcl-shaped bead, as on a cylinder, but with a single device (always a heron) meant to be impressed
and notrolled likea cylinder. The hatched border is kept for several of the devices. There are three examples
among the Archaic gems of the early fifth century but the majority belong to the third quarter of the
fifth century and can be associated with Dexamenos™ work. The boxer (PI. 516) we have already scen
to be certainly his. The figure stands on what looks like a base and Furtwingler thought that the artist
was representing a statue. On a broader field there is a seated youth playing a trigonon (Pl. 517). This is
a harp of triangular form, of a variety with distinctive spindle-shaped upper arm. Two other varieties
appear on later gems, one of which has been met already (PI. 472). This superficial similarity and the
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comparative rarity of representations of the instrument may have induced scholars to attribute them all
to the same hand and date— Dexamenos’—but the style of the head and figure here are quite different.
The commonest motif, and one well adapted to the shim field, is a standing heron, much like Dexamenos’
birds, but less tinely carved, except for one in Bowdoin College. Animals also fit well and we have a
lioness, as Pl 520, a grithin and dogs, scratching or gnawing bones (Pls. 521, 522). The locust reappears
(Pl 523) and, for the sull life, another sandal (Pl 524).

In a rather ditferent style but probably no later are stones with a slim camel (Pl. 526) and with a study
of a Persian, standing nonchalandly, his features and padded costume almost caricatured (PI. 525). These

two subjects have an eastern flavour, and other sliced barrels, summarily cut, hail from Cyprus.

AFTER DEXAMENOS

Some of the gems assembled in this section may be contemporary with the work of Dexamenos, but they
are generally inferior in style to those associated with the master. Most are probably rather later, of the
end of the fifth century and the beginning of the fourth. The general style is very much the same, with
a similar range of subjects, but more naked women, and, among the animals, more deer. Although the
tigure and animal compositions are fluent there is a tendency to summarise details and features where a
Dexamenos would have tried to be quite explicit, despite the scale. This is a characteristic also of the
Greco-Persian series, and many of the stones collected here are probably from East Greek studios in
touch with the more provincial workshops in the Persian empire. Scarabs remain rare, their backs treated
ornately or summarily—there are not enough surviving to give clear criteria in the Greek world now.
There are more examples of scaraboids cut on their convex backs, one or two engraved on both sides,
and a number of unpierced ringstones. Of the scaraboids there are more with either the humped or the
almost flat back (Types c and B) usually with devices related to the Greco-Persian in all but purity of
style. Cornelian is as popular as chalcedony for all but the animal devices, where chalcedony is preferred,
mcluding the blue—another castern trait.

This 1s the period in which the activity of Greek studios in Sicily or South Italy has been suspected.
We have met a similar problem already in the Archaic period, and with Sosias, where it was a matter
of misleading comparisons with western coins. The points at issue now are rather different. Reliable
proveniences for the stones are hard to find, but a few from western cities which seem to have some
common features in style are, albeit diffidently, grouped below (p. 206). For the gems of higher quality
the problem is more acute since no division can be made purely on grounds of style. It is therefore worth
while considering closely two pieces which could offer less equivocal evidence. One—known now only
from mmpressions—shows a crawling Eros in a broadly Classical style (PI. 529). Behind him an open
sea shell refers to his mother’s birth rather than his own, but seems original. Below is the name Phrygillos,
presumably the artist. A Phrygillos signed in full, or with initials, 2 number of coin dies for western
Grecek cities (Syracuse, Thurium, Terina) in the later fifth century. The lettering is similar but the eye of
faith is needed to support any declaration that the styles of the gem and the coins are identical. At least
they are not wholly incompatible. If the inscription on the gem is ancient it does seem quite possible that
the same artist is in question, although we cannot say whether he cut the gem and the coin dies in the
same place.

The second piece is a cornelian ringstone, said to have been found near Catania (Pl 528). The device
1s an almost exact replica of the coin type of Syracuse of the beginning of the fourth century—Herakles
wrestling the lion, bearded here, but beardless on the coins. The stone is unique among purely Greek
gems of this period in being circular. If this is in fact not against such an early date it does suggest that it
was cut in deliberate imitation of both the style and device of the coins, and perhaps by the same master,
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Euainetos. It has been suggested that the stone was an othicial city seal. This seems more plausible when we
sce that in Athens at this time the official seals on measures were circular stamps copying coin devices
(sce p.237). Butin any case the Catania gem has no necessary connection with the production of engraved
gems of the usual shape. For those that we have now to discuss all we can say is that very few have been
found in the west and none need have been made there.

One scarab continues the tradition of the Dexamenos ‘portrait’ by presenting a fine study of the head
of a negro girl, her locks and jewellery most carefully engraved (Pl 530). It is on coins of about 400 BC
that we see similar, full features, but allowance must be made for the appropriate physiognomy of the
subject, and it could be that this piece 1s as early as Dexamenos. Another head study, of a youth wearing
a Phrygian cap, 1sinscribed Perga, in letters discretely hidden on the neck of the cap (PI. 531). This probably
gives the name of the artist, Pergamos. It has been dated earlier by some scholars but the treatment of
the eye 1s late fifth-century at the carliest. The name can have nothing to do with Pergamon, the city,
and the lettering indicates Athens or one of the islands.

Studies of single standing figures begin to become more common from the later fifth century on
and the artist has no qualms that so much of the ficld is left unoccupied. The fine Persian on Pl 532 1s so
thoroughly Greek in style that we might suspect a Greek dressing up. The contrast with Persians on the
Greco-Persian stones 1s clear (compare Pl 884) yet the shape and material of this and other stones cut in
a purely Greek style—humped scaraboids of blue chalcedony—are characteristic of the Greco-Persian
series, as we shall see. This, then, 1s East Greek work in a Greek studio and probably for a Greek master,
while the Greco-Persian are for customers within the Persian empire. The gracious Artemis on Pl 533
is on a stone of the same type as that with the Persian, also found in South Russia.

The popular warrior type now is naked, but for chlamys and pilos or the similarly shaped ‘“Thracian’
helmet. The dress serves for Odysseus, who may be shown on Pls. 535, 537, pensive or waiting. For a
warrior the common pose 1s crouching, behind his shield, which we see on Pl 534, and on coins and
sculpture from the Early Classical period on. There is a beautifully cut study of defiance on Pl 538. Of
the heroic scenes there is a Herakles fighting the lion (PI. 536) in a pose less compressed than that of the
Catania gem (PI. 528) but often copied in the east. Theseus with the sow of Crommyon, on Pl 539, is
cut on the convex back of a scaraboid, and is a version of the encounter which seems unique in Greek
art. He is withdrawing a trident boar-spear from its neck. Philoktetes fans his noisome wound on another
scaraboid (Pl. 540) in what is to be a characteristic pose for the stricken hero on Lemnos. The satyr
shouldering a wine jar (Pl. 541) recalls the popular Archaic motif.

Some oval cornelian ringstones go here. River gods shown as the foreparts of bulls with human features
are seen on many West Greek coins (and a few East Greek, as at Kyzikos), and our Pl. 542 is said to be
from Sicily, but nowhere else do we find such a grotesque truncation, which the artist has sought to
improve by adding a helmet. Pl. 543 is puzzling, with two youths playing knucklebones. They are named,
the Dioskouroi. According to Pliny Polyclitus made a group of two youths playing knucklebones, but
they were naked. This is not an expected pursuit for Kastor and Polydeukes.

The mantle-dancer of Pl 544 is not wholly characteristic of the devices showing women, who are
generally only partly dressed, or, and this is new, completely naked. The other studies include the seated
Aphrodite or woman with Eros, most popular on vases, gems and rings from the later fifth century on,
and other, stranger groups and figures. The complete nudity of the girl with the heron on Pl 547 is a
little surprising at this date, yet the piece can be no later than the end of the fifth century, for the treatment of
the body and features, which match other gems grouped here. A problematic scene on Pl 546 shows a

half-naked girl seated disconsolately at the foot of what secems to be a gravestone, but being crowned
by Nike.



Representations of the manly human monsters of Greek m ythology did not adnnt their female counter-
parts untl the Classical period. Pan was an individual goat deity who became particularly popular m the
tifth century. Probably through some assimilation to the race of satyrs it became possible to show several
Pans, or Pan-like demons, but the carliest girl Pan is found on a gem, our Pl 548, 1dentified by her tiny
goat’s tail and horns. The artist Zeuxis had pamted a famous family of centaurs in the later fifth century
but the carliest representation of a centauress is again on a gem, our Fig. 207. The wholly human forepart
matches the way in which the centaur Chiron is shown, as Furrwiingler observed, so this could be his
daughter Hippe, pouring herself a drink from a rhyton. For a realistic figure like this the human legs are
grotesque and her pose is very strange.

An interesting group of gems, probably by one arust, seem to tell a story of their own. On two (one
Pl 550), a girl crouches, climbing into her clothes. But on a third (PL 551) she has lost her clothes
agam, to a young man who holds them high over her head. She cannot reach them and grabs at his cloak
stead. The girl disturbed at her bath is an age-old theme. Impressions of another gem with exactly this
motif were found at Persepolis (restored from two mncomplete impressions in Fig. 208).

Other ladics are more conventionally occupied—with a heron, a dog, or standing by a wash basin.
Any could be Aphrodite but they are probably better taken for mortals. This is certamly true of the girl
being made love to so intently in Pl 552—a rare erotic motif at this time.

The lady by the basin was engraved on the back of a scaraboid on whose base is a study of a heron (P,
549), a poorer bird than Dexamenos’ but still a charming motif and often to be repeated. Two deviants
may be noted—on one the bird draws a bow (Pl 554), recalling the snake’s similar feat on a ring (PL. 699)
and a Greco-Persian lion-hoplite (Fig. 286); and on the other it grows antlers (Pl 557), a reversal of the
castern and “animal style’ rendering of animal horns as birds’ heads and necks. Other herons stand, preen,
fly, catch frogs or flies (Pls. 555, 556 ; Fig. 209).

Among the quadrupeds there are still some spirited loose horses (Pls. 559, 560) and wheeling chariot
pairs (PIs. 561, 563) showing some advance on the carlier versions in use of perspective and three-quarter
views of heads and wheels. The studies of'stags are, however, the most typical of this group, with heavy
smooth bodies and slim brittle legs, usually grazing (Pls. 564-567), but some with head raised, or scratching
their bellies, and one struck in the back with a spear (Pl 568). These, with the dogs (PL 572) and cattle
(Pls. 573, 574), brings us very close to the work of Greeks for Persians within their empire. Both these
subjects were popular on coins in different parts of the Greek world. The lions, with small heads and
neat manes, also resemble the easterners, but without the exaggerated patterns of muscles (as Pls. 575, 570).
Lithe griffins again join the animal fights, their wings more claborately feathered (Pl 579), with more
verve than before, butless dignity (cf. Pl 511). And there are still sphinxes (Pl. 580) and insects (Pls. 581, 582).

Finally, we have to revert to the problem of the possible identificatipn of a publicseal, with the scaraboid
shown in Pl 583. It is of bronze, which is unusual but perhaps appropriate for official use. Beazley’s
description of the device—the seated griffin, club and horse’s head symbol, supports his suggestion that
it is ‘conceivable that the scaraboid was the official or semi-official scal of an Abderite magistrate: but to
assert this would be unwise, for here as elsewhere individual caprice must be taken into account. Whatever
the exact explanation may be, it seems probable that the person who ordered the seal had the coinage,
if no particular coin, of Abdera in mind’. The problem may be reconsidered. The griffin is not especially
like the Abdera coin devices, and the club is seen extremely rarely and only on late coins. Is this a club?
The ground line, especially on finger rings, is sometimes given a near-monumental character—like a
row of dentils. Indeed, the Abdera griffin sometimes sits on an explicitly architectural base. Then, the
horse’s head before the griffin is very little like any magistrate’s symbol on a coin. We may remember
that grithins fight horses, that in Achaemenid art the subjection of a creature may be shown by putting
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its forepart between the legs of its victor, and in Greek art griffins, lions and sphinxes register domination
by putting a paw on an animal head. The engraver seems to have treated the motif in a more formal,
heraldic fashion. The device no doubt held a message, even if now it 1s unintelligible.

LioN Gems

Engraved gems with their backs cut in the form of animals had been common enough in carlier periods,
but the only type to survive was the lion gem. There is one Late Archaic example, unfortunately in-
complete. Its successors are all cut in cornehian, and have long oval bases, recalling some clongated scarabs,
but for one which has a rectangular plinth below the lion (Fig. 212). The lions are of the same basic Egyptian
type, with heads turned, but they differ considerably in execution. Most of the Classical examples can be
fairly closely related to the other gems we have considered ‘after Dexamenos’ although some might be
contemporary with the master’s work. None arc of the quality of the sliced barrels, however, and we
should look for a different centre of production. Proveniences are of no help, but clearly none were made
in Italy.

The best has a study of a naked crouching woman (PL. 585) of the usual type. A flying Eros might be
carlter, as also a graceful cagle with a wreath (Fig. 211). Commoner are animals. Three with bulls, standing
or plunging. The latter is a motif seen on Greco-Persian stones as well as Classical, and the lion device
on another lion gem shows the beast in the castern flying gallop. Another lion, tearing at a himb (Fig. 212),
recalls the dogs with bones on the sliced barrels, but this is again a motif seen in the east (compare Pls.
970, 984; Figs. 285, 312).

The type survives, or is revived, in the fourth century, since we find a half-naked woman by a basin
(Pl 584) and a trophy, both in a style which can be no carlier. It is in this period too that we may place a
fine example in gold, with the device showing a statue of Artemis, from one of the South Russian tombs
(Pl 819).

These gems are not too long to be set on swivels and worn as finger rings, and there are some cornelian
(and one chalcedony) lions of exactly this type lacking the intaglios completely, and made simply as ring
ornaments.

to
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Sosme Prain Western Grms

A tew gems of the middle and second halt of the fifth century come trom western Greek sites and may
have been made i the west. There is no verystriking congruity instyle, butin general theyare very simply
although competently cut, and only differ from others discussed in this chapter by the lack of incised
detail. Tt would have been comparatvely easy to assign them to other groups but their proveniences
and some shightly unusual motifs suggest that there may be some pointin keeping them together. Taranto,
Lecce (twice cach), Sicily and Patras (in western Greece) are given as proveniences. A kneeling warrior
behind a shield (Fig. 213) in the Sir John Soanes muscum in London repeats a popular Early Classical
motit. Others show animals, including an odd study of a prancing lioness (P’l. 586), a goat (Pl. 587), a
bucranium (PL. 588) and a fly (Pl. 589). Here we may perhaps also place a scaraboid in Berlin which is
distinguished for the way in which not only the face and back but also the sides carry ntaglio devices.

Fourtun CeNntury: Tur FiNg STyiE

These are the best of the fourth-century gems. Most are still scaraboids but there are also one or two of
the larger ringstones with convex faces. Chalcedony (especially the blue), corelian and rock crystal
arc used, and there is one example in the rare lapis lazuli. Some of the motifs are still in the fifth-century
tradition, but others, notably the figure studies of men and women, display the full competence of the
Late Classical, without yet the languid prettiness of the Praxitelean. On the best stones too the compositions
ncatly fill the oval with less free field than has been observed on most Classical gems. There 1s also more
attention to circumstantial detail of dress or properties although not the miniaturist treatment of a Dexa-
menos. These are all features which are soon to be ignored again. The gems apparently belong to the first
half of the fourth century, but the stylistic criteria are not casily defined except in terms of the overall
sequence and development within the art, and we have to some extent to rely upon figure types and poses
for dating.

One artist’s name is read, with the eye of faith only, as Onatas, on one of the finest gems of this date (rL.
590). The artist deserves a name and may better continue with the wrong one than none at all. Nike is
shown putting the finishing touches to a trophy, and two letters, NA (which have been misread, together
with the decorative squiggles, into a whole name) are inscribed on the fillet or pennant hanging from the
spear planted beside it. The letters are probably an abbreviated signature and their discrete placing can
be matched by the Perga on PI. 531 and the two letters on the statue base on PJ. 599. Nike is shown half-
naked now, her himation gathered around her legs in a pose and state of undress which is long to be
popular for goddesses. We have seen a yet earlier half-dressed Nike on another gem (Pl 546). She kneels
to a trophy on an electrum coin of Lampsakos and stands to it on a late fourth-century coin of Agathokles
of Syracuse, which is a poor thing beside the ‘Onatas’ stone.

On some other gems of this date we see rather similar treatment of teatures, plump bodies and realistic
but not theatrical drapery. A ringstone shows Kassandra taking refuge at the statue of Athena from the
Greeks sacking her home Troy (Pl 591). Her half-nakedness is an older theme, part erotic, for this is
an excerpt from the fuller scene where Ajax moves to drag her from sanctuary. The treatment of the
body is less assured than that of the Nike.

Ladies bathing are shown in the same new manner, closer to a Praxitelean view of the body, and
certainly with a more sensual appeal, especially where the body 1s partly turned to the viewer. One
cxample of this is on a rare all-stone cornelian ring—bezel and hoop of stone (PL. 592). The Classical
motif of a girl dressing is shown more realistically on Pl 594. These half-naked girls may appear standing
with a mirror or seated. On Pl 593 the girl is balancing a stick on her hand. The point of the game 1s
lost to us, but it is shown on other gems and a stick is needed for the game of morra which is also shown on
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gems and rings. Balaneng tricks with rods, balls, amphorae, cups and even children have appeared
sporadically in Greek art smcee the Late Archaic period.

The cornelian cylinder showing a woman with a heron (Pl 595 and colour, p. 203.3), in the Victona
and Albert Muscum, 1s a masterpicce, too long overlooked—although, of course, Furtwingler knew it
and admired it. The Greeks usually avoided the cylinder shape and when they did use it they often, as
here, cut a single figure device so that it could be mpressed without rolling the whole circumference.
Not the least remarkable feature of this picce is its superb gold setting.

There are a few male figures. One gem has a superb Diomedes carrying the palladion, stolen from
Troy (Pl 596). A rather suff seated Dionysos (PL. 597) is said to be from Chios, Dexamenos’ island. Pl 508
offers a moving, although still strongly idealised study of an old man carrying home the spoils of the
hunt. It anticipates the Hellenistic sculptor’s treatment of, for instance, old fishermen, but this fellow's
physique could suit a deity and it is his pose and bowed head which convey the mood of the figure.

A few other representations of deities are of a quality to recommend their inclusion here. The Athena
statue shown on Pl 599 has another of the cryptic two-letter signatures at the corner of the base (AA).
The youth with another version of the triangular harp (Pl. 600), who is seated on a panther skin, is shown
still very much in the fifth-century manner. The tiny figures on the much damaged gem in PL 601 depict
the popular story of Apollo and Marsyas. The god, naked, stands by his kithara and stretches his hand in
victory and with a shade of condescension over the cowering figure of the defeated and bound silen
Marsyas, who had challenged him to a musical contest and now awaits the loser’s penalty—flaying.

We have seen Gorgon heads already. On Pl 602 her features are wholly human, feminine, and more
subtly menacing than the monster masks of Archaic art. Her hair is still wild but the snakes are knotted
n a neat cravat and there are tiny wings in her hair. Classical art has reduced the demon to a basically
human aspect without lessening the image’s power and threat.

Finally, a ringstone, showing a sphinx scratching herself (Pl 603). This has been much discussed and
often assigned to the carly Roman period, but the shape of the stone and its style better suit the fourth
century. The inscription sets the problem— Thamypou. This I judge either modern, inspired by the name
which appears on later gems, Thamyras, or at least later than the engraved device.

Fourtn CeNTURY: THE COMMON STYLE
A number of gems of varied quality, belonging mainly to the middle quarters of the fourth century,
to judge from their style, fall into fairly readily defined groups. They show some of the characteristics
of the finer gems of the period, but for the most part derive in subject and style from the carlier stones
we have considered, with some concession to the newer languid poses for figure studies. The proportions
of the figures are more appropriate to a late date. Drapery is treated in a fairly summary mamer and
the folds are reduced to simple linear patterns. Wings have a looser, more feathery structure and some
bodies are leaner although there are still some robust felines. There are no western Greek proveniences.
The stones are most easily presented as a series of groups but these are not always stylistic entities.
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There are several scaraboids with figures, still life and animal subjects, among which a distinct group
made of black jasper can be singled out. Other shapes are well represented too— pendants, several scarabs,
and ringstones with convex faces, as well as some with flat faces which are perhaps to be placed here.

For the scaraboids chalcedony and cornelian are still cqually popular. The figure devices include
crawling Erotes (Pl 604) in the manner of the Phrygillos gem, and some musicians (P 605) and scated
women (Pl 606). The last are less popular and less stereotyped than we shall find them on contemporary
gold rings. The domed back of the stone is used for two lithe centaurs (onc on Pl. 607). The demon on
Fig. 214 combines elements of Priapus, Pan, and satyrs, plus:wings, and as successtully challenges our
knowledge of Greek religion as it might have done a contemporary Greek. It is probably to be taken as
an ammated and improved version of a Priapic cult figure set on a rocky base. The usual type is legless,
in the form of a herm, but with the same military and militant bearing.

One group of scaraboids can be distinguished for its material —black Jasper (and once dark green)—
which is not otherwise met in the Classical period. All are high domed, with shallow, inward-sloping
walls. The style is fairly uniform, and not of the best, but competent, and there isa good variety of subjects,
some of them original. We may single out the figure with thyrsos and mask (Pl. 608), our first obviously
theatrical subject, and a three-quarter back study of a naked girl (PL. 609). A boy with a horse (Pl 611)
presents a group seen on fourth-century Athenian reliefs. Still-lifes include a tripod, and a composition
of a herm, strigil and oil bottle (PL 610)—all appropriate to a palaestra—but accompanied by an as yet
unidentified object. The material of these scaraboids is tairly soft and the intaglios have not survived
very well. The only alleged provenience, apart from ‘Greece’, is Tanagra.

The scaraboids with still lifes include studies of fourth-century vases—a calyx crater (Pl 613) and a
lidded amphora. The latter is on a mottled jasper stone like that used by Dexamenos and the same material,
or similar, is used for the representation of a lidded tripod cauldron (Fig. 215), a kithara (Pl. 614) and a
heron of rather poorer style. This persistent use of such distinctive material may argue a common origin
for these gems.

Two examples of rather irregular pendant shapes may have been inspired by the pear-shaped pendants
favoured in the Greco-Persian studios. The piece shown in PL. 615 is roughly heart-shaped, divided verti-
cally, and useless for the purpose of sealing. We have met figures like the crawling babies on one side
already, but the unusual sirens are borrowed from Greek funcrary art.

The scaraboids with animals give a good range of the now familiar griffins, some with thinning bodies
and wispy wings (Pls. 616-618). The lions are heavier creatures (PL. 619) with more bristling manes than on
the cdrlier Classical stones. We meet too a lion fight (PI. 620) and the motif of a lion breaking a spear
in its mouth, appearing now on gems and coins for the first time. Some cornelian scarabs carry com-
parable animal motifs (Pl. 622) but the best of this shape is in blue chalcedony and shows a fine maned
lioness (PI. 621). There are several scarabs from South Russia, some with very summary animals rendered
‘a globolo” with undisguised use of the drill, rather like the contemporary Etruscan, but their find places—
South Russia and Patras—suggest that they are Greek, if provincial.

With the ringstones (Pls. 623-625) there is considerable difficulty in isolating the truly fourth-century
from later stones or copies of the Classical. Lions with spears, griffins fighting, even herons, represent
Classical types which must still have been current, although there is no clear evidence for date from
style or excavated context. All are quite small stones. Some are long ovals, with convex faces, and close
enough to fifth-century ringstones for us to be reasonably sure of their date. Some of the others, with flat
faces, tend to rather more rectangular forms and might be Hellenistic or even ltalic, although they are
usually assigned to the fourth century and Greece.



SOME PLAIN EASTERN GEMS
There are a number of gems in a summary style with proveniences given as Cyprus and farther cast.
They belong, then, to the Persian empire but I have not included them with the Greco-Persian stones
because although there are some eastern motifs (zebu and camel) there are none which are specifically
Persian. A few stones show free dnll work, which is characteristic of some Greco-Persian stones, especially
their ‘a globolo’ style (see p.322) but the stylistic similarity is slight and the subjects are Greek, like satyrs
(Pls. 626, 629) or Pan (Pl. 627) and various animals (Pls. 628, 630, 631). Others are very summarily cut,
without detail. If at least most are from a single centre, it is one removed from those producing the Greco-
Persian gems. It 1s perhaps to be located in the Syria—Palestine arca where, in the Classical period, many
styles seem to have been current side by side—the Phoenician, Babylonian, Persian, and hybrids deriving
from these.

There is a marked fondness for slightly convex engraved faces on these stones, or for the scaraboids
to be cut on their backs. They cannot be closely dated but there are no certainly fourth-century features.

Tue LATEST CLassicar GEMS

The last period in which scaraboids were still being engraved in some numbers in Greek lands seems
to have been the second half of the fourth century. By this time ringstones large and small may have
been just as popular, and the preference for engraving a curved surface meant that more of the scaraboids
themselves were cut on their convex backs. Our only criteria for attributing gems to this period of
transition depend on style and, to a lesser degree, shape. Alexander’s conquests had finished the Persian
empire and with it, it seems, most of those western studios which engraved scaraboids in the Greco-
Persian manner, if they were indeed still active to the end. In Greek art new styles in representing the
human figure are dominated by traits which we associate with the sculptor Lysippus—new proportions,
with small heads on heavy male bodies, and a feeling for composition in the round, which for work in
relief or two dimensions meant a series of new, relaxed, twisting poses with assured foreshortenings.
For figures of women and children (like Eros) Praxiteles had earlier in the century introduced the new
more sensuous treatment of figures and poses, which was to be most fully developed in the Hellenistic
period. For most of the fourth century the style and subjects of the devices on engraved gems and rings
were still largely determined by the strong and individual fifth-century tradition in the craft. A few
stylistic innovations can be observed but the problems of dating are acute without any useful grave
contexts, such as begin to appear in the third century. These contain ringstones only, so we may judge
that the last of the scaraboids belong to the period of Alexander and just afterwards.

A domed blue scaraboid showing a woman writing on a tablet (PI. 632) is of the usual Classical shape
and material, but the pose of the figure is more relaxed, the drapery more restless, well on the way to the
fully Hellenistic treatment. She sits on rocks and must be a Muse: a mortal would have chosen a stool.
Another unexpected but explicable figure is the Omphale on Pl. 635, carrying Herakles’ lion skin and
club. The subject is seen also on two fourth-century finger rings (Pl. 766; Fig. 228), but not otherwise until
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the full Hellenistic period. The victorious athlete on Pl 636 adopts a pose which is used for boxers in
later years and is related to the usual way of showing a dejected Achilles.

Ringstones are more characteristic of the new styles. One in Berlin is signed by Olympios, and shows
Eros, drawing his bow (Pl 633). There is more of Lysippus than Praxiteles in the physique, but the strong
body and detailed wings look back to the ‘Onatas’ Nike (Pl 590). If the ‘Olym’ signature on fourth-
century comns of Arcadia refers to an artist Olympios, this could be the sane. It is not casy to put a name to
the figure on PI. 634: a naked winged girl, sitting on the edge of a basin and holding a band of some sort
i her two hands. If an Eros, we would think that he was playing with the magic unx wheel, but the
sex and the basin are more in keeping with the scenes of women bathing.

The women, on scaraboids and ringstones, are heavy-bodied semi-nudes. A Danae, it seems, is seated
onastool (PI. 637) which is for her unusual, and there are the familiar women bathers occupied with their
dress. The girl on Pl 638 looks as though she has been surprised. There was a similar pose on the all-stone
ring (Pl 592), and on an Attic red figure vase such a figure is Thetis, attacked by Peleus. Larger Hat
scaraboids cut on the convex side approximate closely to ringstones although still picrced for a swivel
or suspension. Some of about this period show accomplished chariot groups, usually driven by Nike,
with successful foreshortening of horses, heads and wheels (Pl. 639). Already in the fifth century there
had been versions of this motif in which the toreshortening had been tentatively applied (sce Pl. 561).
The development of such chariot groups in Classical art can probably be observed more fully on coins.
On one gem, in New York, the team reverts to the old, castern, rocking horse pose with forelegs raised
n concert hke circus animals, which will be the regular form on later coins, including Roman.

Finally there are some reminders of carlier fashions. Some cylinders are cut in a Greek style. Motifs
include @ woman with a heron (PL. 640), another at a basin (PL. 641), Nike with a thymiaterion—old
motifs on a shape reluctantly used by the Greeks, and now to be abandoned with the castern empire
destroyed. Other cylinders found in South Russia and apparently tourth-century, have archaising subjects.

GLASS SCARABOIDS
There appears to have been a brisk production of intaglio glass gems in the fifth and fourth centuries.
Most of the surviving examples are from Greece, the Near East, Egypt or South Russia. One exception
i1s from a fourth-century grave at Vulci in Ecruria. It is a tabloid, not a scaraboid, but its device is almost
a replica of that on a scaraboid from Odessa. The earlier popularity of glass scaraboids in the Near East
may have inspired the practice in Greece, and contemporary glass conoids, generally with Achaemenid
motifs and made in Syria or Palestine, could have given it added impetus. But many of these conoids
are in deep blue glass, which was only very rarely used for Greek scaraboids after the Archaic period.

They are clearly cheap substitutes for the gems of semi-precious stones, although it is quite probable
that some have original engraved devices, not cast from existing intaglios, and that for the rest the moulds
or intaglios were touched up by hand. Where they have hitherto been discussed reference is generally
madetothe spz2vides $arivar mentioned in the treasury accounts of the Parthenon in the fourth century.
It 1s most unlikely that glass scaraboids of the type under discussion would have been considered worthy
of such attention in this period. The Greeks were extremely imprecise in their terminology and they used
the word $270s for any transparent material, including (and indeed usually, until clear glass was in general
use) rock crystal. They may well have used it of other transparent stones like clear chalcedony or cornelian.
Our glass scaraboids were decidedly second-best and probably mass-produced. Yet there scems to be
only one example of a duplicate.

All are quite large, and although some are fairly thin, their backs are shallow (I have seen one exception
only), sometimes almost completely flat. This does not imply a connection with the Type B stone scara-
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boids. The shape in glass gives a clue to their manufacture, for there are never traces of the join of a
two-piece mould. The scaraboids must have been cast in open moulds, probably of fired clay, which
could casily have been made from a stonc scaraboid. The molten glass filled the impression or may have
shghtly overfilled it, with a shallow meniscus. This explains the absence of domed backs. The exceptional
tabloid from Vulcimay have been cut. Whole finger rings were also cast in green glass and given intaglios
but this 1s a commoner practice with larger rings in the Hellenistic period.

Most of the scaraboids which by style or subject scem to belong to the fifth century or carliest fourth
are of clear glass, and so a close imitation of rock crystal. Several have been preserved with considerable
surface detail sull clear. Most of the fourth-century scaraboids are in pale green glass and their surfaces
have suffered more often, giving a lumpy appearance to impressions. From the way that several of these
later devices seem gouged out of the glass it seems likely that these at least were cut after the casting,
and that the intaglios, for what they are worth, are original.

The fifth-century scaraboids include some Early Classical figures. A frontal figure, like the athlete
or the Apollo on Early Classical scaraboids (Pl 455), 1s inscribed ‘Kastor’ (Fig. 216). A warrior on another
glass scaraboid is labelled ‘Lampadias’, some sort of reference to the torch he is carrying, unless this is a
canting device. A Skylla closely resembles the device of stone intaglios already noticed. New motifs
of this date include a facing Artemis with lions (Pl 642). There are chariot groups (PL. 643), horses (PL.
644), a good copy of a grazing stag like those associated with Dexamenos, and studics of scated or dancing
women (Pls. 645, 646). Other figure devices of the later fifth century less obviously match what we have
scen on stone and could be original. They include a kneeling Diomedes with the palladion. The eagles
tearing a fawn on a scaraboid in London (Pl. 647) may not match the best examples of this motif on
Greek coins but could derive from a fine stone intaglio. One good scaraboid with a woman’s head recalls
the Sosias gem, and is only little carlier (Pl. 651).

Other examples have simple head studies. All those of men, and one of a woman, frontal, are in clear
glass and need be no later than the fifth century. The women’s heads in green glass, including the tabloid
from Vulci (Pl 649), have fuller, fourth-century features.

Poorer fourth-century green scaraboids have various rather ordinary figure and animal devices (Pls.
052—655). We may single out one showing a woman holding back her cloak to expose her body and
buttocks (Pl 650). The intention and pose resemble those of the famous Farnese Aphrodite Kallipygos,
where the lady is wearing a chiton which she lifts. There are, however, Roman copies of a figure drawing
a cloak back from her body, and not a dress. It is just possible that this type has priority, since our scaraboid
is at least as carly as any representation of the figure with the chiton.

Two examples have subjects with a decidedly castern flavour: a bearded male sphinx, and a Persian
horseman, probably cast from a Greco-Persian scaraboid.



CLASSICAL FINGER RINGS

Archaic all-metal rings with intaglio devices were distinguished for their great variety of shapes. In the
Classical period there is far more umiformity. Regional differences are as difficult to determine as with
the gemistones, but the proveniences of some rings of cognate style have led me to isolate some probably
western Greek groups and one Pontic one. There is, however, no particular reason why these should
differ more from the Aegean Greek than, say, Cornthian rings might from Rhodian, and the other
rings attributed to the groups here find their place on grounds of apparent style or shape. By and large
the separate criteria of style, shape and date do yield a number of compact groups, some of which [ have
presumed to name. These are of rings in gold and silver. The bronze rings are considered separately,
and the evidence of impressions on ancient objects can only be taken into consideration briefly. No
bronze rings are of top quality, although many are better than the poorer rings of precious metal. Of
particular importance are the rings from Olynthus which have a terminal date of 348 BC. To complete
the story of the Classical all-metal signet ring we have to go later than with the stone gems, and into
the third century Bc.

We notice straightaway the difference in style from the engraved stone gems. This is a matter of tech-
nique, since the intaglios on the rings were cut directly in the metal without the aid of a drill. This makes
for some deep cutting, with much bold linear detail, instead of the smoothly rounded masses on the stones.
The devices are readily appreciated on the rings without impressions and where possible photographs
of the originals are shown, but the artists had the mmpression in mind, as we can judge from the way
they dealt with the problem of right or left hands.

SHAPES AND MATERIALS

The standard form for Early Classical rings is that which was most popular in east and west in the Late
Archaic period—stirrup-shaped, with a slim hoop, round in section, and a thin leaf-shaped bezel (Archaic
Type N). By the end of the fourth century the regular shape was a large circular bezel and heavy hoop
shaped to the finger, semi-circular or facetted in section. Between these two extremes there wasanirregular
progression from leaf-shaped to circular, from light to heavy. The slim leaf-shaped bezel had a long life,
although the stirrup hoop either took a more rounded form or filled out its shoulders so that the inner
surface fitted the finger, and already in the mid fifth century or soon afterwards some quite broad oval
bezels appear. Some of our evidence for the survival of early shapes is given by impressions from rings on
clay loomweights where the outline of the bezel is clearly defined and the style or subject of the mtaglio
gives the date.

The following survey indicates the principal shapes and the main periods of their use, but it must be
remembered that virtually our only criterion of date is style, and any simplified classification, such as
this, can take no account of the many possible local variations. The distinction between the types as
described here is sometimes not so clear that a ring can be readily assigned to one rather than the other.
But this system helps description and we shall see that stylistic groups seem to correspond fairly well with
broad distinctions of shape. I include here the main carly Hellenistic types of all-metal rings. A summary
of shapes is given in Fig. 217.

Type 1, the Archaic form, remains the only usual shape to the middle of the fifth century. There are
some very flimsy rings of this form which may be later.

Type 1 has the slim hoop shaped more to the finger and the thin bezel too is often bent out in sympathy
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with the line of the hoop. The bezel is still leat=shaped but some swell, and one or two are shm ovals.
This is current from the middle to the end of the fifth century.

Type u, contemporary with the last, is a heavier version with thicker fat bezel, often lightly facetted
behind, and an angular, sometimes diamond-shaped section to the hoop. The bezel is a broad leaf,

Type v may belong maily to the later part of the fifth century, with a stmple hoop and light bezel,
now a shim oval. This is a simple development of Types -1

Type v, in the later fifth century, presents a heavy version of m, with a thick bezel and hoop, the
shoulder filled fairly well and the back of the bezel facetted. The hoop may be oval or facetted in section :
the bezel is oval. The tendency now is to broaden the outline of the hoop as it joins the bezel.

Typevi. On Types nand v the bezel face was often shghtly curved. The Greeks preferred a flat engraved
surface and to achieve this, with the new type of hoop which fits the finger, the bezel has to be raised
outside the outer line of the hoop. This may not be very marked, but it is sometimes accentuated bya
groove running just behind the face of the bezel, making it look as though it was a separate plate fastened
to the hoop, which it is not. This slight fold at the edge might otherwise have been produced by beating
the bezel face flat preparatory to engraving. The bezelisoval. This type persists from about 400 BC through
the fourth century, eventually with a circular bezel.

Type vinis the fourth-century version of 1r, but with an oval bezel, not projecting outside the outer
edge of the hoop (as on vi).

Typevmisa further development of viin which the ends of the bezel are slightly undercut, overlapping
the outer edge of the hoop, and the bezel face is a broader oval. This secems popular in the middle and
later part of the fourth century, and there is a rather heavier Ptolemaic version.

Type 1x, with the broad oval bezel again, reverts to the near-stirrup shape, but the hoops are broad
and the rings are heavy. This may be a West Greek speciality in the middle or later fourth century. From
the end of the fourth century on it is a common type, with circular bezel, and sometimes with a rather
depressed, nearly semicircular hoop.

Type x 15 a light variety of vi, with oval bezel.

Type x1. The rings of the second half of the fourth century and later with circular bezels may have
square shoulders, as 1x, but more often the hoop spreads to the edge of the excessively large bezel, and
because of the latter’s size the outline is again a stirrup. These later rings often have ribbon hoops, flat
within, lightly curved outside.

Type x11. As the last, in date and general type, but the hoop is attached well within the edge of the
spreading circular bezel. Common for the West Greek Hellenistic rings of the flimsier sort.

Type xur. The hoop spreads regularly to accommodate the small oval, or occasionally diamond-
shaped, bezel. This is a direct imitation of the simplest form of hoop setting for a small ringstone. Late
fourth century and later.

Type x1v. The small oval or circular bezel hasa convex face and is raised clear of the line of the hoop. This
again matches a setting for a stone, but also the stone’s convex face. Late fourth century and later, mainly
West Greek.

Type xv. As the last but a circular concave area for the device, as for a setting without its stone. Were
they once filled with clear glass? The rings are flimsy and several are from Crete. Hellenistic.

Type xvi. The slim hoop swells to a long rounded lump on which there is a small device with no
defined border. Probably a summary version of xi. Fourth century or later.

Type xvir. Prolemaic, massive rings, imitating a long established Egyptian type, to which the Archaic
cartouche rings are related. They have a heavy, stirrup-shaped outline and oval bezel. Lighter varieties
have hollow hoop and bezel.
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The normal materials for fine rings in the Classical period are gold and silver. Rarely electrum is used—
the natural alloy of gold and silver which had been employed for the carliest Greek coins and some
Archaic rings. This is called *white gold” in the temple inventories. There are one or two examples of
heavy gold plating of bronze, and gilding of silver and bronze. The silver rings are rather commoner
with the West Greeks. Many of the silver bezels are pierced by gold studs (once on the shoulder of the
ring)-—a practice already noticed—but there are also some examples with a gold crescent inlaid beside the
device. There are bronze versions of all the main types, but they are less elaborately finished. A few are
pierced with gold studs, one with a silver stud, one with both a gold and a silver stud and one inset with a
gold crescent. There are isolated examples of all-stone (as Pl. 592) and all-glass rings with mtaglios.

The metal hoops and bezels have usually been well enough finished to disguise all evidence for how
they were made. It is probable that the heavy rings were cast in three-piece moulds, as in the Bronze
Age. Simple lead rings with relief devices, made in South Italy towards the end of the fifth century,
were certainly made in three-piece moulds, since the surplus lead between the parts was often not cut
away. Some of the earlier rings, however (as Types 1 and 11), may have been made from a separate cut
bezel and drawn hoop brazed together. Some of the poorer examples of the Classical period were fashioned
according to the Archaic technique of hammering out the bezel and then joining the ends of the hoop
(see p.15s, Type F). This scems probably true also of the rare examples which have ‘expanding’ hoops
made with open, overlapping ends. These seem a South Russian speciality. The fine Herakleidas ring in
Naples (PI. 1005) is exceptional in having the intaglio cut on a gold plate set into the gold ring.

Earry Crassicar: THE PENELOPE Group (Tyee I)

There is no easily defined distinction between these and the latest of the Archaic rings of the same shape,
and several of those already considered probably belong to the second quarter of the fifth century. The
name piece of this group (PI. 656) certainly belongs to this transitional phase. Penclope sits pensive, in the
pose which is particularly associated with her and other mourning or disconsolate mortals. The only
difference is that her head is raised, and with it her right forearm, the elbow of which does not rest on
her knee in the usual way. The seated pose, her hand on the stool and himation wrapped around the legs,
will be met often again on Classical rings. The bow before her appears in other versions of the scene.
Itis probably the artist’s reminder to us of the role her husband Odysseus will play when at last he returns
home—the contest with the bow and the slaying of the suitors: a hint at the happy ending. The final
novelty on this ring is the frankly Doric version of her name, Panelopa, for Penelope. Her slight figure
and pose closely resemble those of the Electra seated on the tomb of Agamemnon on near contemporary
Melian clay plaques, but the inscription is not Melian. Sparta is a possible source.

Of the other motifs Ishow a flying Eros (PI. 659) who was a favourite Archaic subject on gems and rings,
and flying Nike (PI. 658). Animals well suit the long bezel (Pl. 657; Fig. 218), as they had before, and
a more complicated scene is attempted with Kybele driving her lion chariot. It was probably the decision
to give more room for groups like this which encouraged the gradual broadening of bezels for finger
rings, as well as the feeling for a free field around the figures, which we observed on the stone gems.
The Archaic hatched border is retained for some of these devices but it is soon to be abandoned.

Finally, the odd pastoral on Pl. 660 may owe something in its style and subject to the Greco-Punic
studios.



Tue Warerron Groue (Tyer 1)

These fine rings belong to the middle and third quarters of the fifth century. They show a notable advance
m techmque, style and choice of subjects on anything that has been attempted before on metal bezels.
At tharr head is a ring m the Victoria and Albert Museum, once in the Waterton Collection, showing
a head circumscribed by a circle on the leaf-shaped bezel (PL. 661). The deliberate detail of features and
hair makes it possible to draw immediate comparisons with the sculptural type of the Cassel Apollo.
The way the head 1s shown in a disc is unique on bezels of this shape and should help usdentify e, If
1t1s male, a possibility 1s that it represents the sun god, Hehos, for whom an Apollo typeis wholly proper.
Otherwise this might be the moon goddess, Sclene.

There are whole figures of deities too, like the Artemis by an altar on a London ring (PL. 662). She
is pouring a libation—a mortal activity indulged also by the gods, but Artemis is normally shown pouring
for her brother Apollo. She wears the short dress of a huntress and carries two hunting spears. The Hermes
(Pl 663) also holds a phiale for libation. From now on the pillar support for such figures will become
common i sculpture and on gems.

Penclope reappears, but with a better three-quarter view of the body and the more usual pose with
sunken head and elbow supported on knee (P, 664), not named in this inscription, however, which may
be amorous. The enigmatic lady on Pl 665 was thought to be Sclene, the moon goddess, by Marshall,
but no Greek ever showed her sitting in a crescent moon in this way. The identification is abetted by the
crosses in the field, which look like stars and seem original, and her upturned face. The crescent is in fact
rather irregular and might possibly be meant for a swing. Ritual swinging is attested in Greece, and our
girl 1s holding a ritual basket, but her balance is too good to be true—no-hands and head up. If this is
really a celesnal scene it could be a hellenised version of the castern deity whose bust may be shown in
or emergmg from a crescent. The problem remains. Another strange motif is the Aphrodite weighing
Erotes (Pl. 666). The subject has been much discussed, since it appears on fourth-century vases. This is
the carliest version. The idea of the weighing of souls is Homeric. and before that Egypuan, though
without quite the sane significance since in Egypt the soul is weighed against a symbol or goddess {Maat):
m Greece—as often—like is weighed against like. With Erotes the purposc 1s not likely to be a serious
one and later the subject seems linked with venal love. The standing Danae we saw on an earlier gem
(PI. 449) appears again on a ring of this group (PL. 667), but the clothes are now rendered in the full Classical
manner. An odd feature is the way the origin of the golden rain is indicated by the tiny Zeus-cagle over-
head. An athlete (PI. 668) can probably be placed here; and finally, a superbly detailed animal study of ‘a
poor old donkey. .. . A study of decrepitude difficult to parallel among Greek representations of animals’
(Beazley) and worthy of a Dexamenos (PI. 669).

Crassicar: LicHT RiNGs (Types I anp 1)
These are contemporary with the last group and a few are of cqual quality. There is a tendency towards
a broader bezel and one, showing Athena fighting a giant, has a full oval bezel but must be placed here
for its style, which still holds something of the Archaic. Two fiery horses with riders share the spirig
of the Parthenon frieze (Pls. 671, 672 colour, p- 217.2). One is from Thrace, owned by a ‘friend to the
Scythians’, Skythodokos, and will be recalled in a different context. A man’s head on a ring from Nym-
phacum (Pl. 670) is not obviously a portrait, but it does resemble the strong characterisation of the head on
a heavier ring (Fig. 220) and even Dexamenos’ ‘portraits’.

Studies of dancing maenads, their heads thrown back in ecstasy, become a popular motif on rings and
are found here for the first time. On Classical red figure vases too these figures become increasingly
common, with their drapery swirling away from their legs. A series of distinct types for the dancers is
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assoctated with the name of the artist Kallimachos. Generally they carry the thyrsos wand and sometimes
dismembered animals, but one, on a Paris ring, holds a sword and a severed human head (Pl. 673). Orpheus
or Pentheus might be the victim, but in other representations Pentheus is not attacked with a sword.
It 1s used against Orpheus, but in Greek art of the fifth century the Thracian women who attack him
are not characterised as maenads (ours wears an animal skin) although Aeschylus calls them Bassarids.
The girl's full teatures, her hair flying back and loosely gathered, are typical of these figures.

Other motifs are a nymph seated on the stern of a ship (PI. 674) anticipating fourth-century coins of
Histiaca and possibly commemorating a naval victory; and Thetis riding a sea horse, bearing fresh armour
tor her son Achilles’at Troy (PI. 675). There is some evidence that it is Thetis herself who is carried by
the sca monster in these scenes, while attendant sea nymphs, Nereids, ride dolphins and carry other
equipment tor Achilles. The group appears first in this form at about this time and soon wins popularity
as a decorative device, especially on rings and jewellery. Here again we see the himation cloak around
the legs and the chiton beneath shown by close incised lines which well suggest the forms of the body
and fall of the material.

The scated figures with mirrors and wreathes might be mortals or Aphrodites: we cannot tell. One
mortal 1s shown with distaf and wool basket, and the ring names its recipient, Apollonides (Pl 676).
Some rings with animals belong here: a pelican (Fig. 219) and a flying heron (Pl. 677), like Dexamenos’
birds.

Crassicar: Heavy Rings (Tyee 1)

The carliest heavy Classical rings belong to the last quarter of the fifth century. They are far more massive
than any we have looked at so far, with thick facetted backs to their bezels and hoops angular in section.
Many have quite broad bezels, some near oval. The quality of the engraving is first rate, and only declines
slightly for some amimal groups. A number of the motifs we have seen already—the macnads, seated
women and Penelopes. Others are new, although they recall once popular Archaic subjects.

Foremost are the studies of heads. Three of women— profile or three-quarter face, and a satyr—frontal,
are unremarkable except for their command of foreshortening and dehicacy of detail. One, of a bearded
man (Fig. 220) is of an individuality which recalls Dexamenos’ gems but more hard bitten. The general
type is that of the ring shown in Pl 670. Below the chin the artist has put male gemtals, which might
be intended as a signature or mark of ownership, even a canting device for an embarrassing name. They
arc hardly "apotropaic’—a convenient label for the mexplicable—since they are not shown in a threatening
condition. The women’s heads are purely Classical (Pls. 678, 679).

A big ring with an oval bezel shows a woman () hunting a deer from horseback, accompanied by a
bird and dog (PI. 680). If this is an Amazon the hunting motif is unexpected, but in itself reasonable.
It looks like a consciously hellenised version of an eastern hunting scene of the type common on Greco-
Persian gems, but here the casterner might be mythical and the rendering is purely Greek.
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I'wo rather exceptional rings from South Russia ma y be considered with these. One is signed Athenades
and shows a Persian seated. and testing his arrow (Pl 681), the old Archaic motif which 1s revived here,
on a Greeco-Persian gem (Fig. 294), on later Greco-Scythian metalwork where Scythians are shown, on a
coin of Kyzikos and a satrapal coin from Tarsus. The second is a massive hoop, like a car tyre, otherwise
known only in a plain version also from South Russia (Chertomlyk). Part of the device— the youth and the
tunny fish (Pl 682)—1s exactly repeated on a rare electrum coin ot Kyzikos.

A reclining half-naked woman is our first near-naked study ona ring (PL. 683). She is no bather and must
be a nymph. An Athena sits holding her owl (PI. 688) on a ring with the name Anaxiles on it-—owner or
arust—and is shown standing with her shield at her side (Fig. 221) in a pose which may owe something to
Pheidian figures. Maenads leap from the ground waving thyrsoi and animals (Pls. 684, 685). Thetis rides
her sca horse, but without the armour (Pl. 686). And Penelope mourns, her cloak drawn up over her
head, one foot supported on a footstool, in one of the simplest and most affecting versions of the scene
(P1. 687). There are several variants on the motif of a seated woman (Pls. 689, 690) and not all are domestic.
An Eros nonchalantly rides a dolphin (PI. 691).

Among the animal motifs lion fights predominate, the lions with the short bristling manes we saw on
contemporary gemstones. The style is accomphshed and sometimes very detailed. The club over a
sole lion on PI 692 may indicate that this is the Nemean beast, but Herakles can only subdue it with his
hands, not his club. The most remarkable group, with a lion savaging a dolphin (PL. 693), is of the finest
quality. It is tempting to look for some symbolic explanation for such an odd contest, but wolves and
bears can in fact catch swimming fish and it might not have seemed out of place to a Greek to show a lion
similarly occupied. Eagle and lion were often equated by Greeks as the most powerful animals of air
and land. The motif ofan eagle seizing a dolphin was used as a coin blazon by Greek cities on the Black Sea,
from Sinope to Olbia. A fable of Aesop (no. 202) tells of the alliance of a lion and a dolphin, and the latter
might well have seemed to the Greeks the fishy counterpart to the lion and eagle. In the other fights
stags, a bull and a horse are the victims, and the aggressor once a gnftin (Pls. 694-697). These are popular
Classical motifs, especially in the Black Sea cities, in which several of these rings were found. There is much
too in theiconography to recall Greek work for Scythiansanditmay be that some ofthese rings were made
by Greek goldsmiths on the shores of the Black Sea. This is more certainl v true of the next group.

A PonTiCc GrOUP

The ‘queen’ in the Chertomlyk tomb wore a gold ring on cach finger. All were the same shape, our
Type vi, but all had open hoops with the ends overlapping. They could thus be adapted to the finger
size, which was necessary when all fingers were to be occupied. One only was engraved, with a subject
in purely Greek style, but not seen on any other gem or ring, a duck alighting in a marshy setting (PI.
700). That this set of ten rings was provided by Black Sea Greeks is suggested by the ring form, otherwise
met only in the South Russian finds, and the plant life shown with the duck, which recurs on other rings
from the same area. The wild ducks, moreover, are shown on a Greco-Scythian bowl.

There are two other rings of this shape but with wider bezels (Type vim) from another Chertomlyk
tomb (Pl 701) and two plain examples from Tanais. The finest specimen is from a Kerch grave. It shows a
snake drawing a bow (PI. 699), a device which is seen again on a later gem. Both snake and bow may
be associated with Apollo, and the creature twines around the god’s bow on later works. But the actual
operation of the weapon suggests that there may be some other explanation to be found. One which has
been suggested draws attention to the snake called ‘quick-darting’, akontias, by the Greeks. But the akon
1s a javelin, not an arrow. This is more in the spirit of the imaginative devices on some Greco-Persian
stones, like the lion soldier (Fig. 286) or the Greek heron drawing a bow (PI. 554).
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Some other rings with animal and vegetable devices from South Russia may go here, including one
with a fine griffin-cock (Pl 702), recalling the old confusion between the real and tictitious creatures
experienced by Greek artists when they were first introduced from the cast in the cighth century; and a
locust on a flower (PI. 703). These all scem of the late fifth or fourth century.

THE DF CLERCQ GROUP

A number of fairly simple rings from Phoenician sites from the de Clereq collection in Paris, scem to
represent local production, probably by Greeks. The shapes and motifs show that they belong to the
second half of the fifth century. All are gold, with pomted or slim oval bezels. The devices include standing
males and maenads of the usual type, but executed in a rather stiff and summary manner (Ii¢. 222). More
characteristic arc the rings with animal devices which repeat common Classical motifs (Fig. 224). Among
these we twice see a deviant subject—a lion attacking a griffin (Fig. 223). The general scheme is familiar
enough but in Greek art these carnivores, one real, one m ythical, normally observe a gentleman’s agree-
ment not to attack cach other. The battle, and with serpents attending, is repeated on a relief gold plaque
from Letnitsa in Bulgaria. These rings come from an arca which, although within the Persian empire,
was thoroughly hellenised and whose coins were struck with hellenised devices. The local production
of rings with Greek shapes and motifs is a similar phenomenon and we may compare the stylistically
different Plain Eastern stones already discussed (p-209). The de Clereq rings are quite unlike the usual
Achaemenid metal rings, which cither have round bezels or present a quite different range of devices.

Crassicar: SUMMARY AND COMMON STYLES

A small number of Type 1 rings with extremely narrow bezels are decorated in a summary manner.
They seem later than the fine Type 1 rings already shown, and may represent cheap, later fifth-century
versions. Motifs include the standing Danae, a maenad, seated women and a girl washing her hair (Pls.
704=700).

The Common Style rings of the later fifth century derive from Types 1 and 11 but have oval bezels.
They have not the quality of the heavy rings, the drapery in particular being treated with as much detail
but less care, but some are quite competently cut. Most of the subjects are already familiar —maenads,
seated women and women’s heads (Pls. 707, 708). Some are worth special comment. The girl balancing
astatt on her foot (Fig. 225) recalls the girl balancing a slender rod on her hand (P1. 593). The rod 1s used
in the game of morra which will be shown on a later ring (Fig. 231). A seated woman 1s faced by a sphinx
ona tripod (Pl. 707) : a very odd juxtaposition of motifs. The sphinx on a column we could have taken for
the enigmatic Theban (a tripod of a different sort tigured m the famous riddle) or an offering. The tripod
and woman could indicate an Apolline subject. A prophetessorsibylconsulting a sphinx has been suggested.
The woman has no distinguishing attributes and looks very much at case. The style is less crude than
has been suggested, but the involved subject, quite deliberately chosen and possibly bespoken, is rather
cramped on the bezel.
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Two small metal prisiis, presumably to be set on a swivel ring i the Archaic manner, may go here.
Fhey have devices on cach long side, with figures and anmimals met otherwise mainly on Classical gems

(heron, fy, dogs) or bronze tinger rings. The devices on one are shown in Fig. 226.

Tar Kassanpra Groue (Tyer V)

Four tine rings, of around 400 B¢ or little later, go together tor their shape—heavy versions of the carlier
Type nr, and for the style and matter of their motifs. They could be by one artist. All show wonien
with their heads thrown back and their hands raised., a pose ot singular allure, as every woman knows.
Their bodies are shown in three-quarter view with successful and tinely modelled rendering of the
nude. The only one who 1s partly clothed is Kassandra, knecling at the statuc of Athena which she clasps
seckimg divine protection from the Greeks (P, 709). An inscription names her, superfluously and un-
expectedly. On two other rings the girl is standing, naked, stretching in a pose which recalls a favourite
dance posture on vases, or the later tigures of Aphrodite binding her hair. On one she is exaggeratedly
twisted to show both breasts and buttocks, and beside her on a chair are her clothes (PL. 710). On the other
her stance is more plausible and a tiny satyr steals up from behind to admire (Pl 711). These two rings
are said to be from Macedonia and the second is the only onc of the group in silver. The fourth ring
shows the girl kneeling naked (PL. 712), and is from Tarentum. The depth of the modelling of the naked
body is something new on finger rings and Jooks forward to some fine miniature sculptural renderings
on later fourth-century rings. It is odd that there seem to be no other rings of this shape and near-monu-
mental style with other subjects.

Tur lunx Grour (Type VI)

On these rings the bezel plate is conceived as a separate entity from the heavy circular hoop which spreads
to jom 1t. The bezel outline is still fairly pointed, rarely oval. All these rings are of high quality and none
seem necessarily later than the first quarter of the fourth century. The name piece is a fine ring from one
of the most prolific South Russian graves, that of the ‘Demeter priestess” at Bliznitsa. A woman is scated
on an elegant stool with foot rest, and Eros stands before her (Pl 713). She is playing with a disc, twirled
on a double strand. This, the tunx-wheel, is a well known love charm, deriving its name probably from
the action of the wryneck (iunx) which twists its neck vigorously when courting. There are several
representations on vases from the later fifth century on, and a few on rings. Eros 1s often involved, some-
times playing with the wheel on his own (as our Pl 723). The woman here need not be Aphrodite since
Erotes mmtrude on the boudoir, but it is probably she. Her dress is shown still in the rather formal manner
of the fifth-century rings, and on other studies of seated women in this group more play is made with the
pattern of folds across the dress.

The woman’s head on a London ring (Pl 714) shows clearly the advance in treatment of detail. The
eye is wide open with long upper lid, in a proper profile view. The earring is of an claborate type well
known in Greece and Italy, but not before the fourth century. This, apart from the style of the head,
suggests a later date for the ring than has hitherto been proposed. The head with a mask (Fig. 227) is
broadly similar.

There is the familiar range of boudoir studies with women, perhaps all Aphrodites, attended by Eros,
who fastens a sandal (PL. 716 ; colour, p- 217.1), bestows a crown (Pl. 717) or otherwise entertains (Pls. 718,
719). Isolated groups like this are less cloying than the contemporary gynaikeion scenes on red figure
vases. The use of a column as support for standing figures is now well established (P1. 719).

The tomb which yielded the name piece of our group also contained Pl 721 with its strange scorpion-
locust-siren.
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Tue Nike Grour (Type VII)

The successors to the heavy rings are still broadly stirrup-shaped in outline, with their bezels not raised
from the hoop. Some bezels have shghtly convex faces and they are gencrally oval in outline. They offer
the first examples of what we can recognise to be a fourth-century style of engraving. Most are from
South Russian sites, and the popularity of Nike figures upon them suggests the name for the group.
There 1s considerable stylistic unity here, and none need be later than the mid tourth century.

The tinest shows Nike sacrificing a deer (P, 723), kneeling on its back in the pose already met on the
Nike Temple balustrade in Athens, and which will long persist for such groups, being eventually adopted
by Mithras. We noted an Archaic prototype (Fig. 188). Her long wing feathers splay and separate, the
drapery moves in simply cut folds, and the animal is rendered in the best tradition of the fifth century.
Nike is usually shown slaying a bull and the choice of animal here may mdicate a sacrifice for Artemis.

On another ring from Kerch she'is shown in different dress—or lack of it— with a humation wrapped
around her legs (Pl 724). This we have seen already on the fine *Onatas’ gem (Pl. 590) and ecarlier on
aring. Here she is nailing a shield to a tree, preparing a trophy, with just the gesture and dress that we see
on coins of Agathokles of Syracusc at the end of the century, but the proportions of her head and body
and the treatment of the wings look much carlier. The inscription is puzzling. Basilei suggests that it
was a gift to a king, but although rings inscribed doron (‘gift’) are known; this formula with the dative
alone is not met again on gems or rings. It is, of course, common on other objects. The donor’s name
1s hard to read. Furtwiingler thought he could read Pla(r)ymenon, and naturally recalled that Parmenion
who was associated with Alexander, the King. The leafy branch growing from the trunk of the trophy
appears first on coins later still (see below, on PI. 747), so we must admit the possibility of a yet lower
date, and reference to a Macedonian king, although the shape of the ring might then seem rather outdated.

Kneeling figures apparently suited the artists of this group. They resemble the bathing women seen
on the stone gems, and there is one here (PL. 725). A kneeling Eros plays with the iunx wheel (Pl. 723),
and a girl plays with knucklebones (Pl 726), her hair drawn back to a knot in a fashion which will be
seen more often now on rings. The depth ot modelling here, combined with the contrasting texture of
undergarment and cloak, well brought out by simple incision, make this ring one of the finest of the
group. It was stolen from the Boston Museum in 1952,

A most detailed frontal Nike in a chariot (PL. 727) 1s rather a tour de force. From the shape of the ring it
scems that the Leda and the swan (Pl 728) ma y be placed here. If so, this is the carliest representation of
her reclining to receive the creature’s favours, instead of standing to it, in the usual earlier fashion. The
total nakedness and turned back is also unexpected, but not unparalleled for other figures so carly.

Studies of facing heads (as Pl 729) become mcreasingly popular on the latest Classical rings. The horns
worn by the head on PL 730 are odd but they may indicate a river deity. Coins of Gela show such a head
in profile, and there are Hellenistic gems with the frontal horned head. The cicada above might be some
sort of personal device but it also calls to mind the name for a male hair ornament (ferfix).



I'he Gorgon head became a rare deviee for gems after the Archaie period. On PL 731, colour, p. 217.6,
wesee one ot the last to retam the exaggerated grimace, but with the snakes neatly knotted beneath her
chin in the Classical manner. The dolphin beneath may be intended to recall the Gorgon sisters” pursuit
ot Perscus over the sea, with a convention used long before by the Nessos Painter on his name vase,
[t suggests that even at this date the full context of the story was in the artist’s mind when he depicted
sucha common extract from it. Finally, a still life with Herakles bow and club (Pl 732). popular symbols

on many East Greek coins, for instance on the gold coins of Phnlip of Macedon.

Tur SALTING GROUP (MAINLY Typr VIII)

Ihese are characterised by slim, statuesque higures, impeccably detailed, and generally occupying a fairly
small part of the whole bezel, which is raised from the hoop, and oval or even approaching a circle in
outline. In sculptural terms the figures may be seen to betray the mfluence of Praxiteles and to approach
Lysippus. Figure studics are more languid, although not yet exaggerated, but there is a more deliberate
sensuality especially in the treatment of the nude. There is great virtuosity in the rendering of drapery
and wings spread more, with separating feathers. The proportions of heads to bodies are more life like,
and sometimes the heads may look too small, where on carlier works they were large and boldly detailed.
The hair style, drawn back from the face to a point with a knot or bunched tail, is becoming more popular.
These works are complements to the gemstones of the fourth-century Fine Style.

At the head stands a magnificent study of a goddess on a ring from the Salting bequest in the Victoria
and Albert Muscum (Pl 753 ; colour, p. 217.5). We see the same headdress on other rings (Pl 734), where
the goddess is half-naked, with Eros, and presumably an Aphrodite. She has this headdress too on fourth-
century coins, but on the Salting ring a veil also is worn and the identification of a Hera is possible. The
statuesque figure is classicising, Praxitelean in its grace, and need be no later than the mid tourth century.

Aphrodite wears a higher crown on Pl. 73y, half-naked, lounging by a pillar and teasing Eros with a
bird. Later, perhaps, is another fine ring showing Persephone carrying two torches (Pl. 735). Another
Aphrodite who is completely naked (and this is by no means common yet) leaves her column to support
her clothes (Pl 736). Queen Omphale, whose whim it was that Herakles should exchange his clothes for
hers, is first represented in Greek art at about this time. We have already scen the normal type for the
figure (Pl. 635, and cf. 766), but there is a wholly unusual version in a very worn gold ring from the
Oxus Treasure, on which Omphale has not only adopted Herakles’ club and lion skin but poses with them
like him, stark naked (Fig. 228).

Eros in these years is still adolescent. There are good studies of him with Aphrodite (Pl. 737) or alone,
scated on an altar (PL. 738). Even when he is shown summarily as a tiny figure beside his mother, his
proportions are still slim and mature. Only later is he shown as a chubby putto.

A new version of the sacrifice motif, related to the divine figures with phialai on earlier rings (as PI.
662), has a woman dropping incense on an altar, where the bird signifies a Zeus or Apollo (Pl 739). A
wholly new subject is the dramatic and vigorous runner with a torch (Pl. 740).

There are other devices with seated women, more often naked to the waist now, in a less accomplished
style (PI. 741). One is shown seated beside a tall grave lutrophoros (Fig. 229), a type of grave marker which
was becoming more popular in fourth-century Athens. The allusion does not make this a funerary ring,
and a figure of myth should perhaps be identified, even Electra.

[t is here that one remarkable recent find of a silver ring should be mentioned, although its style and
complexity go far beyond anything in this or any other fourth-century group. Itis from Kerasa, in north-
west Greece, and the intaglio shows Klytaimnestra seated on an altar being killed by her son Orestes
(Fig. 230). Both are named. The figures fill the oval field and are rendered with exceptional detail of dress



and features. Notice especially the palmettes on the queen’s dress, which recall the patterning on costumes
on some late fifth-century vases. The find was made in a tomb ot apparently carly fourth-century date.
The lettering of the inscription seems certainly no carlier. This looks very much like a deliberate copy
of a composition familiar in some larger work of art, and its discovery is a sharp reminder of how much
we may still have to learn of fourth-century Greek gem engraving.

Fourtn CENTURY: ROUND BEZELS

Large rings with circular bezels seem not to have been made before the second half of the fourth century
and they were certainly still being made in the third. They form the most characteristic class of early
Hellenistic glyptic and are the last stage in the development of the bezel to a full circle, on a heavy, solid
hoop with a flat section. The tendency is towards cither elaboration with some decorated hoops and floral
borders to devices, or a diminution of the device, lcaving the mass of gold to speak for itself. On the
better rings the motif fills at least the height of the field, although head studies, which regain popularity
now, are isolated in the centre. The hair drawn back to a point is very common and we begin to sce
examples of the ‘melon’ coiffure which is most popular in the third century. Figures have small heads and
plumply sensual bodies. Eros is becoming a baby and his wings are often smaller too, like those of Hellen-
istic and Roman Erotes. A few oval bezels are still met and the form was never wholly replaced by the
circular.

Aphrodite and Eros find new occupations. They play morra, no doubt using the stick we have seen
other girls balancing on their hands. The game involves guessing the number of fingers held out by the
partner, who shows only one hand, the other being partly closed over the stick, or, in the modern version,
held behind the back. The stick may have been used also for the scoring. The game had already been shown
on fifth-century vases and appears on a fine gold ring from Lampsakos (Fig. 231).

Aphrodite teaches Eros how to shoot (P1. 742), since he is only now entering upon his carcer with love's
darts. On the ring he is precariously perched on a pile of rocks and the scene is better managed on the
famous mirror cover in Paris, which is slightly earlier, but repeated in this form on a Hellenistic gen.
Another Eros, seated abjectly at a tomb with an upturned torch (Pl. 743) introduces another new motif
to be further exploited in Roman funerary art.

With the full Hellenistic period of Alexander’s successors we find greater correspondence in both
style and subject between the devices on coins and the devices on tinger rings. A Leningrad ring (Pl 744)
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gives a close copy of the Athena who appears on coins of Lysimachos, ruler of Macedon and much of
Asta Minor. The goddess looks slighter and more clegant than she does on the coins, but in all respects
of turniture, armour and the Nike on her outstrerched hand, the coin device is copied.

The actor on Pl 745 s a fine statuesque figure. Coin types are again recalled on a ring showing Nike
carrymg a ship’s aphlaston and stylis, cmblems of victory at sca. In this, and other studics of Eros or Erotes
(as PL. 746) we see the wings more boldly feathered, often with tips splaying in the Hellenistic manner.
The Kybele seated in the doorway of her shrine on P, 74815 a version of the contemporary votive reliefs
which are especially common in East Greece and Asia Minor.

A tew rings admit the extra claboration of a decorative border to the device. The finest, shown on
Pl 747, also has a decorated hoop, with tiny relief scentes of Nike and an Eros (?) ying towards a tripod
at cither side. The device is again a Nike, setting up a trophy. A clumsier version of the group 1s scen
on coins of Seleucus I (312-280 B¢) where, however, we also see the odd detail of a branch growing from
the stump of the trophy. This may give an indication of the date of the ring (but sec above, on Pl 72y).
Another ring with a decorative border (P!. 749) has a device which becomes a commonplace on metal
rings from the later fourth century on—a woman standing before an incense burner (thymiaterion).

An clephant with his driver, on a ring in private hands (Pl 750), is cut in a rather stift manner, and
15 only placed here, rather than with the western rings of similar style, because the clephant is Indian.
The creature is represented on a number of Hellenistic coins from the Greek east.

Rings with still-life motifs are comparatively rare, but there is one from Crete showing the typically
Cretan type of arrowhead (Fig. 233). A most attractive group has Athena’s owl guarding her armour
(Fig. 232). The bird is seen on a fitth-century vase actually carrying her weapons and wearing a helmet,
a motif repeated on gems much later. A rat, bound to a column for stealing corn (PL. 751), comes from
Alexandria and must certainly be third-century in date. Again the motiflooks forward to later Hellenistic
(usually Alexandrian) and Roman art. This may be the place for two rings which archaise both in the
form of their Athena devices and the shapes of their bezels, which are slim and pointed (Fig. 234). The
published ring shape of one example shows, however, that it is not Archaic or even Early Classical, and
there are archaising Athenas on coins of the latest fourth and third centuries.

These have all been rings cut with some care and often with original devices, but the commonest
of this shape bear motifs of scated or standing women, some with torches (as Kore on Fig. 236), or Nikai,
in the tradition of the earlier fourth-century rings. Now. however, the object of the women’s attention
is not invariably Eros, but may be a child (Fig. 235) and is more often an incense burner which they are
erther fuelling (P1. 753) or carrying. Thisis not a new picce of furniture but only now are women regularly
occupied with them on rings. The execution of these rings is generally poorer. We sec the new hair
styles and often the third-century dress with the himation drawn in broad folds over the heavy hips and
legs. These figures are often quite small, and isolated on a ground line in the centre of the bezel.

Finally, a few fairly large rings with broad oval or round bezels and simple animal blazons may go
here. The device is sometimes set in a wreath (Fig. 238). They have humbler kin on the smaller Hellenistic
metal rings. One (Fig. 237) repeats the fox and vine we saw on a Classical gem (PI. 497), and there is
an eagle and dolphin (PI. 755) such as appear on Black Sea coins.

WESTERN GREEK : FikrH CENTURY

The problem ofidentifying Western Greek engraved finger rings can be approached with more confidence
than the search for Western Greek engraved stones of the Classical period, and it scems most probable
that a traditon for the manufacture of metal signet rings had already been established in the Archaic
period. Nevertheless, it is not easy to isolate or to define criteria for the identification of Western Greek
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rings. Those assembled in this and the following sections either have a Western Greek provenience, or are
closely related to such rings, and have some stylistic features not wholly similar to those of the main series
of Greek rings. Itis very likely that there are errors in this classification and much more material is required
before anything like the style of a school or artist can be defined. We know that Greek artises visited or
emigrated to the west. What we look for is evidence for a western school with a distinctive style. Ring
shapes are the same, and for the materials all that can be observed is that proportionally more silver
rings (and virtually none of bronze) secem to have been preserved on western sites, which probably
means that they were made in the west.

The study of a girl on Pl 756 is not immediately matched in the Greek groups of the mid fifth century
and just after, where the ring is presumably to be dated. The hoop is elaborated with mouldings, which
could be another western feature. Twisted hoops, presumably made separately from the bezel, also seem
popular in the west. Other rings with narrow bezels in a rough, bold style showing little real sympathy
for the representation of drapery or hair, may be western too.

There 1s a number of finer rings from western sites of the later years of the fifth century or earliest
fourth on which it is perhaps possible to detect some common stylistic features. The most important
are trom Tarentum (Pls. 757-759). One shows an old man with a dog (PI. 757); the others women, usually
winged. Their heads are relatively large, the bodies neat and the drapery well rendered. The heavy
roll of hair seems a characteristic feature. The winged women, whom we might take to be Nikai, are
especially popular, and they appear in some odd scenes—holding a caduceus with a bird on it (Fig. 239),
or kneeling on a column (PL. 758) ; as well as in the more usual sandal-binding pose (Pl 760 ; colour, p. 217.4-
this is of unknown provenience but in the same style). The kneeling figure is puzzling since she seems to
be naked and even in the fourth century Nike is usually given a himation around her legs, but there scems
no doubt that this ring is appreciably earlier than the half-clothed Nikai with trophies which are seen
on other gems, rings and coins. On coins of Terina (on the S.W. coast of Italy), which are much in the
style of the rings, we sce a winged woman seated on a hydria or stool, and holding a caduceus, wreath
or bird (compare Fig. 240). She is sometimes taken for Nike, but on an Early Classical coin of Terina
Nike i1s named and shown wingless. Regling thought that she was a collation of Nike with the local
nymph Terina, and a similar explanation is probably to be sought for the figures on the rings.
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Wistern Grirk: Fourtn Century (Tyees VI aNp [X)
A number of rings of good quality, mainly from western sites and of Type v, may be treated together.
The bezels are still oval and the devices seem not necessarily later than the mid century.

A problem picee 1s a heavy ring in New York from North Italy resembling Type v, with a three-
quarter facing head of the youthful Herakles wearing the lion skin (PL. 761). This is exactly the scheme
tor the Alexander heads which appear on coins of Cos, but the treatment of the eyes and features on the
ring are quite different and distinetly carlier. It presumably records the Greek type which was copiced
tor the Alexanders.

An Athena head in rather similar style comes from Sicily (Pl 762). It s, at any rate, taken for an Athena,
but the hair is very wild and the helmet, with its wing-like crests, recalls the bird- or griffin-caps worn
on other gems and later coins. This could be an Amazon quecn.

A good Artemis with her dog on a Geneva ring (Pl. 763) is repeated on a poorer silver ring in London
(PL. 764), where she holds a torch, not a throwing stick. The figure becomes a popular one after the end
ot the fitth century, and mav be influenced by Strongylion’s Artemis statue, showing her running with
torches. She can carry a torch in the hunt, but the throwing stick is of more obvious service.

Deities and heroes are perhaps commoner on the western rings: an Athena of the familiar type (Pl
765 compare the carlier Pl. 486) ; another Ompbhale (PI. 766), this time shown as she was on a stone scara-
boid (PI. 635) shouldering Herakles' club, and not mimicking his strong-man pose as in Fig. 228; Hermes
fastens a sandal (Fig. 241) : Perscus flees (PL. 767); Nike crowns Herakles (PL. 769). The last is a group seen
often on Italic and Late Etruscan gems and mirrors.

WESTERN GREEK : FOURTH CENTURY, THE COMMON STYLE

There are three main groups of lower quality finger rings, most of them silver, and all presumably western,
to judge trom alleged proveniences. The first, of Type v, still have narrow, even pointed bezels (Pls.
771=773). The whole figures have long necks and tiny heads. On one, showing an Eros with a thymiaterion
(Pl 772), there is an inscription, not necessarily Etruscan as has been suggested. The speciality seems to be
facing heads of women (Pl. 773) and some bezels have borders, cither a hatched line (Fig. 242) or a wreath.

The second group, of Type viir, have broader bezels, and the subjects are all women or Nikai, standing
or scated. The drapery is rendered with clear, stmple incision. One Nike crowns a trophy (Pl. 776). Here
and on the other rings she is fully clothed. There are more hatched borders to the bezels, cut to give a
raised, cable-like impression. Many of these silver rings have their bezels pierced with a gold stud, the
one in Pl. 779 being unusually decorated with a star pattern.

The third group, mainly of Type x. have small oval bezels cutin a stmple but effective manner, occasion-
ally with some care and detail. Most carry the usual Nikai or Erotes, but there is an Athena with her owl
and, in a similar pose, Herakles beside the tree with the golden apples of the Hesperides, guarded by a
serpent (Pl. 780). More uncommon subjects are the lounging lyre player (Pl 781) and floral (Pl 783).
Two rings of this type, with small round bezels—in one instance made separately—are unusual m having
a border of tremolo pattern (one on PI. 784). This z1gzag 1s made by the rocking movement of a scorper,
cutting a zigzag of arcs in a band across the meral. The technique was first used on Greek metalwork
in the cighth century. It is not usually found on later jewellery (a rare exception seems to be our Pl 441)
but in Italy and Europe it had a longer vogue on bronzes than it enjoyed in Greece.

Two rings which seem to archaise in shape and subject, but not in style or technique, may be added
here. One in Syracuse shows the comparatively rare scene of Phrixos riding the ram, and tremolo is
used on the border and for the beast’s horn and tail (PL. 785). The shape of the ring is old-fashioned. with
a broad pointed bezel following the line of the hoop which is itself, like the bezel, of thin beaten gold.



WESTERN GREEK : FourTH CENTURY, ROUND BEzELS
A few rings with round bezels, of high quality and with devices which, where datable on grounds of

style, would suit the middle or third quarter of the fourth century, have been found in the west and
may have been made there. Their successors, which are more numerousin the west, are farlessdistinguished.

A fine Nike in a wheeling chariot (PL 786) recalls the subject of several fourth-century gemstones as
well as coins. Her pose, leaning well out over the team, is seen on fourth-century Sicilian coins, but the
spirited rendering of the horses with their tossing heads resembles the best of the later fifth century. A
rng in Oxford, with a half-naked Nike dressing a trophy (P1. 787), scems very much i the spirit of Aga-
thokles” Syracusan coins and it is probably western too. The composition is a better one and the placing
of the wings more effective than on the coins, which are of the end of the century. There is much finer
modelling here than we have seen on other western rings and the treatment of the drapery is economical
and effective.

Hippocamps have been seen already, bearing Thetis, and on their own they are popular decorative
devices. One on a London ring is rather old-fashioned in being winged (Pl 788). Another, wingless,
is cut in an odd stiff manner (Fig. 243) which is repeated on a second ring, with a griffin. These may
be the products of some minor workshop, perhaps not wholly Greek in staff or patronage.

Most of the western rings with round bezels are carly Hellenistic (Pls. 791-793; Figs. 244-246). The
bezel is very large, often considerably overlapping the hoop, but the structure of the ring is generally
flimsy, and the device, rather summarily cut, is placed centrally in an otherwise empty field, rarely filling
most of it (as Fig. 245). A few show divinities, but many have a woman or Nike busy at a thymiaterion,
and most popular of all s Eros. He is shown at that transition between adolescence and babyhood which
marks the reversal of his growing up in Greek art, and can be placed around the end of the fourth century.
He 1s variously occupied on the rings—with his new bow and arrows, often with torches and thyrsos,
for he is now admitted to the Dionysiac circle, reading and on an altar. These rings were intended as a
display of bullion, not for use as seals or as fields for high artistry.



Otmer Latr Tyers

The rings of Types xm-xvi all imitate finger rings designed to receive engraved or plain stone bezels.
hey belong, therefore, to a period in which such rings with stones were becoming more popular than
all-metal engraved rings. This is true already before the end of the fourth century, when the demise of the
scarabord marks the victory of the new type. But the rings with sct stones were to oust not only the
larger stone gems, like scaraboids, set on swivels or pendants, but also eventually the engraved all-metal
rings which, but for a notable series of Hellenistic portrait rmgs, barely survive into the Roman period.
Most of the rings of Types xim-xv1, therefore, are hikely to belong to the later fourth and third centurices.
Their devices do not go bevond the fourth-century repertory (Pls. 795, 796 Figs. 247, 248) and the style
makes no concessions to novelty, although the summary cutting of most of them does not allow a clear
decision about this. The tvpes appear to be current in both Greece and the west, but it is worth noting
how many are said to be from Crete. There are also a number of very flimsy rings of Type x, for which the
only specific proveniences are Crete (Figs. 249, 250), and which seem related both to the smaller rings
already discussed and the contem porary heavier rings with circular bezels.

The devices call for no special comment. Simple head studies are common, rarely myth scenes. One
nng of Type x1v shows a girl sitmg on a youth's lap (Fig. 247). The subject appears occasionally on vases
and was used on Etruscan relief rings in the fifth century. It is, however, surprisingly well represented
among the impressions on clay loomweights.

RINGS IN THRACE

The manufacture and use of finger rings outside the Greek world, but under the influence of Greek
practice, deserves a note. In the de Clercq group we have observed such a phenomenon but the results
are Greek 1n style and execution, and they are from an area well accustomed to seal usage. In Thrace
(modern Bulgaria, well north of the Aegean coast) a gold scaraboid was set in a gold swivel in the carlier
fifth century and inscribed on its face and one edge with a long Thracian inscription in, as was usual,
Greek letters. The inscription appears to be funerary and the ring may have been made for burial, but
its form is Greek. Not much later a Greek ring (Type 1) reached Thrace and was inscribed Skythodoko,
an odd name which should mean ‘friend’, or *host of the Scythian® (PI. 672). This is appropriate enough
for an area well supplied at this time with Scythian objects. The device is a fine horseman. The same
subject on a ring of similar form but in a far poorer style, provincial Greek if not native, was found in
another fifth-century tomb. It too was inscribed in Thracian, apparently with the owner’s name (Pl 794).
Later sull, perhaps in the fourth century, a woman and horseman appear on another gold ring in a similar
awkward, probably local style. A far more competent version of the same theme is seen on a fourth-
century ring which could be Greco-Persian. There are other arrivals from the western parts of the Persian
empire into Thrace, probably via the Black Sea, in these years: the most notable 1s the Panagurishte
Treasure, and the mfluence of the same area can be traced in another treasure, from Letnitsa. Finally,
a gold ring of the latest fourth or third century (Type x1) shows a man with a drinking horn beyond
(or on ?) a horse, in a thoroughly degencrate, curvilinear style which might owe something to local
Scythian fashions for all that the shape of the ring is Greek; and there is a bronze rmg in similar style
from South Russia.

Bronze Rines

Most ot the simpler types of rings in precious metal are also found in bronze. Although many of the devices
on the bronze rings closelv match those on gold or silver rings there is a marked difference in the range
of motifs, and, for most of them, a very considerable difference in the quality of the engraving. Very
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tew indeed have been found in the west, which is surprising since there is a number of Late Archaic
bronze rings which seem to have been made in Italy. Some must certainly have been made there still
n the later fifth and fourth centuries but from the extant material it is not possible to distinguish local
groups or styles. Rare examples are gilt or silvered, but where the plating in precious metal is heavy they
have been included with the gold and silver rings. A few have gold or silver studs set n the bezel, or
a gold crescent. A small number of iron rings with ntaghos may be included. In the following survey I
draw attention to the principal types and discuss selected examples. By shape and date they fall into
four broad groups:

A. Type 1 nings are few, but some listed as Late Archaic may belong here. The motifs include the
familiar Penclope figure and Nikai (Pl 797). The only strange motif is a lobster on a ring from Sicily
(Fig. 251).

B. Rings of Types 11, n1, v or vi, stll of the fifth century. There are some excellent examples here,
like the kneeling Herakles with his bow (PL. 798). Thetis riding her sca horse, a maenad, and Eros with a
woman are some of the subjects familiar from gold rings and there are a few minor animal studies (Fig. 252).

C. The largest series is of rings of Types vit and vin, with oval bezels, a few still rather pomted, a few
alrcady approaching the circular. They belong to the later fifth and the first half of the fourth century,
and are the most repetitive, although there are some original and mmportant devices.

There are a few head studics, including one with a mask cap (Pl 800), and a grotesque incorporating
three heads and a bird (Fig. 257) like those on the earlier Greco-Phoenician scarabs (Pl 417). A nymph
holding an aplilaston seated on a ship’s stern (PL. 801) recalls the device of a gold ring, already discussed
(Pl 674), and there are further examples of Thetis on her hippocamp. Instead of the whole maenad we
havea good study of the head and shoulders alone, with the head thrown back in ecstasy and hair streaming
(Pl. 802). This is far more in the spirit of the fourth century. Women are escorted by Eros, tend an incense
burner or bathe. Nikai (Pls. 803, 806) and Erotes are commonplace. An Eros from Olynthus (Fig. 254)
drawsa bow and is early evidence (pre 348 BC) for hisuse of the weapon. There are one or two more formal
studies of deities, including what may be a goddess or priestess facing us between two thymiateria and
with an odd arch-like arrangement above which suggests some architectural elaboration (PL. 80s). This
is a gold-plated ring.

to
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Ot the new subjects one, which appears on other bronze rings, a meral prisni, a Late Etruscan scarab,
and sealings at Schinus, 1s puzzling. It shows a figure scated on a stippled rock, head bent, one arm stretched
outoverthe knee, the other apparently bent (Pl $oy). If thisis a woman it mightbe the sorrowing Demeter,
seated ou the Mirthless Rock at Eleusis. Several rings have Hermes with his foot raised on a rock, fastening
his sandal, poor versions of the figure well shown on a gold ring (Fig. 241). An engaging set of fat men,
satyrs and young Paus hunt (Fig. 253). pipe, carry wine or women. One voung satyr is given wings, hke
a bestial Eros (Pl 8o7). A panther perched on a column (I'ig. 256) is a motif otherwise represented so early
only in impressions preserved on loomweights, where the animal may be a dog (Fig. 275). Herms are
popular and sometimes in rather odd combinations. Oddest, perhaps, the male and female herms with
the tiny figure of the Egyptian god Bes squatting between them (P/. 809). On others the herm is shown
with Hermes™ goat (PI. 811) or by an alear.

Several origmal grotesques or monsters anticipate some of the more popular moufs on later gems.
The combination of a human head with a shell (Fig. 258), bird or insect is to become a common recipe,
and the bearded siren (Fig. 259). Less readily placed are a dog-bodied Eros (Pl 812) and a feline with a
dragon’s head and neck (P, §10) which would have delighted Lewis Carroll, There are other animal
studies including a lion biting the rim of a shield, which is a rare variant of the lion breaking a spear
m its jaws, seen on other gems. And some flora—silphion and a poppy (Fig. 255).

D. Rings of Types 1x, x, x1 and xvi bring us towards and into the Hellenistic period with a very
different range of subjects. Several are heads, human or divine. We may single out a superb Late Classical
Zeus Ammon (PL 814), with the ram’s horns, and wonien's heads with the melon hairdressing (PL. 815).
Tall, heavy-hipped Nikai hold a branch, or dress a trophy, and Eros plies his bow. Nike carrying Eros
(Pl 818) is an unusual scene of intimacy between the two figures who are rarely associated although their
physique and activities are so closely related. A particularly heavy ring has a Janiform head, Fig. 260.

It is not possible to be certain for how long bronze rings of these shapes were being made. The few
with obviously Roman subjects have light hoops and rather high, cylindrical bezels, or clse are of com-
pletely difterent shapes which are represented also in other materials.

Drecorative RiNes
The scarabs set in swivels, the engraved finger rings and the set ringstones inspired a number of other
types of decorative finger rings which could not be used for sealing. The ‘devices” on these rings are
generally m relief, imitating the intaglio. There were rare examples of this form in Archaic Greece, but
1t was common enough in sixth-century Etruria, and in Italy the fashion lingered on in the fifth-century
‘Fortmum Group® of finger rings, and in the humbler miniature lead rings from South Italy. These have
distinctive shapes and decoration, but we are here more concerned with mmitations of the usual Greek
ring forms, whether they were made in Greece or the west (asa few seem to be). Their jewellery technique
and relationship with the intaglio rings remind us that the gem-engravers probably satin jewellers” studios.

The simplest type takes the slim pointed bezel and decorates it with a relief pattern of scrolls and palm-
cttes or rosettes, either cast, added with studs, or rendered in filigree. The stmplest of these—some are
of bronze—have quite thin bezels, but in the later fifth and fourth centuries they take on a box-like form,
with a scroll pattern on the sides. The hoop may be twisted and on many of these rings there are elaborate
terminals to the hoops in the form of animal heads. Related to these are successors to the Archaic rings
with bezels in the shape of a Bocatian shicld (Archaic Type J). These sometimes have relief gorgoneia as
devices or blazons.

Some relief rings simply imitate engraved rings of Types 1, u1 or v, with thin, broad pointed, or
oval bezels, without anv claboration. The device is cast, or, more often, beaten in gold plate and the
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bezel is hollow. Tt may also sometimes be decorated on the underside with a filigree pattern. Type 1
rings repeat the common subjects of Penelope or a lion. We might judge from the sorrowing Penelope
type that these were funerary rings, but they are not mere character studies of grief, but Penclope herself,
asisshown by Odysscus’ bow which is set before her (compare PI. 656); and Penclope’s grief had a happy
ending. With Type ur we see again the motifs of the scated women, and the examples from Italy suggest
that they were mainly popular there. A late example in Rome bears an Etruscan inscription. Rarely a
finger ring of the standard type, with a flat bezel, has an inlaid device in contrasting metal, silver in gold,
or gold and silver in bronze.

The cornelian lion gems are copied in gold in a superb fourth-century example from South Russia
(P1. 819) with an intaglio showing Artemis. Scarabs in swivel hoops are also imitated in gold in the fourth
century. A few have intaglio devices, figuring Aphrodite and Eros (Pls. 820, 821), while others have relief
devices, which may be a western speciality. On one the small figure of Eros as device is surrounded by
scrolls, which relates these gold scarabs to the next group of decorative rings to be discussed.

The most elaborate fourth-century type has a heavy box-like bezel of oval shape, which is cither
fixed immobile to the elaborate hoop (colour, p. 217.7), or is mounted in a swivel hoopand hasrelicf decora-
tion on both faces as well as the sides. The relief figures are within scrolls. Two with flattened scarab
beetles on one face afford another link with the gold scarabs, and the general form resembles the more
ornate rings with pointed bezels and relief floral patterns already mentioned. These again may be western,
but there is an ordinary silver ring of Type v which has gold relief decoration soldered on to it in Just
this manner, and i1s said to be from Nisyros, an East Greek island.

On the last mentioned ring the device was distinguished by being in gold on silver. Occastonally the
colour contrast is achieved in other ways. A minor example 1s the gilt border on the silver ring, Pl 784,
and we have noted examples of a whole device, but not figures, being inlaid in other metal. There are
more claborate specimens employing other materials on bezels in the shape of oval plaques set on swivels.
Two have cut-out gold figures on cither side of a blue plaque (lapis lazuli or glass) which is then covered
with clear glass or crystal. One, from South Russia, has dancers on one side, a sea serpent and fish on the
other (Pl. 822). The second, from Thessaly and very probably from the same workshop, shows the serpent
ridden by a Nereid, and Eros on a dolphin. The context of the Thessaly ring suggests a date no later than
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the carly tourth century. In the third century there are examples of cut-out gold or pamted relief figures
on the fixed bezels of rings, covered with glass. These are thought to be an Alexandrian specialiey.
Two dises trom Ponmipeii, of uncertain purposce, are treated in a unique manner. They are cornelian
plaques with intaglio device, but the back and surface, up to the edge of the intaglio, is covered in sheet
gold, leaving the intaglio alone illumined by the reflection from the gold backing. The devices are the
same, but one is reversed. It shows a goddess with a horn and a snake (Fig. 261), probably Hygicia, goddess
ot Health, although she is usually shown teeding her snake from a cup while here she has acquired some-
thing more like the cornucopia. Her pose resembles that of a fine statuc ot Hygieia from Epidauros.
Fmally, there is a number of bronze and iron relief rings of the later fourth and third centurics, on

which the commonest devices are heads, some of them recognisable portraits.

ANCIENT IMPRESSIONS

There have been several occasions to mention ancient impressions of gems and rings on objects of fired
clay (sce p.190 and Notes, pp.405t.), and some have scemed worthy of a place in the main groups. The
others are also mainly of iconographic interest, and they can often be dated on external evidence., but it
1s not always casy to be certain about nuances of style or even about whether a stone or a metal ring
had been used. 1 assemble here some token illustrations to demonstrate a little of the range of evidence
available from this source, so often overlooked.

"The impressions on loemweights form the largest class. The series from Corinth and Athens are best
published and roughly datable ecither by context or the shape of the weights. Some from Corinth are
shown in Figs. 262-8. The loomweight itself as a device is worth noting (Fig. 265); it appears often here
and i Athens. A few of the other motifs are mteresting. The posing of figures or animals on an altar
(as Fig. 264) becomes common in the fourth century (compare Fig. 272). Columns too had served as statue
bases in the Archaic period and are more often shown now supporting animals (as the dog on the im-
pression from near Paestum in Italy, Fig. 275) or figures like statues, as on the fourth-century Panathenaic
vases. Eros bound at the foot of a trophy (Fig. 267) is an early example of what is normally regarded as
a Greco-Roman subject. The impressions on one loomweight from Corinth (Fig. 268) offer a satyr
balancing a cup—a trick for girls or satyrs which seems to have interested Classical artists, and an armed
bird, recalling Athena’s owl] with her weapons (our Fig. 232). From Athens is an impression with two
mugs of familiar Classical form (Fig. 269) and a rather obscure cult scene involving a naked woman in a
cart with a goat’s head upon it (Fig. 270). On Athenian clay ‘tokens’, of uncertain purpose, but apparently
mmpressed by finger rings or stamps very like them, there are some typical devices: the popular joined
heads on a token with a vase on the reverse (Fig. 271); the altar base serving two Erotes (Fig. 272); and
the tamiliar crouching warrior (Fig. 273, compare Fig. 213) here faced by a rampant lion, although we
need not believe that a lion hunt was intended rather than a random but ntelligible combination of
heroic devices.

Phaistos in Crete yields an impression (Fig. 274) closely analogous with the device on an extant stone
(PL. 859). Such parallels are easily drawn for many of the more commonplace devices, and occasionally
tor the more sophisticated, like the boy and girl on the New York gem and the mmpression from Persepolis
(Pl 551, Fig. 208). The Ur impressions, from a late fifth-century tomb (see p.19o) are among the most
mteresting of all since they seem to have been made deliberately for the record of their devices, and
arc not real sealings or merely decorative or labelling devices added to a clay object. The boy and girl
(Fig. 276) are seen on rings, and there is an odd variant of the ‘hero crowned’ group, involving a Hermes
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(Fig. 277). Herakles with his foot on the lion, on an impression apparently of a stone scaraboid set in a
metal hoop (Fig. 278), offers a version of the famous Olympia metope and otherwise appears only on
another castern, Greco-Persian stone, yet to be discussed (Pl 856). The animals at play (Fig. 279) are
also matched in the Greco-Persian series (as Pl 913) and we can see that the Ur hoard spans the full range
of Classical Greek, Greco-Persian and Achacmenid glyptic (also Figs. 313-315, for impressions of finger
rings).

SEAL AND GEM USAGE IN THE CLASSICAL WORLD

Ancient authors tell us a little about the use of seals in the Classical period. Their remarks have often
been discussed by others and I have here relegated to the Notes references to the more useful passages.
Clearly seals were in common use for securing property and doors, presumably by a scaled clay dump
which would have to be broken to untie a cord and openadoororhd. They were used by the womenfolk on
their larders, by lawyers on documents, by public officials on property or voting urns. The possession of
amaster’s scal by a steward or agent was a badge of office, and a scal or scaling could be used as a form of
identification. Letters in tablets or scrolls were sealed by binding them with cord and sealing the knot.
Temple inventories of the Parthenon in the fourth century mention among the offerings signet rings
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and scals, mounted or plain, and we know from actual finds that they were acceptable dedications,
hke any other jewellery, but none would have been made specitically for this purpose, nor are any
nscribed as dedications.

Actual sealings from documents or property do not usually survive, since neither wax nor unfired
clay are particularly durable. A fire will bake the clay, but there are no major finds of real sealings from
the Classical period as there are from the Bronze Age or the Hellenistic. Vases would have been closed
as i the Bronze Age, by a wad of clay over the mouth, and the clay could be sealed. One such scal has
been preserved on a sixth-century Chian wine jar from a site in Egypt, but the jar had been reused and
the impression on the clay is from an Egyptian seal, nammg King Amuasis.

We nnght hope to win some mformation about the use of seals from a review of the devices chosen
tor them, and this is a subject which could reward further study, especially if the evidence of surviving
impressions is fully used, although at first sight the evidence is not promising. There are many ‘feminine’
devices—women, Aphrodite or Eros— especially on rings, and some inscriptions name women as owners,
like Mika on Pl 467 or Panawis on PI. 562. We nnght wonder what a girl would make of the gift of a
gem or gold ring showing Danae, seduced by Zeus' golden rain. A ‘Penelope’ on the other hand, promises
a happy homecoming after separation. If gems and rings were much worn by women it would probably
be for their value as jewellery rather than for their use as signets. There are not enough with funerary
subjects for us to presume any deliberate production of rings for burial in the Classical period, and we can
do no more than speculate about the possible personal significance of a device like an amphora, tripod,
loonweight, or, for sailors, Thetis riding her sea horse. Where Nike is shown or symbols of success
atsea or in battle we cannot know whether a particular event is commemorated or if general good fortune
15 being invoked. The devices are usually chosen from the decorative repertory exploited on other works
ot art. This is somewhat less true of the fifth century, when there is far greater originality in choice and
one may suspect a strong and distinctive iconographic tradition in the craft. It is increasingly true of the
fourth century. There are very few devices which suggest the influence of any personal or even civic
heraldry. Towards the end of our period there is a little more, perhaps, with a number of coin devices
bemg fairly closely copied, but it looks very much as though, by then, gem and ring engraving had lost
any independence of tradition in their 1conography and had become just another of the decorative arts,
although still attracting some outstanding artists.

The inscriptions on Classical gems and rings are hardly more informative than they were in the Archaic
period (p.141). Most are names and they appear in the fifth century with a few in the fourth, when we
begin to find simpler greetings or labels like *hello’ (chaire) or ‘a gift’ (doron). Personal advertisement
becomes commoner again with the Hellenistic period. Names in the genitive might be of owners or
artists, certatnly of an owner in the case of Mika's gem (PL. 467) where the artist signs also. Other names
in the genitive on fifth-century gems are Timodemos, Potancas (2), Polos and Panawis (Pls. 459, 473,
492, 562); on rings, Skythodokos (PI. 672); and a gem with only an nscription as device, Isagor(as),
must name the owner. Of the artists only Dexamenos explicitly and twice adds the verb ‘made’, once
adding his home (Chios), but twice leaving his name in the nominative (Pls. 446—469). Other nominative
names, perhaps of artists, are Sosias, Olympios and Phrygillos (Pls. 480, 633, 520), and on rings Athenades
and Anaxiles (Pls. 681, 688). Abbreviations or initials hid discreetly in the device probably also indicate
artists: Perga(mos), ND (pscudo-Onatas) and AD (Pls. 531, 590, 509), but when they are in the ficld they
were more probably added for the owner. Minor devices in the field resemble the ‘magistrates’” or
‘moneyers’’ countermarks on coins, and may be personal blazons—a knucklebone, crab, olive twigs,
genitals, fish, insects. Names in the dative on rings (Pls. 676, 724) are presumably of recipients and on
the latter the donor is named also. A complete departure from Archaic practice on gems, apart from the
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Island gem Ajax (Pl. 264) and Boreas, and the soter on a Late Archaic ring which appears to be an epithet
for the Herakles shown upon it (Pl 441), is the labelling of devices and figures. This had been common
on sixth-century vases. Now we find Fos, the Dioskouroi, Kastor, Penclope, Danae and Kassandra all
labelled, Orestes and Klytaimnestra, and a Lampadias, unless this is the owner’s name beside canting
device of a torchbearer. The Western Greeks avoided names on their gems and rings, butnot the Thracians,
or Etruscans.

There is not much opportunity for us to judge how many people possessed a seal. Herodotus remiarks
that every Persian carried one, so perhaps every Greek did not, and from Aristophanes it appcars
that many seals and rings distinguished the fops and the pompous. In the Olynthus cemetery it was com-
mon to find one bronze ring worn on the third finger of the left hand. Representations on vases might
be expected to help since details of diadems and jewellery are commonly shown, but on red figure vases
no finger rings at all are worn by men or women. Since the stone seals, which were more common n
Greece than the metal signets, may usually have been worn as pendants and not on finger ring hoops,
it 1s possible that some of the other ornaments worn by figures on vases held engraved seals. This might
casily be true of necklets with a single pendant, or wristlets, but most of the similar ornaments which
appear worn on ankles, thighs or upper arms are generally described as amulets or lucky knots.

We have to turn to the scals themselves for evidence about how they were worn. The scarabs and
smaller scaraboids might still be mounted on swivel hoops and worn on the fingers, but it is not likely
that the larger scaraboids were worn in this manner. These could be set in metal hoops to which a chain
was attached so that they could be worn around the neck or wrist (PL. 378), or on a rigid gold bracelet.
Alternatively a semicircular swivel could be provided, as for a finger ring, but worn as a pendant. This
had been a common method of mounting seals in the Near East. In Cyprus it seems to have been common
practice to provide a heavy circular swivel of silver, with a bulging hoop. The gold swivels from the Greek
world do not rival the Etruscan for their elaboration and quality as jewellery.

The earliest ringstones, oval with convex faces, are set in gold boxes on a stirrup-shaped hoop, like a
swivel, but immobile. The edges of the box may be elaborated with filigree (Pls. 386, 625). Cyprus
provides several examples. The later ringstones are set on hoops of the sort used for all-metal rings rather
than the swivel hoops. They fit the finger closely and the stone is either embedded in the thickened hoop
(as the metal ring types xm1, xvi) or provided with a separate socket upon the hoop (as Types x1v, xv).
These particular metal ring shapes of course derive from those with st stones and not vice versa.

We have so far considered only the private use of gems and rings as jewellery or seals. What of public
or othcial seals which would be fastened to state documents? It seems unlikely that these seals were much
like the gemsor rings we have been studying. In Athens there is evidence from mscriptions for the existence
ofa Public Seal in the fourth century, and on his one day of office the President of the Council held the seal
and the keys to the state treasuries. Whether such a seal existed in the fifth century is a matter for dispute.
The references are to a single seal, preserved, one imagines, for certifying the highest state business. But
there is evidence from the fifth century for other official seals, and the Public Seal may not have been all
that unlike them. On official measures found in the Athenian Agora—vessels of clay—impressions of
circular scals are found. They are not from finger rings or gems but scem to be made by cylindrical
rods, probably of metal, and their devices are so close to the contemporary coin devices that we may
suppose that they were cut by the artists who made the coin dies being used in the state mint, a mere
two hundred metres from the Council House.

Outside Athens the evidence is weaker. We have already observed that from its shape and device a
gem in New York (Pl 528) could have served as an official scal for Syracuse in the early fourth century,
but it is of cornelian, not metal. Other attempts to identify public seals have not been convincing. Com-
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parable use of mtagho stamps m otficial business may be noticed. In Athens there are the clay and lead
‘tokens’, the former starting in the titch century, the latter in the fourth. Most of the clay and all the lead
are impressed by circular stamps, not our gems or rings, but perhaps made of clay, wood or metal. The
stamps used on wine amphorac or tiles, first in the fifth century and increasingly later, were apparently
ot clay. They sometimes carried ciey blazons like those which appear on the coms.

[t1s appropriate that this chapter should end with some remarks about the relationship between Classical
gemsand coms. We might expect this relationship to be a close one. The scale is approximately the same,
and the techmque of cutting an mtagho coin dic in metal must be related to that of cutting a stone gem
or metal ring, even 1t it is not the same precisely. Morcover, the devices of both gems and coins are
mtended to label or identify on the one hand a person, on the other a state. Where there has been cause
to discuss the possibility of official seals the comparisons have mevitably been with coin devices. Otherwise,
however, there is remarkably licte correspondence m devices, and there are not many examples—mainly
of the fourth century —where a coin device seems to have been deliberately copied for a gem or ring.
Even then we may wonder whether both may own some other common source for the design.

Styhistically —and here the exigences of technique play a role—there are better grounds for com-
parison in the Archaic series (see p-158) than the Classical. The best Classical gems are far more finely
detatled and delicately modelled than the best coins and comparisons are more readily drawn with finger
rings. Yet it 1s impossible to believe that the cutting of coin dies could have been a full-time job for even
an ttinerant artist, and it is highly probable that the same artists worked on gem stones, metal rings, metal
dies and probably gold jewellery. It is a pity, then, that arguments based on the only apparent signatures
common to coms and gems (Phrygillos and Olympios, see pp. 200, 210) have to be so mconclusive. Com-
parisons with the subjects and styles of coins have been drawn in this and the last chapter, and there is
undoubtedly room for more study, but it seems likely to prove of at least as much benefit to the numis-
matist as to the scudent of gem engraving and cannot be pursued further here.
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LIST OF ILLUSTRATIONS TO CHAPTER \%

Measurements are given of the maximum dimension o “the intaglio face, in millimetres
£ L Y S,

COLOUR PLATES

Pacr 203
1 Londen 507, pl. 9. Green jasper scarab. Sce DI 444

2 London 502, pl. 10, Agate sliced barrel. See ). s10.

3 London, Victoria and Albere 122 1864, Cornelian

cylinder i a gold setting on a gold chain. Sce Pl 595,
4 London 563, pl. 10. Burnt sliced barrel. See P, 517.

s London 502, pl. 10. Agate shiced barrel. See 2 and Pl 510.
6 London 511, pl. g Onyx scarab. Sce Pl 489

7 Chalcedony scaraboids, Types C and A

Pacr 217
U LondonR 5o, pl. 2, from Syracuse. Sce P, 710,

2 LendonR 49.pl. 2, fig. 14 See Pl 671

3 LondonR 68, pl. 3. Sce Pl 762

4 London, Victoria and Albert 437-1871. See Pl =60.

5 London, Victoria and Albert 5521910, See P, A3k

6 LondonR gy, pl. 4, from Smiyrna. Sce PL 731

7 London 1934. 11-15.1. Gold rmg with box bezel.

Device in relief within scrolls: a naked woman and a pillar.
BAMQax, pl. sd; Higgins, Jeweilery (London, 1961) pl. 24¢.

TEXT FIGURES

Crassicar Gems
Fig. 200 Some Classical gem shapes.

big. 201 New York 67, pl. 11. Agate cut scarab. L.
Sagittarius with stars (H).

Fig. 202 Once Arnde A1483, from Olbia. Chalecedony
scaraboid. L.21. A woman scated on a stool Juggles with
two balls (H). Sambon-Canessa, 1910, 300. Similar figures
on vases, see JHS Ixv, 42 and pl. 6, ARI 698 ; Devambez,

Greek Painting (London, 1962) pl. 122. Closest 1s the motit

with the Nike-Terina on coins, Reghng, Terina (Berlin,
1906) pl. 2.aa.cc.

Fig. 203. Paris, BN, Pauvert 83, pl. 6, from the south
Black Sea coast. Agate scaraboid (A).L.21. A youth seated
on the ground binding on a sandal. Monogram of era,

delta (H)

Fig. 204 Once Chandon de Briailles. A heron preening.
Inscribed O1. AJA v, pl. 25.63.

Fig. 205 New York 130, pl. 21. Chalcedon v scaraboid (A).
L.21. A kantharos between dolphins (perhaps added) (H).
AGpL 3114 Lippold, pl. g8.12.

Fig. 206 Berlin F 305, pl. 6, D 184, from Meclos. Chalce-
dony scaraboid (A). L.20. Linked mouthpieces of double
pipes (auloi). AG pl. 13.29. This explanation was suggested
to me by Martun Robertson. Cf. Wegner, Musiklehen
(Berlin, 1949) 54 and pl. 19 (better, .\ lustkgesch. in Bildern :

Griechenland (Lerpzig, 1963) fig. 22) or Schlesinger, The
Greek Aulos (London, 1930) plo13s Arch. Ephi. 1937. i, 133,
fig. 1.0 A similar subject on a later tingstone, Berlin F 6404,
pl4s.

Fig. 207. Paris, BN 1689. Rock crystal scaraboid (A).
L.27. A girl centaur pours from 4 rhyton mto a cup. AG
pl. 12.41; Lippold, pl. 75.11. On centauresses see BMQ xxx,
36—30; Gymnasinm 1xiv, 217.

Fig. 208 Teheran, from Persepols. Clay 1mpression.
Deviceasour PLL 551, Schmide, Persepolisu (Chicago, 1957),
pl. 12.48.

Fig. 209 Private. Chalcedony scaraboid, cut on the back.
L.18. A heron with a frog. AJ4 Ixi, pl. 814,

big. 210, Pans, de Clereq i, pl. s.101. Blue chalcedony
scaraboid (B). L.23. A rearing goat.

Fig. 211 Once Southesk B.g, pl. 2. from Corinth. Corne-
lian lion gem. L.20. An cagle with a wreach. AG pl. 12.28;
Lippold, pl. 93.14.

Fig. 2120 New York s5. pl. 9. Cornelian lion gem on a
rectangular phinth. L.rg. A lion with a limb.

Fig. 213 London, Sir John Soanes Museum, from Taren-
tum. Chalcedony cut. L.18. A warrior kneels behind his
shield. Vermeule, Num. Cire. 1953, 53, hig. 1, where the
motif 15 discussed.
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Frg 21y Athens, trom Thebes, Mottled Jasper scaraboid.
L24 A horned, winged Priapus tigure holding a thyrsos,
with a throwmg suck on the ground. A¢ fig. 100.

1o21s Boston, LHG 84, pl. 5. Mottled Jasper scaraboid.
2o A mpod cauldron wath a hid bearmg spikes.

Iig. 216 Once Evans, tfrom Spata, Atvica. Clear glass
scarabord. L.220 A naked man, trontal, with two spears
and a branch. Inscribed Kastor (H). AG pl. 12230 LG
pl. A2z

Crassrcar Fincir Rines
bigo 217 Classical ring shapes.

Fig. 218 Once Amdt A2468, from Leshbos. Gold. L. A
hon.

Fig. 219 Bern, Merz Coll. Gold (). L. A pelican.
Schetold, Meisterwerke (Basel, 1960) no. 565. For the bird
m Greek art sec Jacobsthal, Greek Pins (Oxtord, 1956) 62,

Fig. 220 Berlin F 287, pl. 6. Gold (I11). L.16. A man’s head
and gentals. AG pllo10.35; Lippold, pl. 67.4; Becarn,
pl. 80.322: Jacobsthal, Die Mel. Rel. (Berhn, 1931) 157;
Rend. Pont. Acc. xxxv, 56, fig. 24.

Fig. 221 Once Guilhou 83, pl. 3. Gold (11). L.16. Athena
standing between branches (olive?), her shicld on the
ground betore her, a bird flving to her.

Fig. 222 Panis, de Clercg vn, 2810, pl. 19, trom Amnt.
Gold (IT). L.18. A beardless Herakles standmmg with a club.
A chlamys over his left arm (3).

Fig. 223 Pans, de Clereg vin, 2867, pl. 20, from Amrit.
Gold (II). L.1s. A lion arracks a gritim. For the same
adversaries on the Letnitsa plaque see Venedikov, Bulgaria's
Treasures from the Past (Sofia, 1965)

Fig. 224 Paris, de Clercq 2870, pl. 20, from Amrit. Gold
(IN. L.13. A lion with an animal limb.

balancing a stick on her foot. Compare the stick balanced
on the hand on our /. 593.

Fig. 225 New York %6, pl. 15, Gold (IV). L.i6. A girl

Fig. 226 Unknown (impressions in Oxtord). Metal prism.
L.z 1. A seated woman with Eros (?). 2. A Maltese dog.
3. A seated woman with a branch. 3. A hern.

Fig. 227 Bern, Merz Coll. Gold (VH. L.16. A woman's
head, wearing a satyr mask cap.
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tig. 228 London WA, obtamed Rawalpmdi. Gold
(IXV. L2y, Omphale, naked, m the pose ot THerakles.
Dalton, Oxus Treasure (London, 1926) pl. 16,102,

big. 229 Once Guithou pl. 6,124, Gold. Las. A half
naked woman seated on an altar betore a tuncral loutro-
phoros.

g, 230 Janmna, from Kerasa. Silver, Orestes slavs
Klytamnestra, scated on an altar. Inscribed with their
names. BOH Ixxxiv, 7441, tig. 25 Dakaris, Cienealogikoi
mythoi ton Molosson (Athens, 1964) pl. 3. 1 amm mdebted to
Protessor Dakaris tor notes on this mmportant piece. For
the slaymg on an altar see BCH Ixxv, 3164,

Fig. 2310 Istanbul, from Lampsakos. Gold (the sides of
the hoop are decorated with scrolls). L.2s, Aphrodite,
scated on - astool, plays morra with Eros. A¢ fig. 9o;

JHS 1898, 129, On the game see Metzger, Mon. Piot x1,

6otf. (Coll. Stathates i, 169 also Trendall, Red fionred
vases of Lucania . . . (Oxtord, 1967) 9o Arch. Repors
1963/4 12, fig. 135 on a bronze mirror support, Jantzen,
Bronzewerkstatten (Berlin, 1937) pl. 6.28.

Fig. 232 Oppenlinder Coll. Gold (X1). An owl, shoulder-
g a branch, perched on a shicld with a helmet beside it

s Antigua (Luzern) w, pl. 54.165. On armed owls, le
Lasseur, Les Déesses armées (Paris, 1919) 3s4tf.; BOH Ixx,
177, fig. 8 and pl. 9; and compare our Fig. 268,

Fig. 233 LondenR 83, pl. 3, from Selino, Crete. Gold (1X).
L.27. An arrowhead, with the letters GA. On Cretan
arrowheads, Proc. Soc. Ant. xxxii, 154~7; Boardman,
Cretan Coll. (Oxford, 1961) 121, no. 5305 Snodgrass,
Greek Arms and Armour (London, 1967) 40, 81. Compare
LondonR 9o (Notes, no. 669). A ring with a spear device
mentioned i the third-century  Delian mventory, cf.
EADelos xvin, 316, no. s.

Fig. 234 New York 143, pl. 25. Silver with three bronze
studs. Shm pointed bezel, but the hoop has broad filled
shoulders. L.24. An archaising armed Athena. Compare
coms of Prolemy I, Kraay-Hirmer, figs. 797, 798.

Fig. 235 Salonika 5420, from Sedes, tomb (later fourth-
century, with a com of Philip 1 and jewellery). Gold (1X).
L.19. A scated woman suckling a child. Arch. Eph. 1937,
882, fig. 15.

Fig. 236 Oxford, Gordon Coll., from Piracus. Silver
with a gold crescent inset (I1X). L.18. A woman with two
torches.,

Fig. 237 LondonR 1131. Silver (IX). L.is. A ftox with a
vine. Compare Pl 497.



Fig. 238 LondonR 1043, trom Greece. Silver (VII). L.zo0.
A knucklebone in 4 wreath,

Fig. 239 Tarentum. Gold (112). A winged nymph with
a caduceus and bird. Becatti, pl. 84.335. For an explanation
ot the wmged figures on this group of rings (also our
Pls. 758, 760) sce Regling, Terina (Berlin, 1906) 6668 ; and
the Terina coins are shown in Kraay-Hirmer, tigs. 272-2x0,
where she is called stmply Nike. The association of these
nngs with Ferma is discussed now by Pozzi in Klearchos
29-32, 1531

Fig. 240 Unknown. Lo A scated woman with a bird
on her wrist (H).

Fig. 241 Once Guilhou 128, pl. o, from Tarentum. Gold.
L.22. Hermes fastens a wmged sandal. AG pl. 61.35;
Lippold, pl. 10.6. The motif is common later and comparc
late fourth-century coms of Sybrita in Crete, Kraay-
Hirmer, fig. 553.

Fig. 242 Paris, Louvre Bj. 1349, Silver (VII?). A woman
with a wreath (H).

Fig. 243 Once Guilhon So. pl. 3. Gold. L.2s. A hippo-
camp. Compare the styleof Naples 126464 (Notes, no. 808).

Fig. 244 Naples 25088, from Capua Vetere. Gold (XII).
L.24. Athena. Siviero, Gli ori ¢ le ambre (Florence, 1954)
no. 103, pl. 114c,d; Bregha, Car. (Rome, 1941) no. 115,
pl. 17.3: Becau, pl. 85.342.

Fig. 245 Once Guilhou pl. 6.126. Gold. L .0, Nike with
stylis(?) and thymiaterion. The tigure fills the field.

Fig. 246 Naples 126451, Gold (XI1). L.24. Eros with a
thyrsos, bowl and club (?). Silviero, op. cit., no. 100,
pls. 112a,b,113; Breglia, Car. no. 154, pl. 24.4.

Fig. 247 LondouR 1092, pl. 27, fig. 132, Silver with an
mset gold crescent (XIV). L.y, A girhas sitting in the lap
of a youth. Compare BSR xxxiv, pl. 4, ix—xi: Sehnus
scaling, Nor Scav. 1883, pl. 5.1, 2.

Fig. 248 LoundonR 1103, fig. 135. Silver (XVI). L.y, A
bird on a rosc.

Fig. 240 LondonR 111, from Crete. Gold (X). L. A
flying bird in a wreath.,

Fig. 250 LondonR 1059, from Crete. Silver (X). L.zo.
Eros with raised arms.

Fig. 251 LondonR 1230, pl. 30, from Sidon. Bronze ().
L.23. A lobster.

CLASSICAL GEMS AND FINGER RINGS

Fig. 252 New York 127, pl. 21. Bronze (IV?). L.21. An

cagle tears a fawn.

Fig. 253 New York 44, pl. 8 Gilt bronze (VII). L.21. A
fat man carrymg a fawn, game and a crooked stick.

Fig. 254 Salonika, Olynthus x, 459, pl. 26. Bronze (VII).
L.18. Eros kneels to shoot a bow.

Fig. 255 Salonika, Robinson, Olynthus x (Baltimore,
1941), 448, pl. 26. Bronze (V1. L.rs. A poppy.

Fig. 256 LondonR 1455, pl- 33. Silvered iron, a bronze
bezel plate with gold stud (VID). L.y A panther (not
“aseal’) sittng on a column. Compare the pairs on coms
ot Lycia, Babelon, pl. 102.12-16.

Fig. 257 Salonika, Olynthus x, 436, pl. 26. Bronze (V1I).
L.21. A grotesque of beardless, bearded and a satyr’s head,
with a bird.

Fig. 258 LondonR 1256, pl. 30. Bronze (X, with a ridged
hoop near the bezel). L1y, A boy’s head emerging from
a murex shell. For tigures cmerging from shells compare
AG pls. 25.32, 28.24,30,60; London 2414, pl. 28,

Fig. 259 LondonR 1253. Bronze (VII). L.20. A bird with
a large. bearded muan's head. Compare OJh xxxii, 31,
tig. 15 Hackin, Nour. Rech. & Begram (Paris, 1954) 147,
figs. 455-6; and an amphora handle stamp from Samos
(late fourth century).

Fig. 260 LondonR 1332. Bronze (XVIL very heavy). L.37.
A jamform man’s and youth’s head wearing a flat conical
hat. On the type sce Marcadé in BCH Ixxvi, so6ft. The
same device on the Hellenistic gem, AG pl. 26.32.

Fig. 261 Naples 25222, from Pompeii. One of a pair of
gold discs, cut out to show the device of 3 cornchan intaglio.
W.17. A half-naked goddess, by a column and with her
toot on a helmet (?), feeds a snake from a horn. Hygeia.
Siviero, op. cit., no. 9, pls. 110b, r11a; Breglia, Car.
nos. 186-7. The second disc has the same device, reversed.

Figs. 262-8 are impressions on loomweights of a type
assigned to the first half of the fourth century at Corinth:
Corinth x11 (Princeton, 1952), 153, IX.

Fig. 262 Corinth xii, no. 1100, pl- 75, fig. 25. Impression
of a finger ring on a clay loomweight. L.13. A satyr

shoulders a wine jar.

Fig. 263, Ibid., no. 1125. L. 14. Nike crowns a trophy.

(9]
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Fig. 204 Ibid nosiegy. Loty Two telmes seated on an
altar. For the two ammals see the zlass scaraboid, Munich 1,

287, pl. 33

big. 205 Cormtlixn no. 1145, pl. 75, tig. 25.1..16. A loom-
weighttas the objeet on which 1t is impressed.

Frg. 206 Cormth KNSo. Inipressionon a clavioomweight.
L2880 A seated dog, and male gemtals. Corintl xv, 2, 277,
tig. 7, pl. 57, no. 20. For the genitals compare our Fig. 220

Fig. 267 Cormth KNi26. npression on a clay loom-
weight. L26. Eros bound at the toot of a trophy wich
helmet, spear and shield. bid., no. 40 Corinth xn, no. 1149;
AJA xl 481, figs 210 An early representation of a subject
common on later Hellenistic and Roman gems ; sce Rumpt
m Reallex. Antrke und Christennom vi, 327,

Fig. 268 Corinth. Two mmpressions on a clay loomweight.
1. A bird wearing a plumed helmet and carrying a slield
and spear. Compare the armed owl of Athena on the finger
rg, Fig. 232, and references there cited. 2. A satyr with
goat legs dances, balancing a kantharos on his foot. Com-
pare the balancing tricks of satyrs on the Douris psykter,
Buschor, Gr. Vasen (Munich, 19.40) fig. 184, and the girl
on our Fig. 225. BCH xc, 753, tig. 4; ADelt xx1, Chr.,
pl. 127a.b.

Fig. 269 Athens, Agora, Pnyx Ws3. Impression on a clay
loomweight. Las. Two mugs. Hesp. Suppl. vii, 83,
fig. 34, no. 67. The shape 1s common in Athenian black
ware of the later fifth century.

Fig. 270 Berlin 6787, from Athens. Impression on a clay
loomweighe. A woman, apparently naked, in a cart decor-
ated with a goat’s head. Her gesture 1s that of the dancing
girls on our Pls. 710, 711. Furewingler, Meisieriverke
(Lewpzig, 1893) 257, tig. 33.

Fig. 271 Athens, Agora T3334 (context of second half of
the tourth century). Impression on a clay token. W.i8.
1. Grotesque composed of heads of a man, a woman and

alion, with a bird as the man’s beard. 2. A broad kantharos.

Lang, Agora x (Princeton, 1964), pl. 32, C7. For 1 compare
our g, 227 and Pl 417,

Fig. 272 Athens, Agora MC799 (fourth-century context).
Impression on a clay token. W.rs. Two crotes croucl,
perhaps playing knucklebones, on an altar. Agora x, pl. 32.
Cro.

Fig. 273 Athens, Agora MC27; (fourth-century context).
Impression on a clay token. W8, A warrior with pilos
helmetand spear crouching behind his shield before which
1s a rearmg lion. Agora x, pl. 32, Cry. For the warrior
alone see our Fig. 213

Fig. 274 Herakhon, from Phaistos. Impression on a clay
disc weight. A woman liftng her clothes from a tree, at
the foot of which stands a Jug. Ann. xhu-xliv, 8111,
figs. 181, 23. Compare our P, 859.

Fig. 275 Pacstum, from S. Cecila. Impression on a clay
cvhnder, like part of a handle. L.16. A dog scated on an
lonic column. Rom. Mint. Ixx, 29, plois.a,2

Fig. 276 From Ur. Clay sealing from a finger ring (?).
Lo, A girl scated on the lap of a youth. Ur x, pl. 40.730.
On the mouf sce BSR xxxiv, 14, our Fig. 247. This, and
the following three, with Figs. 313-315, are from a late
fitth-century grave.

Fig. 277 From Ur. Clay scaling from a finger ring (2).
L.18. A woman crowns Hermes who is wearing a chlamys
and holding his caduceus. Ur x, pl. 40.737. The scheme is
as that of Nike and Herakles, and the situation here, with
Hermes, is not readily explained.

Fig. 278 From Ur. Clay sealing from a scaraboid sct in a
metal hoop. L.18. Herakles, with his club, stands with his
foot on the defeated lion. Ur x, pl. 40.746. For Herakles
with his foot on the lion compare the Olympia metope
and our Pl 856.

Fig. 279 From Ur. Clay sealing from a scaraboid (@)
L.22. Two rearing horses, rubbing necks. Ur. x, pl. 41.766.
Compare the animal games on Pl 913 and Notes, Chapter
VI, no. 114.

BLACK AND WHITE PLATES

“Asterisked numbers mdicate that the picee is illustrated in original. All other photographs show impressions

CLASSICAL GEMS

Earry Crassicar

PL 444 London 507, pl. 9. Green jasper scarab (very simply
incised. perhaps recut). L.17. The head of a bearded man
(H). The two letters are modern additions. See colour,
p. 203.1.

286

Pl 445 London 508, pl. 9. Cornelian scarab (wellcur). L6,
The head of a youth wearing a pilos, which is fastened
beneath the chin by a cord. A loop for hanging the cap at
its crown (H). AG pl 1431 Lippold, pl. s7.2. Compare
coms of Melos, Num. Chron. 1964, pl. 1,18, 2.28.



Pl. 446  London 5oy, pl. 9. Plasma scarabod (Archaic
shape). L7 Unfinished. A bearded head with a ram’s
head and hon’s head attached behind. The beard looks as
though it was to be treated as a bird's body, hke the Greco-
Phocnician mixed heads (see PL 417), in winch case the
flap below might have been first cut for an animal torepart
(a boar?).

Pl 447  London 510, pl.o. Cornchan scarab (well cut). L.18.
The head of 4 woman, wearing carring and necklace. A
crescent above (H). For the hairstyle compare the Syracuse
com, Kraay-Hirmer, tig. 9o. For heads of Selene see A4
1963, 680oft.

PL 448 London 509, pl. 9. from near Syracuse. Agate
scarab (well cut). L.21. A woman’s head, as the last, but
trontal, or lightly tured right (only one car shown) (I 1).
AGplo14.37.

PL 449 Boston 98.716, from Greece. Red and white
Jasper scaraboid (A). L.17. Danac holds out her himation
to recerve the golden rain of Zeus. Beyond her is the end
of her bed, with pillows. AG pl. 61.36; Lippold, pl. 47.3.
On the subject see BCH Ixx, 438; Cook. Zeus m, 460t

Pl. 450 Paris, BN, de Luynes 254. Chalcedony scaraboid
(A). L.16. Demeter, holding a corn stalk. AG pl. 12.29;
Lippold, pl. 22.1.

Plogs1 New York 68, pl. 11, from Cyprus. Chalcedony
scaraboid (A). L.19. Hades abducts Persephone, who drops
her torch. AG pl. 9.32. On the subject, Schauenburg in
Jdlxxiil, 49, and ART 647.

Pl 452 Boston, LHG 49, ‘pl. 3, from Delphi. Mottled
yellow jasper scaraboid. L.20. Apollo with bow and trnipod.
Beazley suggests that this may be an excerpt from the
scene of the struggle with Herakles for the tripod.

Pl 453 Paris, BN, de Luynes 264. Rock crystal scaraboid
(A). L.21. Skylla. Perrot-Chipiez, Histoire de I' Art iii (1885)
442, hig. 315. For the mouf on gems see BSR xxxiv, 7.
Another (2) gem with the motif in Mon. Ined. m, pl.os2.9
(Lenormant), and on a glass scaraboid, Notes to chapter V,
no. 3§88.

Pl 453 Paris, BN, de Luynes 289. Rock crystal scaraboid
(A). L.26. A seated sphinx. AG pl. 12.48; Lippold, pl. 78.6.

Pl 455 Boston, LHG 47, pl. 3. Cornchan scaraboid, cut
on the back. L.18. Apollo frontal, with sceptre, laurel,
hawk and fawn (H). AG pl. 10.3; Lippold, pl. 8.4.

PL. 456*  Bonn, Miiller Coll. Cornelian scarab (well cut).
L.15. An Amazon m castern dress and with tacing head, is

CLASSICAL GEMS AND FINGER RINGS

lcanmg on her battle axe. For comparably cquipped
Amazons on fifth-century vases see von Bothmer, Amazons
in Greek Art (Oxford, 1957) pls. 721

PL 457+ London 449, pl. 8. trom Amathus, tomb 287
Cornelian scarabord, with a ridged back. L.14. A w arship,
showmg rowers and three marines. Found with London 267
and a fifth-century coin of Idalion.

Pl. 458 Bowdomn College 486. Chalcedony scaraboid.
L.18. Gorgoneton. Inscribed is. AJA Ixvi, pl. 104.2.

Pl 459 Péronne, Danicourt Coll. (once Castellani 9go),
from Sparta. Blue chalcedony scaraboid (A). L.17. A dog.
Inscribed Timodemo. AG iii, 136.

Pl 460 Boston 98.718, tfrom Greece. Chalcedony scara-
bod (A). L.18. A cow and a tree. AG pl. 61.38; Lippold,
pl.go.12; Richter, Animals fig. 100. We think of Io
tethered to the tree at Argos (cf. Cook, Zeus i, 440).

Pl 461 Leningrad, from Nymphacum, tamulus 24. Ob-
sidian (?) scaraboid (Archaic shape). L.17. A cow and calf.
An Achaememd winged disc cut on the convex back. AG
m, 128; Mat Res. Ixix, pl. 24.2; Artamonov, fig. 36.

The mouts of tront and back combined on a later coin of
Tarsus, Kraay-Hirmer, tig. 673.

Pl 462 Boston 27.664. Cornelian scaraboid, cut on the
back. L.22. A cow with a calf, and a cock. Richter, Animals
(Oxtord, 1930) tig. 92.

Pl 163  Boston, LHG 69, pl. 4. Cornelian scaraboid. L.18.
A mule.

PL 464 Leningrad, from Kerch, found with Pl 68,
Rock crystal scaraboid (Archaic shape). L.18. A griffin with
an astragalos below. AG pl. 11.27; Lippold, pl. 8o.14.

PL 465  London 1925. 10-17.2. Cornelian scaraboid with
a hghely convex face. L.1g. A gntfin.

DEXAMENOS AND HIS CONTEMPORARIES

Pl 466 Boston, LHG 5o, pl. 3. from Kara, Attica. Red
and yellow mottled jasper scaraboid (A). L.20. The head
of a man (H). Signed Dexamernos epoie. AG pls. 14.3, 51.8:
Jacobsthal, Die AMel. Rel. (Berlin, 1931) 156f., tig. 37:
Rend. Pont. Ace. xxxiv, 56, fig. 23; Berlin. Mus. Ber. xXvi,
44, fig. 15 Burl. Mag. 1960, $91, fig. 21.

Pl 467  Cambridge. trom Greece. Blue chalcedony scara-
boid (C). L.21. A woman seated on a stool, ftaced by a
maid with mirror and wreath (H). Signed Dexamenos,
with the name Mikes above the woman. AG pl. 14.1;
Lippold, pl. 64.1: Richter, Furniture (London, 1966) 132,

287
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fig. 031; Jacobsthal, op. at., 152, fig. 31 (dated ¢.440);
Burl. Mag. 1969, 592, tig. 32.

PLgoN  Leningrad, from Kerch. Blue chalcedony scara-
bord (C). L.2o. A fiving heron. Signed Dexanmenos epoie
Chios. Rev. Arch. 189801, pl. 8.5 AG plt 1gegl Lippold,
ploos.s: LHG pl. B 3. Maximova, Kar., pl. 2.3 Burl. Mag.
1069, 592, tigs. 29, 30. On the identitication of these birds
see LHG Pp. 39-61.

Plyog  Lenmgrad, trom Taman. Red and black mottled
Jasper scaraboid (A). Loy, A heron and a locust (H).
Signed Dexamenos. Rev. AArch. 1898, pl. 8.3: AG tig. gy
Burl. Mag. 1969, 592, tigs. 25, 20.

Pl 470 Lenngrad, from Kerch. Red, black and w hite
mottled jasper scaraboid. (A). L.20. A Chian wine amphora.
AG i, 1390 ABC pl. 24.15. For Chian vases of this shape
see BSA hin/hv, 308 and Grace, Amphoras and the ancient
wine trade (Princeton, 1961) tigs. 14, 48, 49 Burl. Mag. 1969,
$91, t1g. 27.

PL 471 Berlin D 158, Rock crystal scaraboid (A). L.22.
The head of a youth. Dichl, Berlin Mus. Ber. xvii, 44,0121
Burl. Mag. 1969, 591, fig. 22

Pl 472 London 529, pl. 9. trom Greece. Rock crystal
scaraboid (A). L.30. A woman scated on a chair, playing a
trangular harp (H). AG pl. 14.20; Lippold, pl. s9.10:
Bur. Mag. 1969, 592, tigs. 32, 33. For the type of harp see
Herbig, Ath. Min. hiv, 169ff., and fig. 25 JHS Ixxxvi, 60ft,

Pl 473 Boston, LHG 67, pls. 4. 10, from Messenia.
Chalcedony cut scaraboid. L.20. A horse with loose reins
(H). Inscribed Potanea. AG pls. 0.31, 14.5, 51.9; Lippold,
pl. 89.3.

PL 474 Boston, LHG 4gbis, pl. 3, from Melos. Rock
crystal scaraboid (A). L.26. Amazons, one mounted, one
scated, 1n ecastern dress.

Pl 475 Lemngrad, from Kerch, luz-Oba. Red and yellow
mottled jasper scaraboid (A). L.22. A horse with loose reins
runs towards a pole with a fillet attached to it (H). AG
pl. 14.15: Lippold, pl. 89.6. The loose horse by a post 1s
seen on coms of Kleitor, Babelon, pl. 225.24, 25.

Pl 476 Zirich, Remund Coll. Scaraboid (A). A horse
with loose reins. Earlier than the Jast.

Pl 477 London <88, pl. 10, from Lecce. Rock crystal
scaraboid (A). L.28. A horse with loose reins.

Pl 478*  London 557, pl. 10. Chalcedony cut scaraboid.
L.22. A centaur, struck m the back, an animal skin around

288

s neek (1), Inseribed chi. Flalf the stone 1s missing (below
the human chest and the horse's legs and belly: restored)
AG pl13.30: Lippold, pl. 76.4.

PL 479 Paris, BN 1866. Bluce chaleedony scaraboid (A).
L.24. A four-horse chariot. 4G pl.g.s4.

PL 480 Nuaples 1297. Agate scaraboid (B). L.19g. The head
of a womuan (H). Signed Sosias. AJA i, pl. 8o.1. For the
fattened omega in the msenption see Jeftery, Local Scripts
(Oxtord, 1961) 325.

PL 481 London 518, pl. . from Ithome. Agate scaraboid
(A). L8 The head of 0 woman. tsernibed Fos. AG
pl. 1433 Lippold, pl. 32.7: Berlin., Mus. Ber. xvii, 17, hg. 4.

PL 482 London 531, pl. o. Chaleedony scarabord (A/C).
L2t A rechining half-naked woman pets a heron. Above
s aflymg ant. AG pl. 13.20; Lippold, pl. 03.5.

Pl 483 Leningrad, from Kerch, Pavlovsky kurgan. Cor-
nchan scarab (simple). L.1s. A naked woman crouching,
holding some material (H). AG pl. 13.27; Lippold, pl. 63.6.
On the subject. Lullies, Die kauernde Aphrodite (Munich,
1954) §8.

PL 484 Munichi, 331, pl. 39. Cornchian scaraboid (Archaic
shape). L.is. An athlete, frontal, but one foot in protile,
with mattock (not a ‘Schlagstock zum Ballspiel'!) and
stigil (H). The mattock is more common in Etruscan
scenes (Beazley, Err. Vase Painting (Oxford, 1947) 60, 80);
the Greek.usually show pick axes.

Pl 485*  Taranto 100024, from Piazzale Sardegna, 1954.
Cornelan scaraboid. A lion-headed Herakles with club,
bow and lon skin. AA 1956, 248. For Myron's Herakles
see Lippold, Gr. Plastik (Munich, 1950) 139 with pl. 49.2.

Pl 486 London <15, pl. 9, from Kourion. Cornelian
scaraboid (A). L.18. Athena stands holding an aphlaston 1n
her right hand, her shield and spear at her other side. Beside
her a coiled snike. AG pl. 9.33: Lippold, pl. 20.3. On the
subject see Brett in Trans. Ini. Num. Congress (London,
1938) 23ff., and for our gem 31f. and fig. 5. For the Athena
and snake see the relief dated 427/6 Be, Essays ... Lehmann
155, 1ll.2.

Pl 487  London 520, pl. 9. Blue chalcedony scaraboid (A).
A sphmx. AG pl. 14.12; Lippold, pl. 78.2.

PL 488 New York 129, pl. 21. Chalcedony scaraboid (B).
L.24. A sca serpent. The limbs and streamers may have
been suggested by wings. Apart from the dog-like head
this is a wholly uncanonical treatment of the monster.



PL 489 London 511, pl. 9. Onyx scarab (simple, with
omega back and double ndge: on the banding of the scone
see p. 376). Lo, A flying goose. AG pl. 14.2; Lippold, pl.
Y5.7. See colour, p. 203.0.

PL 490 Boston, LHG 66, pls. 5, 10. Chalcedony scaraboid
(A). L.20. A heron. AG fig. 228: Lippold, pl. 9s.6.

PL 491 Munich i, 297, pl. 34. Red and clear JASper scara-
boid (A). L.22. A scated griffin. Lippold, pl. 80.2.

Pl 492 Boston 13.242, from Ithome. Chalecedony  eut
scaraboid. L.ig. Herons beside a silphion plant ().
Inseribed Polo. AG pl. 61.39: Lippold, pl. gs.5.

Pl 493  Boston 01.7562. Chalcedony scaraboid (A). L.25.
An cagle lying with a snake, scen from below. Lippold,
pl. 94.8. On views of the cagle from beneath see Karouzos
in Theoria (Festschritt Sehuehhard: Baden-Baden, 1960)
120t.

PL 494%  London 552, pl. 10. Cornehan scaraboid, cut on
the back (A). L. 20. An eagle flying with a snake.

Pl 495 Heraklion, Metaxas Coll. 1249. Scaraboid. L.22,
An cagle carrying a dead animal (fawn or hare?).

Pl. 406 Heraklion 725. Cornelian searaboid (A). L.ag.
A dog. Cf. mid-century coins of Scgesta, Rizzo, Monete
gr. di Sicilia (Rome, 1945) pl. o1 1-3.

Pl 497 Oxford 1892, 1494, from Trikka. Blue chaleedony
cutscaraboid. L.21. A fox and a vine. AG pl.9.62; Lippold,
pl. 87.5. The seene as a shield deviee on ARV 85, 2;
(Skythes), and a tourth-century finger nng (our Fig. 237).
On foxes and grapes sce Gow on Theocritus, 1dylls 1 49 (the
gentin i, plo1.3).

Pl 498 Boston, LHG 79. pl. 4, bought in Ruvo. Blue
chalcedony scaraboid (B). L.24. A plunging bull. The legs
differently posed to the next.

Pl 499 Unknown. L.21. A plunging bull (H). For this
and the walking bull types on coins of Thurium sce Kraay-
Hirmer, figs. 251, 252. 254; Num. Chr. 1958, 25; there 1s
the same suecession of types on coins of Phlious, Babelon,
pls. 218-9.

PL 500 Paris, BN, Paupert 63, pl. s, from South ltaly.
Agate searaboid (A). L.1y. The torepart of a bull, the head

in three-quarter view.

PL so1 Munichi, 310, pl. 36, from Cacsarca. Blue chalce-
dony scaraboid. L.17. As the last but the head in profile.
Lippold, pl. 91.3. Cf. coms of Samos, Kraay-Hirmer,
fig. 615.
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Pl 502*  London s12. Comelian scarab (probably  cut
down from ascaraboid sinec the wmgcases are oddly striated
for this period). L.19. A locust on a eorn stalk. with 1 moth
above. Contrast coins of Metapontum, Kraay-Hirmer,
figs. 228, 235, where the scale is reversed. It is a common
device on later gems, as London 2540, pl. 29.

Pl 503 Boston, LHG 78, pl. 4. Cornchan scaraboid (A).
L.24. A cotled snake (H).

Pl 504 Boston, LHG 76, pl. 4. Agate scaraboid (B). L.1o.
A bull calf.

Pl 505" Leningrad s83. Rock erystal scaraboid (A). L.1y
A wasp. Compare the bee on carlicr coins of Lphesus,
Kraay-Hirmer, fig. 508,

PL 506 limton27.690.Mottlcdj.lspcr scaraboid (A). L.2g4.
A dolphin. Richter, Animals fig. 227.

Pl 507 London 538, pl. 9. Rock crystal searaboid (A). L.20.

Alon attacking astag (H). AG pl. 13.36; Lippold, pl. 85.9.

Pl 508 Bowdoin College 488. Green rimgstone. L.1s.
A lion attacking a bull.

Pl s09*  London ss4. pl. 10. Mottled clear red and vellow
searaboid (A). L.17. A peacoek displayed frontal, holding
two snakes, one of them with a beard and perhaps a crest.
Lippold, pl. 163.3 (as modern).

Pl 510 Unknown. L.24. Two dogs attack a boar (H).
AG pl11.35. The subject is repeated on Roman gems as
London 2384-5, pl. 28.

PL 511 Boston 95.81, from the Peloponnese, Chalcedony
scaraboid (C). A griffin attacking a stag on rocky ground.
AGpl31.4: Lippold, pl. 81.4.

PL st2 Genera Car. i 216, pl. 83. Rock crystal scaraboid
(A). L.25. A leaping griffin. In the field three letters.

Pl 513 Nicosia R.96, from Marion. Cornelian scarabord
(A). L.12. A sandal (H). Myres-Richter, Car. pl. 84588,
as a footpnnt. CE our PL. s524.

Pl.s14 Boston, LHG 68, pl. 5. Chalcedony scaraboid
(Archaic shape). Loig. A hazel nut (H).

Pl 515 Boston 95.85. Cornelian prism. L.17. A herm and
caduceus. AG pl. 9.25; Lippold, pl. 10.10. Cf. Lullies,
Typen der gr. Herme (Konigsberg, 1931) 45, 49, s1: Metzger,
Recherches (Paris, 1965) 84f.
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SHEED CYLINDIRS AND Bagrins

PL 516 London so2, pl. 10, from Epirus. Agate sheed
barrel. L.22. A naked youth standing, bidmg thongs on
to his wrist. 4G pl. g.30; Lippold, pl. s6.0:0 Burl. Mag.

1909, 391, tig. 23-4. Sec colonr, p. 203.2.5.

PLos17 London 563, pl. 10, from Cortu. Burnt sheed
barrel. L2t A seated youth, himation round his hips and
legs, playving a harp. A¢ Pl ta.14: Lippold, pl. 59.7. The

harp has a spindle shaped arm; of. Herbig, Arh. Min. hy,
73, our gem on fig. 4. See colotir, p. 203.4.

PL 518 Boston, trom Greece. Agate shiced barrel. L8,
A heron. AG pl. g.29; Lippold, pl. ys.1.

Pl 519 Once Warren. Agate sliced barrel. 1.38. A heron,
LHG pl. B2

Pl s20  Boston, LHC 6s, pl. s, from Tarentum, Agate
shiced barrel. L.28. A lioness, AG pl.9.sg: Lippold, pl. 84.13.

PL s21 Moscow 10561, Cornelian sliced cylinder. 117,
A dog scratching wself. Zaharov, pl.3.113.

Pl 522 Oxtord 1925. 136. Agate sliced barrel. Loz, A
dog with a bone. Cf. mid-century coins of Segesta. Rizzo,
Monete gr. di Sicilia pl. 6116,

Pl. 523 Boston 01.7550. Agate shced barrel. L.21. A
locust. Richter, Animals (Oxford, 1930) fig. 220.

Pl 524 Boston, LHG 77, pl. 5. Agate sliced barrel. 1.17.
A sandal. Cf. our Pl 513

PL s25 New York 132, pl. 22. Agate shiced barrel. L.2o.
A Persian with spear and bow case. Hesp. Suppl. vin, pl. 34.5.

Pl 526 Oxtord 1892, 1537. Onyx sheed barrel. Lors. A
camel,

Pl 527 Once Kestner. Agatesheed barrel (2). L.i2. A lion.
AGplorz.35: Lippold. pl. 86.11.

Ar1rr DEXAMENOS

PL 528 New York 76, pl. 12, from near Catania, Cornelian
ringstone. L.1s. Herakles fights the lion. AG pl. 9.49. For
the comparisons with coins see Evans, Syracusan Medallions

(London, 1892) 117 and pl. s5.5: for the coin type of

Euamnctos, Kraay-Hirmer, figs. 127, 129.

PL 529 Once Blacas. Cornelian scaraboid (7). L.19. Eros,
with behind him an open shell. Signed Phrygillos. AG
pl. 14.6: Lippold, pl. 26.16. In AG i, 290, Furtwingler
took the shell for an open cgg (contra, p. 67) which 1s the
more usual source for Eros, but in the impression of the
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genthere does seem to be a hgature between the two halves.
On coms signed by Phrygillos see Bregha i Enc. dell’ Aree
antica s.v. Seltman, Masterpieces (Oxtord, 1949) 16t 601t ;
Benton, JHS Ixxxi, 46-5. A child in this pose on coins ot
Kyvzikos, Nomisma v, pl sz

Pl 530 “Boston, LI 52, pl. 3. Cornclian scarab (mghly
polished, ndged). L.20. The head of negress, with necklet
anddropcarrmgs. AGplo12.43; Lippold. pl. 65.2. Compare
the carrings worn on the Syracusan coin otc.405 B, Kraay-
Hirmer, tig. 117.

Pl s31* Lenmgrad, from Kerch. Burnt scarab (simple).
L.24. The head ot a youth in a Phrygian cap (11). Inscribed
Perga, on the flap of the cap. AG pl.13.2; Lippold, pl. 66.3.

PL s32%  Leningrad, from Kerch. Blue chalcedony scara-
boid (C). L.25. A Persian with a spear, shown in a purely
Greek style, wearing a long cloak over Persian dress.
AGpLazss Lippold, pl. 65.9: AA 1928, 66y, fig. 23.

PL 533 Lenmgrad, from South Russia, Blue chaleedony
scaraboid (C). L.21. Artemis, wearing a tiara, stands holding
abow and phiale. AG pl. 13.6: Lippold, pl. 22.3.

Pl s34 Once Amndt A1486, from Tripohs, North Africa.
Motted jasper scaraboid. L.21. A warrior in Thracian
helmet crouches behind his shield.

Pl s35 BerlinF 3106, pl. 6, D 155, trom Crete. Chalcedony
scaraboid (A). L.27. A bearded man with pilosand chlamys,
standing pensively with one foot on a rock, hns right clbow
resting on his knee. He holds a scabbard (not cmpty, as
Furtwingler says). AGpl. 13,12, Lippold, pl. 43.9. Possibly
a version of Odysseus at the entrance to Hades (see Beazley,
Boston 1ases 1 (Oxtord, 1954), 87-89) and compare the
mood of near contemporary studics m metalwork, Greifen-
hagen, Antike Kunstwerke (Berlin, 1966) fig. 19; Hesp.
xxiv, pl31c. If the right forearm and hand were lowered
to beside the rased leg, the whole figure, mcluding the
chlimys around the left arm and the sword, would closely
resemble the Odysseus shown recerving Diomiedes after
the rape of the palladion (sce our PI. to1s) and it 1s just
possible that the gem presents an extract from an carhier
version of the scene. On the mouf with the raised foot see
Jacobsthal, Die Mel. Rel. (Berlin, 1931) 190-2.

Pl 536 Pans, BN, ex Louvre. Chalcedony scaraboid (A).
L.29. Herakles wrestles with the lion. AG pl. 12.26;
Lippold, pl. 36.2.

PL 537 Boston 01.7539. Mottled Jasper scarabord (C).
L.23. As Pl 535, but the nght hand raised to the chin.
Osborne, Engraved Gems (New York, 1912) pl. 7.9.



PL 538 London 558, pl. 10, Chalcedony cut, the edges
trimmed. L.16. A giant, in short chicon and anima) skin.
talls on to one knee to scize a stone, brandishing two spears.
Most carctul work. 4G pl. 1048 A more summary
VErsion appears on a scarab (unpression m Oxtord).

Pl 539 Boston, LHG 61, pl. 4. trom Greece. Cornelian
scaraboid, cut on the back. L.2s. Theseus subdues the
Crommyonian sow (H). AG pl. 2011, He is holding a
trident boar-spear, and not a cord, as Beazley suggests.
Compare on Fig. 292; and for trident spears used agamst
the Calydonian boar, the Glaukytes cup, Buschor, Gr.
Vasen (Munich, 1940) tig. 143.

Pl 540  Athens, Num. Mus., Karapanos 330, pl. 5. Chalce-
dony scaraboid (Archaic shape). L.20. Philoktetes seated
on a rock nursing his leg (H).

Pl 541 Paris, BN, de Luynes 263. Chalcedony scarab
(very simple). L.17. A satyr shoulders an empty amphora
(H). AG pL12.37; Lippold, pl. 14.6.

PL 542 New York 97, pl. 17, trom Sicily (2). Cornelian
rmgstone. L.z, The forepart of Acheloos, with 1 helmet
on his lank. The helmet is decorated with 4 horse in relief,

Pl. 543 Berlin F 328, pl. 7. D 153, from Asia Minor.
Cornehan ningstone. L 19. Two youths crouch to play with
astragalor. Above, an ankh sign ; to the left, a fish (compare
that with the Beazley Furopa, Pl 345). In the exergue the
mscription Dioskoroi. AG pl. 10.17. Furtwingler thought
that our Pl 455 was by the same hand, and both the posses-
sion of a Spartan. Girls are more often shown thus occupied.
See Darig, Mus, Helv. xvi, 20ff.; ibid.. tig. 3 for boys, on
a vase.

Pl. 544 New York, Velay Coll. Chalcedony scaraboid.
L.22. A woman muffled in her himation. Evans, Selection
pl. 2.49. The feet show that che figure 1s dancing, so an
carly example of a ‘mantle-dancer’ with part of the face
covered (see BMC Terracottas 1, no. 881: AJA xxxv, 374,
fig. 1, on a red figure vase of the third quarter of the fifth
century; Lullies in Studies Robinson 1, 6684T.).

Pl 545 London 599, pl. 10. Cornehan ringstone. L.18.
A scated woman, one breast bared, with a child standig
close by her side. Probably Aphrodite and a wingless Eros.
AG pl. 10.31. The edges of the face of the stone have been
rounded off. Cf. coins of Nagidos, Babelon, pl.1g1.12,13.

Pl 546 Berlin F 319, pl. 6, D 1so. Brown chalcedony
scaraboid (A). L.2y. A partly dressed woman scated dis-
consolately at the foot of a stele, being crowned by a
standing Nike, who 1s as little clothed. AG pl. 13.18.
Furtwiingler thought she might be the nymph ot a place
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where games were held, the stele being a terma, but it looks
more like 4 gravestone. It might sull be Nemea, at the
grave of her son (according to some), Archemoros, in
whose honour the Nemean Games were maugurated. She
also recalls the more tully dressed figures of Electra at the
tomb of Agamemnon (reterences m Trendall, Op. cit., 118,
with pl. 60.3) but the seene cannot casily be interpreted i
terms ot that story. This is a very carly undressed Nike.

PL 547 Syracuse. Mottled jasper scaraboid. L.23. A naked
woman standing beside a heron. Vollenweider, Connois-
seur des Arts Feb., 1959, 59 Ko LHG 61

Pl 548 Péronne, Danicourt Coll. Blue chalcedony scara-
boid (A). L.25. A girl Pan with a bird or cup. On girl Pans
see Herbig, Pan 37. We would expect the figure to hold a
bird (compare Pl 627, the pose on Fig. 240, OF On vascs,
as Hahland. Tasen wm Meidias (Berhn, 1930) pl. 14b) but
the object s formed more like a cup, and the gesture would
then be as for playing kottabos. In the Classical period
Pan can be shown as largely human n anatomy ; see Kraay-
Hirmer, fig. s12.

Pl 549 New York 73, pl 12, from Kastoria. Cornelian
scaraboid (B). L.25. On the face a heron (H). On the convex
back a naked woman beside a standed basin, holding a
cloak out over her head (H). AG pl. 12.38, 39: Lippold,
pl. 0s.4.

PL 550 Oxford 1892. 1486, from Spezia. Blue chalcedony
scaraboid (A). L.23. A naked girl crouches to pull a chiton
overherhead. AGpl.12.34. By the same hand as Berlin F3i1s
(our Notes no. 177) and Pl 551, and related to Greco-
Persian gems, as those in our Pls. 857-859.

Plssv New York 74, pl. 13, from Sparta. Chalcedony
scaraboid (C). L.34. A naked girl, kneehng, pulls at the
cloak of a youth, who holds her clothes up and out of her
reach. Richter suggests that the vouth is the victim of the
assault, but this does not explain all the gestures, Compare
our Fig. 208, for the subject, and sce Pl s50.

PL 552 Boston, LHG 6o, bought at Demanhur. Blue
chalcedony scaraboid. L.26. A bearded man makes love
to a woman who lies across a couch. AG pl. 61.34. Beazley
ates Ovid, Ars Amatoria iii, 775, for the pose, with her
legs over his arms; and ibid., 782 is apposite: ‘stet vir, in
obliquo fusa sit ipsa toro’. This usc of the furniturc is not
seen otherwise in Greek representations, but compare our
Pl 862. The couch has turned legs.

Pl 553 New York 43, pl. 7. trom Phaleron. Chalcedony
scaraboid. L.30. A warship. The treatment of the boar's
head prow, resembling Greco-Persian animal studices,
suggests this date for the stone. Its size and shape too are
aganst the carly dace (c.500) proposed by Miss Richter.
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PL 554 Once Munich, Chaleedony scarabord  (A). A
heron draws a bow. Lippold, pl. ys.2: MIBK 1910, pl. B.7.
Mis Vollenwerder has an unpression of a replica (the
heron’s tal teathers omiteed) with 4 Lightly convex face,
the device ma hatched border. Compare the snake archer
on our Pl 6yy.

PLsss  Harvard, Fogg 00.030. Mottled Jasper scaraboid.
Las A heron. ALd Ivo, pl. 25.01, 62

PL 556" Lenmgrad sss. Amcthystscarab. L.i5. A heron.
PL 557 London ss3. pl. 10, from Kameciros (the grave
contammg the Peleus and Thetis vase, ARI” 1475, 4, of
about 330 Be, and BNICjewellery 2007). Chaleedony scara-
boird (A). L.23. A heron with antlers, Schetold in Furt-
wingler-Reichhold, i, 333, 3306, tig. 1595 AG pl. 11.30;
Lippold, pl. 83.3.

Pl 558 Boston 01.7549. Chaleedony  scaraboid. L.ao.
Pegasos. A summuary sevle.

PL 559 Haguc. Chalcedony scarabord. L.22. A running
horse. Bull. Vereen. x1i, s2, tig. 6.

Pl 560 Unknown. L.1g. A running horse. The letters in
the field are later additions.

PL 561 Boston, LHG s, pl. 4, bought m Athens. Chalce-
dony scaraboid (A). L.25. A turning biga. AG pl. 65.4;
Lippold, pl. 54.5. Attributed to the same hand as the Hague
gem, PL 559, by Vollenweider in Auktion Basel xxviii. no.
63. JHS Ixxv, 112, fig. 16.

Pl. 562 Unknown. L.24. A runming stag. Inscribed Pana-
widos.

PL 563 New York 79, pl. 13, from Trikkala. Red Jasper
scaraboid (A). L.32. A turning biga.

PL 564 Boston, LHG 75, pls. 5, 10. Rock erystal scaraboid
(A). L22. A stag grazing, amid plants,

PL 565 Boston. Cornelian scaraboid (A). Li1s. A stag
grazmg. LHG pl. A 30.

PLs66  Boston, LHG 74, pls. 5, 10. Cornelian cut. L.21.
A stag grazing.

PL 567 Lemingrad sgo. Blue chalcedony cut. L.21. A stag
grazmg. Maximova, Kart. pl. 2.1,

PL 687 London 548, pl. 10. Agate scaraboid (A). L.1g.
A stag, struck m the back by a broken throwing spear.
AG plori28: Lippold, pl. ¢2.3.

Pl 569 Unknown. | 3. Astag withats head turned back.
The child beneath it looks like a Later addition. AG pl. 14.30:
Lippold, pl. 45.1.

PL 570 Herakhon o1, White jasper scaraboid (A). L.2r.
A grizing stag, its forelegs together.

PLS70 Muich 1. 277, pl. 32, trom Cormth, Mottled
chalcedony scarabord (B). L.zo. A goat. MIBK 1951,
plozoan

Pl 572 Paris, BN Ms749. Blue chalcedony scaraboid (A).
L.23. A dog and insect (). Rev. Num. ix, pl. 8.4.

PL 573 Unknown. L.21. A bull, with a locust above.

Pl 574 Oxtord 1922.15, from Cyprus. Blue ch.l]ccdony

scaraboid (A). L.ig.s. A calt leaping.

PL 575 Oxford 1892, 1542, Agate scaraboid (A). L.r.
A hon.

PL 576 Oxford 1801. 657, from Cyprus. Blue chalcedony
scarabord (A). L.is. A honess. AG pl. 9.61; Lippold, pl.
86.9.

Pl 577 Leningrad s8t. Burnt scaraboid (B). L.i7. A
chimacra.

Pl 578 London WA 119371, Cornclian scaraboid, with
a lightly convex face. L.20. On the face a lion attacks a
stag. On the back a goat. The latter is IBK pl. 14.30.

Pl 579 Paris, BN, de Luynes 200. Blue chalcedony scara-
boid (A). L.23. A griffin attacks a horse. AG pl 31.3;
Lippold, pl. 81.7: Arethusa v, pl. 7 (8).29.

Pl 580 Once Evans pl. 2.26, from Rethymnon. Rock
crystal scaraboid. L.25. A sphinx.

PL 581 Salonika 5434, from near Pella (a fourth-century
grave, with ART” 1464, 52). Rock crystal scaraboid (A/B).
L8, A locust. BCH Ixxix, 279.

PL 5827 Lenmgrad s84. Cornelian scaraboid with lightly
convex face. L.s. A fly.

PL 583 Boston, LHG §s, pl. s, from Athens. Bronze
scaraboid. L.21. A scated gniffin with a horse’s head before
it. For a monumental base line with a gritfin see May,
Coinage of Abdera (London, 1966) pls. 2.30, 3.41, 4.50,
12.184; Babelon, pl. 153.32, 154.5 (Teos).

LioN Gras
PLs84  Munich 1, 413, pl. 47. Cornehan lion gem. L.20.



A woman taking off her dress, top down, by a standed
basin. Possibly recut.

PL s8s New York, Velay Coll, bought m Athens.
Cornehan lion gem. L.20. A naked woman crouching.
Evans, Selection pl. 2.43.

SOMF PraiN WisterN Gems

PL 586 Boston, LHG $o, pl. 5, from Sicily. Chalcedony
scaraboid with yellow flecks (A). L.23. A lioness. AG
pl. 9.60; Lippold, pl. 87.1.

PL s87*  London s91, pl. 10, from Lecce. Rock crystal
scaraboid (A). L.29. A goat. LHG pl. B.6.

Pl s88  Munichi, 309, pl. 36, from Patras. Blue chalcedony
scaraboid (B). L.zo. A bucranium with fillets. AG pl. 31.1.

PL 589  Oxford 1892, 1475, from Tarentum. Blue chalce-
dony scaraboid (A). L.z, A fly. AG pl. g.50: Lippold,
pl. 97.14.

Fourtn Century: THE FINE STvL1

Pl 590 London 601, pl. 10. Blue chalcedony scaraboid (C).
L.33. Nike, her himation around her legs, erects a trophy.
This 1s composed of a crested Thracian helmet with
ammal ears in the crown, a corselet with undercloth, a
sheathed sword (kopis) and a light shicld with centre boss.
A cloth hangs on a branch of the stump, where a greave
1s hung and a hoplite shield rests. Beside it a spear with
spear butt is set in the ground and on 1ts pennant are the
letters ND. AG pl. 13.37; Lippold, pl. 33.8. The mscription
is fairly well drawn in JdI in, 205, but the only two deliber-
ately cut letters are a nu and delta (rather than alpha). The
other marks are light scratches perhaps meant to show the
pattern of the pennant. Furtwingler was cautious about
reading ‘Onatas’ but let the name stand. Later writers have
not questioned it. Cf. Bellinger, I'ictory as a Coin Type
(New York, 1963) 20, pls. 5.12 (Lampsakos), 6.6 (Aga-
thokles: also Kraay-Hirmer, fig. 137) and our Pls. 724, 747,
776, 787.

Pl 501 Boston, LHG 62, pls. 3, 10, from Granitsa.
Cornelian ringstone. L.22. Kassandra takes refuge at the
statue of Athena. AG pl. 14.26; Lippold, pl. 43.7; Davreux,
Cassandre (Licge, 1942) 180, no. 132, fig. 83. Ajax’s inten-
tion is made specific on a Cabirion vase, Lullies, Gr. Kunsi-
werke (Sammlung Ludwig: Diisseldorf, 1968) 132f.

PL 502*  Leningrad 575, from South Russia. All-cornelian
ring with a convex face to the bezel. L.23. A crouching
naked girl with a cloth and mirror, her body turned to the
viewer. AG pl. 33.43; Lippold, pl. 63.12. Compare PL 594.

Pl 593 BerlinF 313, pl.6, D 162, from Kyparissos. Chalce-
dony scaraboid (C). L.29. A scated girl, himation around
her legs, balances a stick on her hand. AG pl. 13.10. For the
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mout ct. our Fig. 202 (with a ball) and Notes, 110, 647 the
‘ockist’ with a distatt on coins of Tarentum, Kraay-Hirmer,
tig. 305 and the girl on a gem by Aulos of the tirst century
BC, Vollenweider, gof., pls. 31.1, 32.1.2, with comparanda.

Pl 594 London s30, pl. 9, from Athens. Lapis lazuli
scaraboid (A). L.29. A kneehing girl climbs into her chiton.
Compare PL 592, AG pl. 12.33.

Pl. 595 London, Victoria and Albert 122- 1864. Cornclian
cylinder 1 a gold setting with chain. Visible I.23. A half
naked woman with a heron. Mentioned in AG n, 133;
CS fig. 105 Antike Kunst, forthcoming. Sce colour, p. 203.3.

PL 596 Boston, LHG s8, pl. 4, from Kythera. Chalcedony
scaraboid (A). L.28. Diomedes tiptoes away with the
palladion, his sword drawn. Compare the figure on the
name vasc of the Diomed Painter, ARI” 1516, 1.

Pl 597 Once Evans pl. 2.27, tfrom Chios. Chalcedony
scaraboid. L.25. A naked man, perhaps Dionysos, scated,
with thyrsos and wreath.

Pl 598 Paris, BN, ex Louvre 1630. Agate scaraboid (A).
L.22. An old man walks, resting on a stick, carrying dead
birds and a hare hanging from a pole across his shoulder,
a bow case at hisside. AG pl. 31.10 (Furtwiingler takes the
figure tor Philoktetes, but this does not seem necessary).

Pl 599 Boston, LHG s7, pl. 3. Cornelian scaraboid. 1 .20.
A statue of Athena, frontal, adorned with fillets. A bucra-
nm in the field. 4D inscribed on the base, perhaps the
mitials of the artst’s name. Compare the Athena on late
fourth-century coms of Pergamon, Lacroix, Repr. de
statues (Licge. 1949) 1241, pl. 9.6.

Pl 6oo* Lemngrad, from Kerch, Temir-Gora. Burnt
scaraboid (B). L.23. A youth seated on an animal skin
playing a trigonon harp (H). AG fig. 102; Maximova, Kat.
pl. 2.4. For the type of harp (‘Phrygian’) sce Herbig, Adr.
Mite. liv, 179fF.

Pl 6o1. Leningrad. Burnt scaraboid (A). L.27. Apollo
and Marsyas. A kithara beside Apollo, while Marsyas 1s
crouching, bound. AG fig. 95: ABC pl. 16.7. On the subject
sce Schauenburg, Rom. Min. Ixv, 428 and pl. 35 for a
standing Apollo, kithara on ground, and bound Marsyas,
but the group on the gem is not exactly repeated.

Pl 6o2*  London s70. Mottled red Jasper and chalcedony
scaraboid (B). L.17. The head of Medusa.

Pl 6o3*  London 602, pl. 10. Cornelian ringstone. L.1y.
A sphinx scratching herself (H). Inscribed  Thamypou.
AG pl. 10,58 Lippold, pl. 78.10; Vollenweider, 38, n.
A later copy of the motitis AG pl. 10.54.



LIST OF ILLUSTRATIONS

Fovrnn Cintury: T Covmaon S1Yn)

PL ooy Boston, LI so, pl 4, trom Asta Mwor. Blue
chaleedony scarabord (A). L.22. Fros with a4 goose and
knucklchones. AG plosqas; Lippold, pl. 2801 For the
mottsce Gratenhagen, Gr. Eroten (Berln, 1957) 78.

Plooos  London 1153, pl. 17, Cornclian nngstonce with
shallow convex face and back. Loz A woman with a
kithara. 4G pl. 650, Lippold, pl. s9.8.

Pl.6oo*  Nicosia 1949, 11 2.1, from Palackythra. Chalee-
dony scaraboid (C). L.aa. A scated woman, himation
around her legs, drawmg o val from ber head. An odd
mixture of dressed and undressed, with the drapery very
summarily rendered. Provineial.

PL 607  Herakhon 162, Chalcedony scaraboid, cut on the
back (C). L.23. A centaur with a branch.

PL 608  London s17, trom Greece. Black jasper scaraboid
(©). L2s. A woman with thyrsos and muask. Perhaps an
actor dressed as a woman. AC plo13.21.

PL6oy  London s32. from Greece. Black Jasper scaraboid
(C€). L.as. The back view of a naked woman, stooping.
AGplrzaas.

PL6ro London 520, pl. o, from Greece. Black jasper
scaraboid (C). L.25. A herm. Before it hang a strigil and
ol botde: behind, an uncertain object. AG pl. 13.22.

P61t London 2104, pl. 26. Green Jasper scaraboid (C),
the back cut away, and, unlike the preceding examples,
without perforation. L.32. A stable boy (? negro) with a
horse. AG pl6s.5. Compare the group on fourth-century
rehiets i Athens, NM 1392 (Svoronos, pl. 57), 1482
(pl. 108) and unpublished.

PLo1z London 2405, pl. 28. Black Jasper cut. L.i6. A
grazmg horse. An Arabic nscription added.

PL.613 Once Evans pl. 3.31, trom Athens. Rock crystal
scaraboid. L.17. A calyx crater.

PL 61y Oxford 1921, 1236. Mottled jasper scaraboid (A).
L.30. A kithara.

PL61S  London soy, pl. 10, from Athens. Cornelian
pendant, heart-shaped, cach side divided vertically by a
groove. H.2o. A. A child in cach halt, one with a bird.
B. A siren in each half, one with pipes. one with a kithara.
AG pl13.17,19; Lippold, pl. 79.12,14.

PlLo16 Oxford 1921. 1219. White jasper scaraboid (A).

-.20.5. A grifin. AG pl. 9.58; Lippold, pl. 8o.12: BFAC
pl. 108, M.38.
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PL 617 Once Evans Pl 2.25. Rock erystal scaraboid. L 8.
A gnthin. Sigma below.

PLo1s Oxtord 1921, 1220, Chaleedony (A/C). L.2o.
A grithin examng stones (?) perhaps the gold it guards.

PLoorg  Péronne, Damcourt Coll. Agate scarabord (A).
Lotz A hon with a limb. A¢ pl11.37 15 a ncar replica.

PL 620 Cambridge. Chalcedony scarabord (A). 1.22. A
lion attacks a bull. Middleton, pl. 1.7,

PLo621 Balumore 42.123. Blue chaleedony scarab (simple
beetle with V- winglets). L. A maned lioness. AG pl.
6311 BEAC pl. 110, Mo132; Arcliacology 1962, 122 fig. 3.

P22 Oxford 1921, 1228, Cornclian scarab (good
beetle). Lirg. A griffin.

PLo623 Munich 1, 270, pl. 31. Motded chalcedony ring-
stone. L.23. A heron. MBK 1900, pl 214

Pl 624 Oxford 1941. 308. Cornelian ringstone. L., A
lion attacks a stag.

PlLo625*  London 560, pl. 10. Cornclian ringstone. L.20.
A pigeon (H). The gold box scetng has beneath it a kneeling
Erosn reliet.

SOME PLAIN EASTERN GiMs

PL 626 Oxford 1892, 1489, from Larnaka. Blue chalce-
dony scaraboid (C). L.1s. A satyr dancing with thyrsos
and branch. AG pl. 12.42; Lippold, pl.1s..

PL 627 Oxford 1802, 1478, Rock crystal scaraboid (A).
L.24. Pan scated on rocks, with a bird on one hand, a stone
() m the other. AG pl. 12.40.

PL 628 Leningrad, Or. Dept. Cornelian scarabosd with
convex tace. L.18. A small lion attacks a goat. On the back,
a boar and Aramaic mscription. 1BK, pl.19.51.

PL 629 Unknown. L.20. A satyr with a goat’s tail holding
a tambourine or cup. AG fig. 9y; Lippold, pl. 14.2.

Pl 630 Baltimore 42.133. Cut on the back. L.22. A fawn
Bull. Walters Art Gall. xan, no. 4.

PL 631 Oxford 1921. 1238. Agate scaraboid with a
shightly convex face (A). L.17. Two parrots and a basket
or cage.

Tur Latest Crassicar Gems
PL.632 London 533, pl. 9, from Achaia. Chalcedony
scarabord (C). L.32. A woman seated on a rock, writing on a



tablet. AG pl. 31.12; Lippold, pl. 64.7; Genera xn, pl. 2.5,
where it is attributed to Kallippos.

PL 633 Berlin F 351, pl. 7, D 151. Cornelian ringstone.
L.ts. Eros draws a bow. Signed Olympios. AG pl. 14.8;
Geneva xu, pl. 3.2, For the coins of Arcadia signed Olym
sce Kraay-Hirmer, fig. s12. The flat ringstone (?), AG
pl. 14.7, Lippold, pl. 20.11, with the same subject night
be of about the same date, and compare the convex ring-
stone, AG pl. 14.9.

PL 634 Unknown. L.2o0. A winged girl scated on the
edge of a standed basm. In her hands 1s a fillet (7). AG
pl. 14.30.

PL.63s  London 572, pl. 10. Sparkling green, mottled black
serpentine scaraboid (B). L.20. Omphale, wearing Her-
akles” lion sk and shouldering his club. Omphale dressed
as Herakles is not otherwise seen before the Hellenistic
period (see Schauenburg in Rhein. Mus. cn, 576 on the
subject) but it is difficult to date this stone later than the
fourth century, unless the odd matenal is an indication of
provincial or non-metropolitan work. The style 1s excel-
lent. Compare the finger rings with Omphale, our PL. 766,
Fig. 228, which also seem no later than the fourth century,
and Wiss. Zeitschr. Griefswald iv, 92—4.

Pl. 636 Oxford 1892. 1485, from Sparta. White and
brown mottled jasper scaraboid. (C). L.21. A wreathed
athlete seated on a stool. AG pl. 12.24; Lippold, pl. 56.10;
AJA Ixi, pl. So. 16 (caption as 17), as fifth-century; the
motit discussed by Richter, ibd., 267f.

PL. 637 Leningrad s99. Chalcedony cut. L.15. Danac ?)
scated on a stool. AG pl. 14.25; Lippold, pl. 47.1. For a
seated Danac see Metzger, Repr. pl. 43.1.

PL 638 Leningrad. Blue chalcedony scaraboid (A). L.24.
A crouching naked girl, pulling on her clothes. AG pl.
13.25; Lippold, pl. 63.15 ABC pl. 17.10. Similar to the
last. Compare the Pelens and Thetis vase, Arias-Hirmer
pl. XLVIL The same device on a gem mmpression on a clay
weight from Erythrae, Oxford 18¢2. 1247.

Pl. 639 London s69, pl. 10, from Garma, North Persia.
Chalcedony scaraboid, cut on the back (B). L.36. Nike
mn a wheeling biga.

Pl 640 Oxford 1892. 1598, from Rhodes. Cornclian
cylinder. H.29. A woman with a heron. Buchanan, Cat. i,
pl. 63.1045. On this, unlike the next, the device could be
impressed without rolling the whole cylinder, as it could
also on the barrels.

CLASSICAL GEMS AND FINGER RINGS

PL 641 Moscow. Cornchan cylinder. H.i5. A woman
betore astanded basin with a bird on 1t. Zaharov, pl.zanr.
For the bird sce Trendall, op. ait, pl. 47.3 (and ot pls,
77-9, 204.2,3).

Grass SCARABOIDS

Pl 642 London 567, pl. 10. Green glass. L.t8. Artens
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