






































X PREFACE.

distinguished author of valuable works on the Zopograply of
Athens and other kindred subjects. They came into the pos-
session of the Fitzwilliam Museum in the following manner.
By his will, dated Jan. 17, 1859, Colonel Leake bequeathed to
his wife for her life his whole collection of books, coins, gems,
bronzes, vases and other antiques, with the provision that at
her dcath, the whole collection should be offered to the
University of Cambridge for the sum of £5000.

Colonel Leake died in 1860, and his widow died in 1863.
It was then decided, by a vote of the Senate on Feb. 4, 1864,
that Colonel Leake’s testamentary offer should be accepted
and that 45000 out of the funds of the Fitzwilliam Museum
should be devoted to this important acquisition.

The actual value of the whole Leake collection was
probably double of the sum paid for it, and its value has
largely increcased since 1864. The coins alone are now
worth considerably more than the £5000 which was paid
for the whole collection.

In 1870 a catalogue of Colonel Leake’s gems was pub-
lished by the late Charles William King, M.A., Senior
Fellow of Trinity College, Cambridge, the well-known author
of many works on antique gems, which are full of interesting
matter illustrated by the widest reading and the most copious
learning. At this time, however, Mr King’s eyesight had
begun to fail, and in consequence of that a certain number of
inaccuracies crept into his descriptions which make it de-
sirable that another catalogue should be prepared, illustrated
by a photographic process which gives the actual character
of each gem better than the woodcuts in Mr King’s work.

Mr King’s chief works on gems were the following—
Antique gems, 1866 ; Precious Stones and Metals, 1865 ; re-
printed in Bohn's Series in 1883; Handbook of engraved
gems, 1866; Antique gems and rings, 2 vols. 1872; The
Gunostics and their remains, enlarged edition, 1887. And
also a large number of articles on gems published in the












Xiv WORKS ON ANTIQUE GEMS.

Gori, Dactyliotheca Smithiana, Venice, 1767.

Worlidge, Auntique gems, London, 1768.

Cipriani, Drawings of 100 gems in the Marlborougl Collection,
engraved by Bartolozzi, 2 vols. folio, 1780—1791.

Raspe, Catalogue of gems cast in paste by Fames Tassie,
London, 1791.

Many other large and costly works with illustrations of
antique gems were published in the 18th century, but the
engravings of that time give little or no notion of the real
character of the gems they represent, the main object of the
artist being to give a pretty picture rather than a faithful
copy.

Among more recent works the following are the most
valuable—

Toelken, LErklarendes Verseickhniss der antiken wverticft ge-
schnittenen Sterne, Berlin, 1835.

Kohler, Gesammncite Schriften, herausgegeben von L. Stcphani,
St Petersburg, 1850—1853.

Panofka, Gewimen mit Inschriften, printed in Abhandlungen
der Konig. Akad. der Wissenschaften zu Berlin, 1851,
pp. 385—519.

Brunn, Geschichte der Griechischen Kiinstler, Brunswick, 1850,
Vol. 1L, pp. 444—637; and new edition, 1889, Vol. 11,
Pp. 303—433.

Chabouillet, Catalogue des camées ct pierves gravées de la
Bibliothéque Impériale, Paris, 1858.

Stephani and others, Compte-rendu de la Commission Impériale
Archéologique, St Petersburg, 1860 to the present time;
and, dealing with the same subject, Antiguités du Bos-
phore Ciminéyien, St Petersburg, 1854.

Gerhard, Gesammelte akademische Abhandlungen und kleine
Schriften, Berlin, 1366.

Miiller-Wieseler, Denkmiler der alten Kunst, Theil 11., Gottin-
gen, 1869.
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2 SCARABS AND [crAP. 1.

the World'. The back of the scarab is cut into the bectle
form, and the signet-device, usually a hieroglyphic inscription,
is cut on the flat underside of the scarab. A hole drilled
longitudinally through the scarab allowed it to be set in a
simple ring (Saxtihios) of gold or other metal, with a wire or
swivel passing through the perforation, so that, when required
for use as a signet, the scarab could be revolved, and its flat
side brought outwards and pressed on wax, clay or other soft
plastic substance.

Some of the signet-scarabs which are too large for setting
in a ring were worn on a string round the neck; a method
which appears to have been one of the earliest ways of wearing
any kind of signet.

It should however be noticed that the scarabs of Egypt
were made for many other purposes besides that of signets?,
and thc majority of them are not cut in hard stone or crystal,
but are moulded in clay or worked out of the comparatively
soft steatite, a vitrcous glaze being applied by the maker both
to stcatite and clay scarabs®,

In point of date the oldest scarab-signets of Egypt go back
to a very remote period : examples have been found with the
names of kings of the 4th Dynasty, dating about 3700 years B.C.

In later times the scarab form of signet was adopted
by the Phocnicians, the Greeks and other races, who either
dircctly or indirectly came under Egyptian influence.

CYLINDERS : another very carly class of signet is the
cylinder of Assyria and Babylon, measuring most commonly
from.  of an inch to 1} inches long, and about half an inch to
an inch in diamcter. These are not made of clay, like so
many of the Egyptian scarabs, but arc cut out of hard stones,

! The scarabaeus heetle (Egyptian A%eper) was adopted as this symbol on
account of its moulding large balls of clay, round like the world, in which it
encloses its eggs. The heat of the sun hatches the eggs, and the young beetles
burst forth from the clay hall.

* The great bulk of them, especially those made of pottery, were sacred
charms or amulets rather than signets.

3 The Fitzwilliam Museum possesses a good collection of this class of scarab:

they are described in the forthcoming catalogue of Egyptian objects in the
Museum by Mr Budge.
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4 BABYLONIAN AND [CHAP. I

The cylinder signet of a private person commonly has a
figure of his special deity, and often a representation of the
owner standing by in the attitude of worship. The inscription
usually gives the name both of the deity and of the owner;
as, for example, a fine haematitc cylinder in the British
Museum which is inscribed thus, “ Abum-ilu the scribe, son
of Nur-Martu, the servant of the god Martu (Rimmon).”

Examples of these cylinders exist extending over a very
wide period of time, from about 2600 B.C. to 200 B.C. or even
later.  Some of them arc very fine cxamples of ancient
Oriental art, designed with much spirit and executed with
wonderful minuteness and delicacy of touch in the highly
decorative and conventional style which is common to all the
best Assyrian sculpture, whatever its scale may be.

Those of carly date arc the finest and most powerful in
style; as, for example, a magnificent Babylonian cylinder of
jasper in the British Museum, the signet of a scribe, dating
about 2600 B.C., on which is cut a very noble figure of the
deified hero Gistubar strangling a lion: see fig. 1.

F16. 1. Impression from an early Babylonian cylinder of the finest style; with
the name of the owner and his deity in cuneiform characters, between two repre-
sentalions (reversed) of the same subject—Gistubar strangling a lion: rea/ size.

The equally fine cylinder of Sargon I. (in Paris) is closely
similar in style to this, and seems to be the work of the same
cngraver. The very decorative treatment of the hair, both
of the heroes and of the lions, is specially noticeable.

! On the fine cylinders of this early period the most frequent subjects are

Gistubar and his companion Hea-bani slaying lions or bulls, sometimes separately
and sometimes fogether, like Heracles and Iolaos in early Greek art.
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6 CYLINDERS AND CONES. [CHAP. I.

engraved gems, was called 47 onuavtpis (onuaive to seal).
Herodotus (11. 38) describes the Egyptian priests using this
clay to mark with their signets the animals which were
accepted for sacrifice. Many examples of these clay seals
have been found in Egypt, used for many different pur-
poses, both religious and secular; sce page 37.

The method of sealing by rolling an engraved cylinder
over soft clay appears to have suggested a form of decoration,
which was largely used by the potters of Etruria for the
shoulders of their colossal jars (pithoi), of which a great
number of examples, mostly dating from the 6th or s5th
century B.C., still exist.

The patterns on these were moulded in relief on the plastic
clay, after the jar was “thrown” on the wheel, but before it
was fired, by rolling along a cylinder or disc, on the edge of
which the design was sunk. These discs were usually about
9 or 10 inches in circumference, and therefore the pattern
repeats regularly at that interval.

The subjects on these bands are rows of animals, Tritons
and the like, often very similar in design and style to the
sculptured reliefs on the architrave from the Temple at
Assos, now in the Louvre. '

CONICAL SIGNETS: in Assyria, even at an early period,
signets of conical form, of the same materials as the cylinders,
were sometimes used. These cones, with the device sunk on
the broad end, were pressed on rounded lumps of clay in
which a piece of string was embedded for the attachment of
the seal to a document. The mediaeval system of sealing
was similar to this, pendant seals of wax being fastened to
parchment deeds by a cord embedded in the wax. Mahy
of the so-called Hittite signets are conical in form, see
pages 7 and 8, figs. 2 and 3.

The later Persian signet-gems, from about the time of
Alexander downwards, were also very commonly cut, not in
the form of cylinders, but of truncated cones. These belong
to a period of artistic decadence, and are usually poor in
design and coarse in execution; a great contrast to the
magnificent vigour of the figures on the early Assyrian
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where the cord passed through the handle: sec figs. §,
9 and 10.

Fic. 8. I'16. 9. FiG. 1o.

Like the secals shown in figs. 2 to 12, the finest and most
claborate of these handled signets is among the very fine
collection of “Hittite” gems, the most important in the
world, formed by the Rev. Greville Chester, and now in the
Ashmolean Museum at Oxford.

This is a large cubical signet cut out of a fine piece of
black magnetite, with minutely engraved figures of deities
on five sides of the cube. The pierced handle is elaborately
moulded, in a fashion which suggests metal-work rather
than hard stone. The workmanship of this remarkable
signet is very delicate and skilful, a striking contrast to the
usual very coarse figures on the “ Hittite” seals. Though
resembling in general form the handled signets of the
“ Hittite ” class, it is most probably the work of a Phoenician
gem-engraver: it was found in or near Antaradus on the
coast of Phoenicia®.

1 Tt has been described and illustrated by Professor Sayce, Arck. Fourn. Vol.
XLiv. 1887, pp. 347 t0 350.
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12 “HITTITE” SIGNETS AND [cHAPD. L

and thus the familiar “ displayed eagle” of Austria may have
originated in the deviee used by some chief of the onec
powerful eastern race', which used these very intercsting
and primitive signets.

With regard to the word “Hittite,” as applied to signets
and seulpture of uncertain date and origin, it should be
observed that the name is a somewhat misleading one,
sinec although monuments of the people who are so called
have been found in the country of the Hittites, that is, in the
distriet inhabited by the Canaanites of Cocle-Syria, yet they
are also largely found in regions with which, as far as is
known, the true Hittites had no connection.

Nevertheless, the name whieh was given to this elass of
objects at their first discovery may be provisionally retained,
until further researches have led to more accurate information
on the subject.

PHOENICIAN GLMS.

A large number of scarabs made of pottery or steatite in
the Egyptian form, but with almost meaningless copies of
Egyptian designs with blundered hieroglyphie inscriptions,
eoarsely executed, are found in Rhodes, Cyprus and other
islands of the Mediterranean; some of them apparently are
as early as the 14th to the roth eentury B.C. These imitations
of Egyptian work were probably made by Phoenician settlers?.
In some cases these Phoenician copics are made of paste
or glass, and have the back simply rounded, instcad of being
shaped like the saered beetle, a form which is usually ealled
the scarabaeoid, from its having the gencral outline without
the detail of the true scarab,

! I have to thank Mr A. J. Evans, keeper of the Ashmolean Museum, for
ample opportunity to examine the gems at Oxford, both those in the Museum, and
in his own very valuable private collection, aud also for many useful suggestions
on the subject.

? The Fitzwilliam Museum possesses a good collection of these ¢ Island
scarabs.”
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14 PHOENICIAN SCARABS [CHAP. I

markable as their graceful design. Fig. 13 shows one of the

F1G. 13. Phoenician scarab of exceptionally delicate workmanship, dating
probably from the 8th century B.c. The device consists of various sacred Egyp-
tian and Assyrian symbols, arranged, without regard to meaning, simply as a
decorative device. In the centre is the Egyptian god Ilorus seated on a lotns
flower, between two winged cherubim of Assyrian style: at the top is the winged
orb of the sun, the symbol of the sun-god Ra. One and a half times the real size.

finest of these, with devices of Egyptian and Assyrian style
arranged in a very decorative way, and most delicately
worked in all its details.

One of the finest collections, now in the British Museum
(nos. 155 to 221), came from the cemetery of the Phoenician
colony of Tharros in Sardinia, in most cases associated with
objects which range in date from the sth to the 3rd century
B.C. It is however more than probable that in some cases
the scarabs are much older than the date of the tomb in
which they were buried.

These later Phoenician scarabs frequently have, in addition
to the earlier designs borrowed from Igypt and Assyria,
other subjects and forms of purely Greek origin; the tide of
influence having turned during the days of Phocnician de-
cadence, with the result thiat Phoenician art was modified
by that of the Greeks; whereas some centurics carlier it was
Greck art that received the influence of Phoenicia.

No. 4 in the Fitzwilliam collection is a specially interesting
example of a scarab of this later type; it was found in a
Greek tomb in the island of Aegina, and is inscribed with the
name of its owner Krecontidas; see beclow, page 67. The
design on it, the sacred beetle with outspread wings, is of
purcly Egyptian origin and the whole character of the scarab
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mounts ; this is usually a simple gold swivel-ring, which
allows the scarab to revolve on the wire which passes through
the longitudinal perforation. In some cases the scarab itself
is fixed in a gold mount or border of very delicate workman-
ship, which, of course, revolves with it.

In the 6th and 5th centuries B.C. and even later, signets of
cylinder form, usually in magnetite, crystal, or chalcedony,
were made by the Phoenicians, and engraved with figurcs of
Assyrian style.

Later still, during the extreme decadence of Phoenician
art in the 4th and 3rd centuries B.C,, signet-gems of conical
form, pierced for suspension through the smaller end of the
cone, were commonly used.

The device engraved on the base of these cones is usually
of the rudest and coarsest workmanship, a remarkable contrast
to the very beautiful engraved scarabs made by the Phoeni-
cians some centuries carlier.

With regard to collections of Phoenician gems, those in
the British Museum and in the Ashmolean Museum have
been already mentioned. A very fine collection of scarab
gems from tombs in Phoenicia and Syria:was made by the
Duc de Luynes, and was presented by him to the Biblio-
théque Nationale of Paris.

Many Thoenician gems are illustrated by Perrot and
Chipiez, History of Art in Phoenicia, 1385 (translation), Vol.
IL p. 227—260: sec also Cesnola, Cyprus, 1877, Pl. XXX1—
XL1; De Vogii€'s Mélanges & Archéologie Orientale has been
already referred to. A good description of Oriental cylinders
and cones is given by Perrot and Chipiez, History of Art in
Chaldaea and Assyria, 1884 (translation), Vol. 11, pages 251
to 280. In the main the literature of this subject is scattered
through the pages of many different archaeological period-
icals, chiefly published in Germany and France.
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18 MYCENAE SIGNETS [cHAP. 11

unlike the vigour of the figures of Assyrian style on other
works of art from Mycenac.

Though sunk on a gold bezel, the design is sharply cut
with gem-engravers’ tools, exactly as if the work had been on
a hard stone, instead of on soft, unalloyced gold.

In addition to these gold signets, a considerable number
of engraved gems were found at Mycenae. These were of
the class described in the following section, namely, gems of
lenticular form, cut on various hard stones and crystal.

Recent discoveries in Egypt have shown that pottery of
exactly similar type to that found at Myccnae was imported
into Egypt about 1400 B.C.; this is a valuable piece of
evidence with regard to the probable date of the gems and
other objects found in the Acropolis of Mycenac.

“ISLAND GEMS:” examples of the carlicst class of engraved
gems of Greek workmanship have been found in great numbers,
within recent ycars, on many early Hellenic sites, and more
especially in the islands of the Aegean Sea, hence their usual
designation of “Island gems.” Their chicf peculiarity is that
thcy arc engraved on rounded pebble-like stones, mostly
shaped like a circular bean (lenticula), and hence called
“lenticular gems;” less frequently they are of oblong form,
like a bluntly pointed oval. Stones of this form arc usually
called “glandular gems” from their resemblance to the
ordinary lecad sling-bullets (g/andes). These two forms appear
to be referred to by Pliny (Hist. Nat. XXXVIL, 196) when
writing of the favourite shapes for gems, engraved or plain,
“Figura oblonga maxime probatur, deinde quae vocatur
lenticula” Nos. 1 and 2 in the Fitzwilliam catalogue arc
examples of the glanduler form, with characteristic animal
devices; see also fig. 14 from a glandular gem in the British
Museum. They are always pierced with a hole drilled
longitudinally through them, but in many cases they are too
large to be set in swivel-rings, like the scarabs, and were
probably worn by a string round the neck.

These shapes seem often to have come naturally from the
form of the nodule of chalcedony or the water-worn pebble,
which was polished, and had the signet device engraved on it,
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warriors on Greek painted vases of the 6th and s5th
centuries B.C.

These “Island gems” are obviously of various dates, from
the Bronze Age of Mycenae and Tiryns down to the 7th or
6th century B.C; they are most commonly cut in steatite, but
harder stones are also used. In style they are usually rude
and coarsely worked, showing little artistic refinement, but
their designs are frequently very decorative and well arranged
to suit the shape of the gem. In many cases a very
distinct Assyrian influence appears, some of the lenticular
gems having figures which are rude copies of those on the
cylinders of Babylon and Assyria, probably owing to the
trade and artistic influence of the Phoenicians. The carlier
examples of the lenticular and glandular gems scem, like the
pottery of Mycenacan type, to have been produced not only
in the Greek islands, but also all along the extensive coast-
line of Hellenic territory, where a certain unity of artistic
design scems to have prevailed in spite of the wide extent and
scattered position of the different portions of these maritime
colonies and settlements.

Onc of the finest lenticular gems of this class, in the
collection of Mr A. J. Evans, at Oxford, is remarkable from
being cut out of the fine green feldspar or basalt from Mt
Taygectus in Laconia, which was so largely used for decorative
purposes by the Romans of the Empire—the marmor Lace-
dacmonium of Pliny, Hist. Nat. XXXVI. 55.

The device on this remarkable signet, which, judging from
its material, was probably cut in the Peloponnese, is a bull,
and, behind it, that curious monster resembling a sea-horse
which frequently occurs on works of art of this early type.
The exceptional material in which this gem is cut is strong
evidence in favour of its being the work of a Laconian artist,
as it is very improbable that a piece of basalt from Taygetus
would have been exported for use at any far-away place.
The British Museum possesses three or four gems of similar
style cut in the same stone.

A large number of fine gems of the early lenticular class,
probably of local fabrique, have recently been discovered in a
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8¢ kai yvvaikelov roaudpiov éati kavBapos, "Avtipavns eipnrev
év Bowwrig—but no indication is given of the material of
which the scarab was made.

That the scarabaeus was an ornament worn also by men
is shown by a fragmentary statuette in marble about ten
inches high, from Cyrene, now in the British Museum.

It is a draped malc figure of the Asklepios type; round
the neck is a cord or necklace from which hangs a pendent in
the form of the sacred beetle, with long outspread legs.

The importance of the signet-gems of this period, as a
means of securing property and giving authenticity to docu-
ments, is borne witness to by Diogenes Laertius (1. 57) who
states that one of Solon’s Athenian laws (about 600 B.C.)
forbade gem-engravers (SaxTuitoyAvcpol) to keep animpression
of any gem they had sold, for fcar of another being made
exactly like it.

Among the Grecks it appears to have been the custom for
men to send impressions of their signets to give authenticity
to messages, or as pledges for a bargain. The former use is
mentioned by Sophocles (Zraclin. 614),

Kai 760v8 dmoloers oijp’, 6 retvos evpalbés
Spayidos épxer TGS émov pabioerad’.

Comparc also Kuripides, /p2. Aul. 155.

Plautus, in his Pseudolns, mentions how the Macedonian
soldier Harpax, when buying a slave-girl, deposited with the
first instalment of money an impression of his signet (symbo-
lum), as a pledge for the completion of the bargain. And
again when he forwarded the rest of the money he sent
a letter with another seal from his signet to testify that he was
concluding the transaction; see Psexd. 11. ii. 53 and 1V.
il. 44.

Among the later Greeks and also among the Romans
it was not unusual for the writer of a letter to state at the end
of it what device it was sealed with, as a security against
the letter being opened and re-sealed.

i
1 On this use of the word ofjua for a signet device see the inscription on a
scarab given at page 67.
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Hcraklaca in Magna Graecia (Zabulae Heraclacenses) each
magistrate’s name is followed by the name of his distinguish-
ing badge, such as a dolphin, an ear of wheat, a bunch of
grapes or the like.

On Greek coins, from the 4th century B.C. downwards,
magistrates’ names are very frequently indicated by the
addition of their émionua to the usual device either on the
obuerse or reverse of the coin.

It is probable that in some cases the name of the artist
who engraved the coin-die is represented by a symbol of this
kind, instead of by an inscription or monogram, but no ex-
ample of this can (as yet) be pointed out with any certainty.
Great skill and taste are frequently shown by the way in
which the badge of the individual is combined and blended
with the main design on the coin.

So on the early Roman denarii of the third century B.C,
before the actual name or monogram of the Mint official was
used, the identity of the magistrate was indicated by some
objcct which he used as his device, placed in the field of the
reversc by the side of the usual figures of the Dioscuri on
horseback.

Greek vases, especially those of the 6th and 5th centuries
B.C.,, have countless examples of warriors bearing on large
round shields their personal heraldic badge; cf. Aeschylus,
Sept. con. Theb. 384, and 427.

Some very beautiful and exquisitely minute examples of
these heraldic shield-devices are to be seen on that wonderful
little vase from Thebes, which was given to the British
Museum by the late Malcolm Macmillan. The principal
band on the vase has a row of fighting warriors, each bearing
a device on his circular buckler. See Four. Hell Stud.
Vol. X1, 1890, Plate I. and p. 167.

The subjects on Greek gems of the 6th to the 4th century
B.C., are very largely scenes from poems of the Homeric
cycle, and the achievements of divine heroes, such as
Herakles, Theseus and Perseus, and also athletes in various
postures. Dionysiac subjects also frequently occur—Satyrs,
Fauns, Maenads and the god Dionysos himself. Heads or






Scarab
of finest
style.

Style of
work.

Shallow
sinking.

26 GREEK GEMS OF [cuap. 11.

a youth with a bow; he holds in his right hand an
arrow, and trics the sharpness of its point with the other

F1G. 17. Greek scarab-gem of the best period of art, and of the finest work-
manship: one and a half times the real size.

hand. Hec wears long hair, ticd up behind his head like the
marble statues of athletes, which have recently been found
on the Athenian Acropolis among the débris caused by the
Persian sack of Athens. The gencral design of the figure
and the modelling of the nude flesh are magnificent in stylc,
combining truth to naturc with nobility of treatment in a way
that could hardly be surpassed even in work on a much larger
scale. As an example of largeness of style combined with
cxtreme minuteness and accuracy of dectail, nothing could
surpass this wonderful scarab, ‘

In both the last-mentioned gems the relief, as is usual in
work of this period, is rather shallow, but treated in the most
skilful way, with admirable spirit and delicacy of touch.
This shallowness or, more correctly, flatness of relief (French
méplat) is one of the characteristics of early Greck intaglio
and relief work of the best period. The figure is not treated
like a statue sawn in half and then applied to a background,
but, like the best Florentine reliefs of the 15th century, is
modeclled with a peculiar delicacy of surface, and more relief
than actually cxists is, as it were, suggested. In some cases
the edges of the design are, what is called “ stilted,” that is to
say the intaglio or relief outline is bounded by a flat rim at
right angles to the ground, as if the whole figure had been
slightly pushed out from behind, so that the depth of sinking
at the outline is ncarly as deep as in the central part of the
figure.






Lion and
stag.

Age of
LPheidias.

Plate 7.

Attic
stelae.

Sepulckral
subject ;
Plate I.
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a scarabacoid of rock ['}ysml (No. 125), with a lion devouring
a stag, within a ‘cable’ border; a work of remarkable
delicacy of execution : sce fig. 18 on page 30.

No. 557, a fragmentary gem cut in clalcedony, has a figure
of a wounded centaur, which, as Mr A. S. Murray has pointed
out, is of special interest from its resemblance to the centaurs
on the metopes of the Parthenon, and probably dates from
about the same time.

On all these very beautiful gems the use of the diamond-
point rather than the drill is clearly visible ; sec page 111.

Among the few gems which can be attributed to the age
of Pheidias and his pupils some are slight and even almost
rude in execution.

Carcful work by a rcally skilful artist on a gem of this
time is rarcly to be secen, but when it does occur it is an
object of very great delicacy and dignified beauty.

The Fitzwilliam collection possesses a very noble example
of this class (No. 10), which is of special interest from its
design beiny similar to that of some of the finest Athenian
sepulchral szclae, of which so many (though in most cases of
rather later date) have been found in the cemetery outside
the Dipylon Gate in the outer Cerameicus. The subject on
this gem, a large scarabacoid of clouded chalcedony, is a nude
figure of a youth, leaning on his staff and caressing his dog—
the dog and horse, man’s most faithful animal companions,
being of frequent occurrence on the sepulchral reliefs of the
sth and 4th centuries B.C. In style this gem is of the
noblest type, with a slight trace of archaic flatness of
execution, but with the most skilful modelling of the nude
form, and remarkable grace in the whole design and pose
of the figure.

Another gem in the Fitzwilliam collection (see No. 11) of
rather later date, with the signature of its engraver, Dexamenos,
is also engraved with a subject which occurs very often on
the Athenian sepulchral s#e/ae, namely, a lady seated, with an
attendant girl assisting to complete her mistress’ toilet, very
like the beautiful sepulchral relief of Hegeso from the Dipylon
cemetery. This very important gem is described in the Cata-
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which ocecurs on the well-known didrachms of Neapolis (the
modern Naples. The same connection between gems and

F1G6. 18. Very fine work of the sth cenlury B.C.: on¢ and a half times the
real size.  Cf. the description of gem No. 7 in the Fitswilliam Catalogue.

coins is illustrated by a paste cameo in the British Museum,
No. 646, which, as Mr A. H. Smith points out in his cata-
logue, p. 97, is moulded from a tetradrachm of Syracusec with
the front face of Athene; see Brit. Mus. Cat. of Coins of
Syraciuse, No. 199: this is the coin mentioned above as
having the signature of the die-engraver Eukleidas.

The usual superiority of the coins, as compared with the
gems of Greece proper, during the best period of Greek art,
may possibly be due to the fact that the coins were intended
for public use, while the gems were objects of private luxury.
So in the case of architecture, painting and sculpture, we
find that all the chief efforts of the greatest artists were
devoted, during the great period of Athenian supremacy, to
the service of the State, not of private individuals.

In Magna Graecia and Sicily, on the other hand, personal
pomp and luxury were developed at an earlier time; and
this may cxplain the frequently superior quality of the gems
of those countries.

It should also be observed that the art-development of
the Sicilian and Italian colonies was many years in advance
of that in the mother country. The magnificent Syracusan
decadrachms of Kimon and Euainectos, executed several years
before the close of the 5th century B.C, are in style quite as
advanced as the work of the artists of Attica fully half a
century later,
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were various gold and plated rings set with onyx, jasper and
coloured paste. The inscription runs thus—'Ey xifBortie
mowidw, 0 Khewro Apiaro...lov, Kipwvos yovy dvébnee...
[opplayis xpvooby Saxtvhiov éxovoa: AéfAha avébncev...
appayide va[hiva mwoilrkiha...bvvE appayls ypuvaodv SarTiNiov
éywr, oppayis lacms ypvooly Saxtihov Eyovea, oppayls
lacmis Tepiexpvowuévy, appayis valivy mep[ikexpvalopévny
xpvooty SaxTtiA[wov éyov]oa, appayides 8vo apyv[pods SarTul]-
lovs &yovoai, adpayibes vahwar |, odpayis mepixpvoos,
kT X' “In a many-coloured (enamelled ?) casket, Kleito the

- daughter of Aristo..., the wife of Kimon dedicated (the

following)... A seal-ring of gold,...Dexilla dedicated...two
signets with paste gems of various colours [probably imitations
of onyx], an engraved onyx sct in a gold ring, an engraved
jasper in a gold ring, an engraved jasper set in gold [or set in
metal plated with gold], an engraved gem made of paste set
in gold and mounted in a gold ring, two signets in silver
rings [probably the device was cut on a silver bezel], seven
engraved gems of paste, a signet plated with gold, &c.”

In similar lists of other years the following gems and
rings occur—ovvE péyas Tpayelapov mpiamifovros, oTabuov
AAAFF, “a large onyx engraved with an ithyphallic antelope,
weighing 32 drachms,” its great weight suggests that it was
possibly an oriental cylinder; SaxTihior aiénpol ]|, “ eight
iron rings;” odpayides Nibwar xpvoods SaxTuhiovs €yovoar
M, dvev SaxTvwr 7, “seven signets of stone in gold rings,
five without rings;” ypvad odpayide |l, “two gold signets,”
meaning rings in which both hoop and bezel were of gold.
In the Parthenon inventories the word a¢payis is used for an
engraved gem, the plain jewel being called Aifos? or else
mentioned simply as “a jasper,” “an onyx.”

In the Greek Anthologia (v. 205) we read of the Sorceress
Nico’s gem being dedicated in the temple of Aphrodite. It
is described as an amethyst (é¢ duefvoTov yAvmTy) strung on
a cord made of purple wool, and set in a golden stand. The

! See Bickh, Die Staatshaushaltung der Athener, Berlin, 1851, Vol. 11. p. 263.
2 In Greek of the best literary period the feminine 4 Alfos seems frequently a
poetic form : in laler times it was more uniformly used to denote a precious stone.
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the fingers. This explains the very small size of some ancient
rings both of Greek and Roman workmanship.

With regard to the names used for the various parts of a
signet-ring, it may be noted that, owing to the manner in
which the gold wire of a swivel ring frequently encloses and
frames its scarab, the name o¢erdovn, Latin funda, was given
to that part of the ring which borders the gem, on account of
its resemblance to the stone in a sling: see Eur. Hippol. 876,
and Pliny, Hist. Nat. XXXVIL 116 and 126.

The gem itself is yiipos, Saxtvhicy Yriidos, appayis or 7
Aifos; in Latin, gemma. 1n modern English the part of the
ring which bears the device, whether on metal or on a stone,
is called the besel: the rest of the ring being the /oop, and its
thickened part near the bezel the s/owulders.

In French the chaton is the whole bezel, while the word
collet is popularly, but not technically, used for the funda or
metal border which frames the gem.

With regard to the Greek use of signets, Professor Jebb has
kindly pointed out to me and explained the following inter-
esting passage in Isocrates, Or. XVII, § 33, 34, where two
different classes of scaling appear to be referred to.

The Voting-urns (v8piac), containing the names of the
Athenians who were eligible for the office of Judge in the
dramatic contests at the city Dionysia, were placed under the
charge of the raplar Tédv (epdv ypnuaTwr or Temple-wardens
for safe keeping on the Acropolis of Athens, most probably
in the treasure-chamber of the Parthenon.

For the sake of security each urn was sealed both by the
Prytanes and by the Choregi—oceonuacuévar pév foav dmo
TdV TpUTdvewy, kaTeappayiauévar § Do TV Yopny@y, mean-
ing, Professor Jebb suggests, that the urns were not only
sealed up by the Prytanes, perhaps with a sort of corporate
or common seal, but were also countersealed by each of the
Choregi with his own private signet (oppayis).

In a similar way, during mediaeval times, it was usual for
an official, such as a bishop or an abbot, to sign important
documents with his great seal of office and also with his secre-
tum or personal signet.
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an important collection of gems, among which the so-called
“ring of Polycrates” made, Pliny tells us, but a poor figure.

The carliest gem collector, Pliny says (Hist. Nat. XXXVIL.
11), was M. Aemilius Scaurus, the stepson of Sulla; a man of
enormous wealth, whose temporary theatre, built during his
acdileship in 58 B.C, was one of the costliest and largest
buildings in Rome'.

The next collection of Greek gems in Rome was that
which had belonged to Mithradates, and was dedicated in the
Temple of Capitoline Jupiter by Pompey the Great, whose
victory and its consequent spoils created, Pliny says, the
taste for gem-collecting in Rome (Hist. Nat. XXXVIL 12)%

Pliny mentions that Julius Caesar gave a collection of
ring gems (dactyliotheca) to the Temple of Venus Genitrix,
which he built in the centre of his new Forum Julium.
Suctonius also tells us (F. Cacs. 47) that Julius Caesar was
always ready to give high prices for gems which were the
work of any of the famous old Greck engravers.

Marcellus, the favourite nephew of Augustus, dedicated
another collection of gems in the Temple of Apolio on the
Palatine Hill—the most magnificent of the many public
buildings with which Augustus enriched the city of Rome;
see Pliny, Hist. Nat. XXXVIL 11.

It was not, however, till comparatively late times that
engraved gems were regarded as objects to place in a collec-
tion of works of art or even to set in jewellery as personal
ornaments. Their real use was for long the purely practical
one, that of signets, either to give authority to a document, or
elsc, instead of a lock, to secure doors, box-lids and the like,
so that they could not be opened without the knowledge of
the owner who had affixed his seal ; see page 34.

Aristophanes (7/esmo. 424—428) has an amusing passage
referring to the custom of securing doors with a seal—

1 The splendours of the Theatre of Scaurus are described by Pliny in many
different passages ; see Hist. Nat. XXXIV. 36, XXXVI. 50, 113 and 189.

2 In the same way, according to Pliny (/oc. ci2.) the rage for pictures was the
result of the capture of Corinth by L. Mummius (146 B.C.), and the taste for other

Inxuries, such as embossed silver plate, cloth of gold and bronze couches, was
brought about by the conquests of L. Scipio and Cn. Maulius.
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This practical usc as signets explains why in so many
cases among ancient Greek gems very beautiful work is
engraved upon an ugly stone, the markings of which interfere
with and obscure the design. The main object was that the
{mpression from the gem, rather than the sfone itself, should
be beautiful. This is notably the casc with the celebrated
head of Medusa from the Strozzi collection, now in the
British Museum, which is cut on a very opaque and much
mottled chalcedony,—a fact which is evidence in favour of
the antiquity of this beautiful gem, in spite of its style, which
certainly suggests the hand of an artist of the Renaissance,
rather than one of any classical period.

As has been alrcady mentioned, until about the middle of
the 4th century B.C. Greek gems were usually cut in the
scarab or scarabaeoid form; the latter were frequently of
large size, especially when made of chalcedony, in which case
the old method of wearing the signct strung on a cord round
the neck still survived. After that, from the time of Alex-
ander downwards, the custom came in of having gems cn-
graved on a thinner slice of stone; and the brilliant varicties
of sard or carnelian became the favourite-gem to work upon.
For the sard the thinner body of stone was an advantage,
making it more transparent and effective, whereas the older
scarabaeoid shape was best suited for the pale bluish or
milky chacedony, which looks poor if cut very thin. This
rule is not without many exceptions; thin sard gems occur
of date much anterior to Alexander’s time, and the use of
chalcedony was never given up either by Greek or Roman
gem-engravers.

Another common variety of shape, used mainly by the
Romans, was to have the side of the gem, on which the
design was cut, convex ; the plain back being flat. This form
is very common among Roman gems of Imperial times, and
it was often used for stones the colour of which requires an
extra thickness of body to bring out the full richness of tint,
as in the case of carbuncles and reddish sards. A less
common shape, largely used for mediaeval and modern gems,
was the reverse of the last, namely a convex back, with a flat
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With regard to the prices paid by the Greeks for fine
gems, we have little or no information.

Pliny (Hist. Nat. XXXVIL 6) tclls a story of how the flute-
player Ismenias', who lived in the time of Alexander the
Great, sent six gold staters to buy an emerald engraved with
a figure of the sea-nymph Amymone, and was disgusted to
have two staters returned to him with the gem, on the ground
that an insult had been offcred to the emerald through its
price being beaten down. In this case however, as Mr King
remarks (Handbook of Geins, p. 196), the stone itself may
have been worth the greater part of the money, so that we
have no indication of what the value of the work on it may
have been.

According to Pliny, Greek musicians were specially given
to the extravagance of collecting and wearing many gems.

During the Alexandrine period and later the character of
Greck gems, like that of other works of art, changes very
much; the type of figure becomes softer and more feminine
in beauty, Homeric scenes are no longer represented, and
dcities such as Aphrodite or Dionysus, with subjects relating
to the theatre or musical contests, become the favourite
motives for representation.

Greck gems of this later period and good Graeco-Roman
work of the time of the early Roman Empire are usually
almost indistinguishable, either in workmanship or in subject.
This is frequently the case even with large sculpture in
marble? and with work so minute as that of the gem-engraver
it is harder still to arrive at any certainty.

With the time of Alexander portraits appear for the first
time on gems: a little earlier, that is, than the introduction
of coin-portraits, which commence with the Diadochi, Seleu-
cus L. King of Syria, and Ptolemy I. of Egypt. Lysimachus

! Ismenias was the author of a work on precions stones.

2 A striking example of this is to be seen in the reliefs on the throne of the
High Priest of Dionysus in the great theatre of Athens. The figures of Eros with
fighting cocks on the arms of the throne and the two Fauns on the back look
like the best Greek work of the 4th century B.C., and it is only the feeble

archaism of the pseudo-Assyrian relief on the front of the seat which betrays the
later origin of the whole.
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Pliny (Hist. Nat. XXX111. 41) tells us that a portrait of
Claudius in a gold ring was worn as a sort of entrance ticket
by those privileged persons who had the right of access to
the Imperial presencc.

The later Greek and Graeco-Roman gems are in many
cases of exceptional value and interest from the fact that
their device represents some important work of Greek sculp-
ture—in some cases one which can be identified by descrip-
tions as being some celebrated, but now lost statue or group.
Thus, for example, a gem in the British Museum (No. 720)
appears to be copicd from the famous bronze statue of
Apollo holding a stag by its fore-legs at Branchidae by the
sculptor Kanachos of Sicyon, who worked in the carly part
of the sth century B.C.; see Proceed. Soc. Ant. 2nd series,
Vol. XI. p. 253"

Another gem (Brit. Mus. No. 722) has a representation of
the Apollo Sauroctonos of Praxiteles, of which several ancient
copies exist both in bronze and marblec ; and No. 790, a badly
cut gem of late Roman date, is interesting for its group of
Aphrodite and Ares with Eros at their feet—a noble Greek
design of probably the 3rd century B.C,, of which more than
one Roman copy in marble still exists®

Valuable evidence with regard to an important work of
art is given by the impression in wax from an ancient gem,
which was used as the private signet of Thomas Colyns,
Prior of Tywardreth in Cornwall from 1507 to 1539. A docu-
ment still exists sealed by the Prior with his signet-gem on
which was engraved a copy of the celebrated Laocoon group,
now in the Vatican.

The true position of the lost arms of Laocoon himself and
one of the sons is shown on this seal ; though the group itself
has been restored differently, in a way which very much

! The finest extant representation of this celebrated statue is on an engraved
paste gem in the collection of Mr A. J. Evans at Oxford.

2 This is the motive of the group to which the Aphrodite of Melos is sup-
posed by some writers to have belonged. The Capitoline Museum possesses a
rather ludicrous copy, in which the heads of Ares and Aphrodite are replaced by
those of Hadrian and his wife Sabina,
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place a design of high merit must be specially suited to the
scale on which it is meant to be executed, and therefore no
design could be greatly cnlarged or diminished without a
serious loss of beauty and fitness.

Again, a gem design, being a variety of bas-relief, should
be most strictly kept to onc plane, quite unlike the natural
composition of a piece of sculpture in the round; and, last of
all, in copying a statue it was usually impossible to make the
design occupy the field of the gem in that complete way
which was thought so desirable by the engravers during the
best period of Greek art.

GEMS FROM ETRUSCAN ToMmBs.

This is a very large class and embraces gems of many
different kinds, extending over a long period, but the greater
number fall between the 6th and the 3rd century B.C.

Among the carlier gems a large number arc foreign
imports, cither of Phocnician or Greck workmanship. The
demand for engraved gems, mostly in the form of sard or
carnclian scarabs, must have bcen very great among the
wealthy and luxurious people of Etruria, whose gold jewellery
is of extraordinary beauty and magnificence.

These engraved scarabs were not used by the Etruscans
mercly as signets, but were also employed in large numbers
as personal ornaments.

Almost all have some form of the “ cable” border, and the
majority arc cut in the scarab shape, perforated, with the
head and wing-cases of the beetle carefully shaped. In some
cases the original beetle form has been sliced off?, for conve-
nience of sctting, occasionally leaving traces of the horizontal
perforation, found in all true scarabs.

Many of these sard scarabs from the tombs of Etruria arce
strung in rows on necklaces, or used as pendants for bracelets
and ear-rings, in combination with the most exquisitely deli-
cate gold work.

! The gem shown in fig. 22, page 107, is an example of this form, which
is commonly called the “cut scarab”.
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The most frequently recurring subjects on Roman gems
of this class are figures of Jupiter enthroned (see Nos. 26 and
27, Fitzwilliam catalogue) Minerva, Juno and other deities
such as the Dioscuri, who were specially worshipped in Rome
and are represented on the earliest of the Roman denarii’.
Another very favourite subject is thc goddess Roma, en-
throned—a type which was adapted from certain Greek
representations of Athene, as, for example, that on the
tetradrachms of Lysimachus with the head of the dcified
Alexander on the obverse.

Most of the Roman deitics are represented in forms
taken from Greek art—Jupiter, Juno and Minerva, the great
triad of early Latin worship, have the dress and the symbols
of Zeus, Hera and Athene: and it only rarcly happens that
any deities are represented in a more native and un-Hellenic
fashion. One of these exceptional cases of a native Italian
deity, who sometimes occurs upon gems and coins of the
Republican period? is Juno Sospita with a serpent by her
side, wearing a hcad-dress made of goat’s skin—the special
cultus-deity of Lanuvium.

Under the Roman empire, gems of all kinds, cut on a
great variety of stones, and with cvery degree of excellence of
workmanship, were extremely common.

Apart from the Graeco-Roman gems, which had little
or nothing about them that was really Roman, the finest
class is on the whole that with portrait heads either of the
Emperor or some member of the Imperial family, or else that
of the private owner of the gem; a large number of this
latter class must have becn engraved for wealthy Romans,
judging from the frequent occurrence of well executed portraits,
which cannot now be identified. Even these portraits of
Romans are in many cases evidently the work of Greek
artists, as their noble and refined treatment clearly shows.

! No. 33, with a standing figure of Minerva, and No. 49, with a bust of
Victory, both in the Fitzwilliam collection, are good examples of Roman gems of
the Republican period ; they are illustrated on Plate I1.

2 For example the head of Juno Sospita or Sispita is a common obverse type on
denarii struck by monetarii of the Papia and Roscia families.
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and used instead a head of Alexander the Great, probably a
contemporary portrait by the famous Pyrgotcles.

Suetonius (Aug. 50) says that Augustus used, at different
times, three diffcrent signcts, first the Sphinx, secondly the
head of Alexander, and lastly his own portrait engraved by
Dioscorides. This last signct was used after the death of
Augustus by subscquent Emperors, down to the time of
Pliny’s writing his Historia Naturalis, with the onc excep-
tion of Galba, who preferred to seal with his own signct,
on which was cut his family device—a dog standing on the
prow of a ship; sce Dio Cass. LL 3.

Maccenas used as his official scal a gem cngraved with a
frog, a device which was, as Pliny says, well known and much
dreaded on account of its association with edicts for the
imposition of taxecs.

This device of a frog occurs on more than onc of the
scarabs which have been found in Etruscan tombs. A good
cxample is in the British Muscum, No. 474.

A very interesting account of Roman signet-rings’ is given
by Pliny (Hist. Nat. XXXIIL 8 to 36). Hec repeats the legend
about the earliest ring being that which Promecthcus wore
after his libcration by Zeus, with a bit of the rock to which he
had been chained, sct in a ring madce of iron from his fetters,
thus saving Zcus from perjury, who had sworn that Pro-
mectheus should remain for cver bound upon Mt Caucasus;
sce Catull. LXIV. 295--298.

In carly times (Pliny thinks) rings were but little worn
by the Romans; among the statues of the kings on the
Capitoline Hill, those of Numa and Servius Tullius were the
only ones which had rings. The right of wecaring go/d rings
was very sparingly granted: at first only to Ambassadors
while abroad on state affairs, to whom a gold signet was
given at the public expense; on his rcturn to Rome the
Ambassador surrendered his gold signet and again worc the
usual iron ring of a Roman citizen.

By degrcees the jus annuli aurei was granted to onc official

! On ancient rings, sce the very learned treatise by Kirchmann, D¢ Anaudis,
Sleswick, 1657.
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was obliged to wear, in accordance with the curious and
mysterious list of restrictions and duties which are recorded
by the celebrated mural painter and historian of Republican
Rome, Fabius Pictor (quoted by Aul. Gellius X. 15, § 5). He
says—“Item annulo uti, nisi pervio cassoque, fas non est.”
These light rings of beaten, not cast gold are mentioned by
Ovid (4. 4. 1L 221)~—

“ Annulus ut fiat primo colliditur aurum.”

The cavity in the ring was sometimes filled with poison,
so that the wearer could at any moment commit suicidc:
a method adopted by Hannibal (Juv. Sas. X. 164),

“Cannarum vindex et tanti sanguinis ultor
Annulus.”

In calling the ring “Cannarum vindex” Juvenal is pro-
bably alluding to the modius of gold rings, which Hannibal
collected from the slain equites at Cannae.

Pliny records (Hist. Nat. XXXIIL 14 and 15) that the
guardian (acdituus) of the Temple of Capitoline Jupiter killed
himseclf with his poison-ring, to avoid being tortured, when the
public store of gold, 2000 pounds in weight, was stolen from
its secrct depository inside the throne of Jupiter. This hap-
pened during the third consulship of Cn. Pompeius Magnus,
whose colleague M. Licinius Crassus is supposed to have
been the robber. See also Hist. Naz. XXXII. 25, where
Demosthenes is said to have killed himself with a similar ring.

In the same passage Pliny says that some people preferred
to have a valuable gem set in a light, hollow ring, so that it
might be less liable to injury from a chance fall.

Others, whose wealth was of recent date, prided them-
selves on the massive gold of thcir rings. Martial (XL 47)
ridicules an upstart, who wore on his finger a sardonyx
sct in a ring which contained a pound weight of gold;
cf. Mart. X1v. 123.

As a rule subjects from contemporary history were seldom
used for Roman gems, even during the later Republican
period, when such subjects were common on the #everses of
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the bezel in gold, engraved with fine designs of Egyptian,
Greek and Etruscan workmanship.

The following are among the most remarkable; a large
Egyptian gold ring of Ptolemaic date, which has a wesica-
shaped bezel with a minutely cut, seated figure of Isis
suckling the infant Horus.

A Greek ring of the finest period of art, 5th century B.C,,
all of gold, has a very beautiful female head with no dis-
tinguishing attribute—possibly representing Hera, most ex-
quisitely cut on the gold bezel.

Another Greek ring of c¢. 400 B.C, which is wholly of
bronze, is remarkable for its fine patina and perfect state of
preservation.  On the bezel is cut a seated female figure with
most gracefully designed drapery.

Among the Roman rings are examples in a great variety
of materials, gold, silver, bronze, lead, iron, amber, stone,
such as rock crystal or chalcedony, glass, ivory and cven
cnamclled pottery.

One curious ring is cut out of a piece of amber; in it is
fixed a finc yellow paste zntaglio with a head of Jupiter
Ammon. In many cases the bronze and iron rings have
their gem backed with bright metallic foil, in order that the
dark metal might not diminish the brilliance of the stone:
cf. Pliny, Hist. Nat. XXXVIL 106, Several of the rings are of
very small size, being intended only to reach to the first joint
of the finger: such rings have often wrongly been taken for
the rings of children. It is unfortunately very rare to find a
really fine gem in its original setting, most ancient rings
which now exist have engraved gems of rather poor design
and workmanship.

Under the Empire, as the old restrictions with regard to
wearing rings gradually passed away, an enormous quantity
of cheap gems scem to have been engraved. Among the
commonest subjects are single figures of the various deified
abstractions, which the Romans invented very freely, and
also adapted from the Greeks.

Figures of Sa/us with her serpent, Fortuna with cornu-
copiae and rudder, Abundantia, Induigentia, Felicitas, Bonus
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types were very common ; especially gems engraved with the
mystic sun-god Adraxas and the Demiurgus Cuoubis: see
No. 100, Fitz. Mus. Cat.

These and many other devices were highly valued through-
out the Imperial period as having talismanic or magical
powers of protection and good luck;—the power of the
talisman depending partly on the device, partly on the stone
it was cut upon, and lastly on the scason or planetary hour
when the gem was engraved.  Such gems were called by the
Grecks Tereheouévor or apuaxitar, and amuleta by the
Romans; see Pliny, /ist. Nat. XXXVIL 118.

In some cases metal signets of this class have a little dot
or pin of gold or silver let into the field; the union of two
mctals giving an additional talismanic virtue to the device.
This may possibly have originated in the accidental discovery
of the mysterious galvanic effect which is produced when two
adjacent metals are touched by the tongue. This would
naturally be noticed in those not uncommon rings which have
the bezel made of one metal and the hoop of another.

With regard to the style of Roman gems, the finest, both
in intaglio and in cameo, were produced under Greek influence,
if not by Greck artists, during the Augustan age. It is notice-
able, as has been alrecady remarked, that in many cases fine
gems of the Roman Imperial period are engraved with copics
of statues, whereas during the best Greek time the designs
on gems were specially devised for glyptic purposes. During
the Ilavian period the work was, as a rule, inferior in style
and coarser in execution'; but a few ycars later, in the time
of Hadrian, there was a remarkable revival both of good
taste and of technical skill, which came to a rather sudden
end about the close of the second century A.D. in the reign of
Septimius Severus.

After that, the decadence of gem engraving, like that of
the other arts, continued without intermission. Hence arose,
in the third or fourth century, the not uncommon fashion
of wearing in rings and other ornaments fine gold coins

! The portrait of Julia the daughter of Titus by Euodos, in the Paris Biblio-
theque, is a remarkable exception to this rule.
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SASANIAN GEMS.

During the lowest period of artistic decadence in Rome, a
great many large but feebly cut gems were executed in Persia
under the successors of the Achaemenidae, from the third
century A.D. down to the Moslem conquest of Persia in 632.
The finest of these have portrait busts of the King, frequently
a Shapur or a Hormizd, or of the Queen, with name and titles
in Pchlevi characters. The name Sasanian is derived from
a man called Sasan, a supposed ancestor of Ardashir, the
first king of this dynasty, who began to reign about 212 A.D.

The Persian gems of this period are frequently large and
decorative in style, though poor in the details of the design
and coarscly cut. A great part of their beauty depends on
the fact that usually they are cut on carnelian, rock crystal,
amethyst or carbuncle of very fine and brilliant quality. In
most cases the gems are convex, either in front or at the back.

The conical and the scarabacoid forms were used occasion-
ally in Persia, even at this late period, especially when the
material employed was chalcedony; No. 24 in the Fizzwilliam
Catalogue is an example of this, as it is also of a favourite
Sasanian class of subject—that of hunting scenes, the king
on horseback attacking lions, boars, stags and other animals,
Some large Sasanian intaglios are cut on unusual materials,
such as turquoise and lapis lazuli. Both these magnificently
coloured stones of very fine quality are largely found in
Persia. Persian lapis lazuli is the finest in the world.

In the year 632 A.D. the fanatical disciples of Mohammed
conquered the degenerate successors of the warlike Achae-
menidae, and thenceforth the signet-gems of the Persians
have been mostly engraved with names or pious sentences,
owing to the precept of the Koran which again introduced the
old Mosaic law forbidding the likeness of any living thing
to be represented. In later times the Persians adopted a
modified form of the Moslem Faith, and, to a large extent,
have ignored this prohibition—much to the horror of the
orthodox Sunni sects.
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Some very fine cameos of this kind were found in the
tombs at Kertch, dating about 400 B.C. or rather carlier: for
cxample a gold swivel-ring with a scarab-shaped carnelian,
but having the back cut in relicf, into the form of a slecping
lion: the flat side has a running lion, in intaglio.

Another similar scarabacoid, with a lion cameo on the
back, has on the reverse a trophy of arms: sce Ant. du Dosph.
Cimmirien aw Musée de IErmitage, P). XVil. Nos. § and 11.
Another ring from a Kertch tomb is sct with a cameo head of
Athene cut in decp red carnelian. 1t was found on the skeleton
hand of a lady who wore cight rings.

These carly cameos are mostly cut in sard, carnelian or
some other stone of homogencous colour, but the later camcos
of Roman date arc mostly cut on some stratified stone, such
as the onyx or sardonyx, in order that the design might be
cut in one stratum, and be set off by having its background of
another colour.

One of the most important classes among the Roman
camecos arc large, full-faced heads of Medusa or Jupiter,
carved in a thick picee of onyx or sardonyx, and used to
ornament the plalerac in the middle of the bronze cuirass of
an emperor or general of an army. The Medusa’s head was
often inlaid in the aeggss which formed a principal ornament
on the lmperial cuirass. A very beautiful example of this
was dredged up in the Tiber in Rome in 1886, and is now in
the possession of Dr John Evans, P.S.A.; see Proceed. Soc.
Aunt., vol. X1. 1887, p. 396. It is cut in bold relief on a very
thick picce of onyx, which measures about 3} inches across.
The British Museum possesses a very fine Gorgon’s head cut
in high relicf in a brilliant amethyst, which was probably a
similar ornament.

A few Roman camcos exist of very great sizc, some as
much as from 10 to 12 inches square. The most famous are
the “Coronation of Augustus” at Vienna', and the “Apotheosis
of Augustus” in the Paris Bibliotheque. Both are elaborate

1 The Vienna collection is specially rich in Roman cameos of great size: a
large circular cameo of an eagle is specially magnificent, measuring about g inches
in diameter, and very noble in design.
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A third cameo in the same collection in Paris also has
considerable historical interest™.

It was given to the Cathedral of Chartres in 1357 by King
Charles V., as is recorded in one of the inscriptions on the gold
enamelled frame which still surrounds the gem. This cameo,
which is cut in sardonyx, has a standing figure of Jupiter
holding a sceptre and thunder-bolt; at his feet is an cagle, on
account of which the cameo was venerated in mediaeval times
as representing St John, the cagle being taken for the Evan-
gelist’s symbol.

Till the Revolution in 1789 the cameo remained in the
Cathedral trcasury at Chartres.

The so-called “cup of the Ptolemies” is also now in the
Paris collection. This is a large two-handled cantlarus, cut
out of one immense nodule of sardonyx, and covered on the
outside with cameo reliefs of various Dionysiac figures and
symbols, of rich decorative effect, though not designed with
very good taste. [t is a purcly Roman design of the first or
second century A.D.

This very remarkable cup was given in the gth century by
one of the Carlovingian Kings to the Abbey of St Denis,
where it was occasionally used as a chalice at Mass.

At the coronation of the Kings and Queens of France it
was an ancient custom for the Queen to take the “housel-
sip” of consecrated wine from this cup®.

Like the “Apotheosis of Augustus,” this cameo-encrusted
cantharus was stolen in 1804, and then lost its elaborate gold
foot, though the cup itself was restored to the Bibliotheque,
when the burglars were arrested in Holland, whither they had
escaped with the non-meltable portion of their spoil.

On the whole the finest Gracco-Roman cameo in the
world is in the form of a large circular patera of translucent
agate, 8 inches in diameter, in the Muscum of Naples. It has

! See Chabouillet, Car. des camdes et pierres gravées de la Bibliothque Impériale,
Paris, 1858, page 1, no. 4.

2 Loug after the consecrated wine was, as a rule, withheld from the laity, the
sovereigns of France at their Coronation-Mass continued to receive the sacrament
in both kinds, an interesting survival of very primitive times when the offices of
King and Priest were held by the same man.
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purposcs by the purse-proud Romans. Tomb rcliefs of the
3rd and 4th century A.D. somctimes show the cuirass studded
with five or six big camcos; as, for example, the monument
of M. Caclius in thc Muscum at Bonn. A few of these large
camcos have additional life and transparcency given to certain
parts of the rclief by having a cavity cut out at the back,
so as to partially reduce the thickness of the translucent gem.

This is thc casc with the Medusa hcad in chalcedony
in the Marlborongl Collection, No. 100, onc of the finest
phalerae gems known.

On the whole the Roman love for camcos cut out of
stratified gems had a degrading influence on the glyptic art.
It was rather a tricky sort of ingenuity that was fostered by
the wish to have gems with the design worked out of three
or four layers of different colours, the background being one
colour, the flesh of the hecad another, the hair a third, and
perhaps a wreath round the hcad in a fourth, the uppermost
stratum. Great skill is often shown by the way in which the
artist has designed his subject to suit the successive laycrs of
varied colour, but he was usually scriously hampered by the
exigencics of the thin strata; and work of this claborate kind
has an awkward flatness of modeclling, and nccessarily a com-
plete want of graceful modulation in passing from onc planc to
another of the relief. However, camcos such as these arc
showy and highly decorative at a distance, and that is what
Roman taste secms to have preferred in all branches of art.

PASTE CAMEOS: rcmarkable skill was shown by the
Roman glass-workers in their copics of large and claborate
onyx camecos, cxccuted in pastes of different colours fused
together so as to resemble the various strata of the onyx and
sardonyx. The difficulty of securcly fusing thc relicf in
opaque white paste on to a ground of differently coloured
glass must have been very great. The finest of these paste
camcos have usually reccived, after the glass was cold, a good
dcal of finishing work, exccuted with the various tools which
were used in cutting rcal onyx. Without these final touches
the relief was liable to be blunt and spiritless in effect.

A large number of chcap paste cameos, executed without

L
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A similar phrasc occurs on many Greek sepulchral inscrip-
tions, as, for example, some found in Cyprus with the name of
the dead person in the genitive followed by 710 cdua nui,
written in the peculiar Cypriote syllabic characters: sce
SFour. Hell. Stud. Vol. X1., 1890, p. 67.

On Greek gems of the 4th century B.C. and later the
owner’s name is rarely inscribed. The very fine 4th century
scarabaeoid by Dexamenos (No. 11, Fitswilliam Catalogue)
bears the name MIKHZ, possibly the name of the lady who
owned the gem'; sce above, page 28.

On Roman gems both of the Republican and of the
Imperial period owners’ names are very common.

Not unfrequently the Roman name is cut in Greek letters,
as in the case of the celebrated Diomede with the Palladium
by Zelix, described below at page 75. The nominative and
possessive cases arc both used for the owner’s name on Greek
as well as on Roman gems.

Except the gem of Thersis, which has the word odua, no
word for ‘gem’ or ‘signet’ is added after the owner’s name.
A head of Athene on a serd in the Barberini collection in
Rome has the inscription ATIOMOAOTOY AIOO[Z], “the

of Halicarnassus (where the coin was found) named Phanes, who in 525 B.C.
revolted against the Persian king Cambyses and joined the army of the Egyptian
king Amasis; see Ilerod. 111. 4.

The form of the letters of the inscription is, however, clearly earlier in date
than 525 B.C., and the type—a stag—would suggest that the coin was struck
at Ephesus; see Head, Hist. Num., page 526. The only known example of this
stater is in the British Museum.

1 It is possible that this is a memorial gem, judging from the sepulchral cha-
racter of its design, in which case Mike may be the name of the deceased lady who
is represented on it.

This unusual female name AMike or Mika occurs on a votive relief, now in the
Central Museum of Athens, which represents the goddess Cybele, ‘“the mother of
the gods,” seated in a throne. At the sides of the relief are small figures of a
male and a female worshipper; and above them is the following dedicatory in-
scription—MANHE MHTPI | KAl MIKA MHTPI OEQN, cut in
letters of ahout the middle of the fourth century B.C. or rather earlier; prohably
the same date, that is, as the lady represented on the scarabaeoid of Dexamenos
in the Fitzwilliam Museum,

The relief is illustrated hy Miss Harrison in her valuable work, tke Mythology
and Myths of Athens, London, 1890, page 45.
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at length by Herodotus, 111. 38 seq.; and is mentioned by
Pliny (Hist. Nat. XXXVIL 3 and 4) with reference to an uncut
sardonyx in the Temple of Concord in Rome, which was
popularly supposed to be the gem of this dramatic story: see
above, page 35. In another place (Hzsz. Nat. XXXIV. 83)
Pliny describes a bronze portrait statue by Theodorus of him-
self, holding in one hand a file or scraper (/ina) the symbol of
his craft, and in the other “a quadriga and driver, so minute
that they were covered by the wings of a fly.”

The rcal meaning of this impossible statement was pointed
out by Dr Benndorf (Zeztschrift fiir Oesterreich. Gymmnasicn,
1873, p. 401 sq.), namely, that it was simply a scarab-gem
engraved with a quadriga that the artist’s statue held.

Most of Pliny’s information comes at second or third
hand, and the blunder would easily be made’.

This story, rightly read, tends to show that Theodorus
regarded gem-engraving as an important branch of his art?
since he represented himself holding a scarab-gem, as a
specimen of his skill. Most probably there was more than
one distinguished Samian artist called Theodorus, so that
the various inventions which are attributed to this name
should be referred in part at least to an earlier Theodorus
than the contemporary of Polycrates, possibly a grandfather
of the later artist, as the common Greek custom was to name
a son, not after his father, but after his grandfather—a very
fruitful source of confusion in the literary records of artists.

Another Samian gem-engraver of the first half of the 6th
century, about whom almost nothing is known, was Muesar-
chus the father of the celebrated philosopher Pythagoras; sec
Herod. 1v.95; and Aristotle quoted by Diog. Laertius, VIIL 1.

The only gem-engravers mentioned by Pliny (see Hist
Nat. XXXVIL. 8) are these—Pyrgotcles, who worked for
Alexander the Great, and was (according to the above
passage) the only engraver who was allowed to cut the

1 Pliny mentions (/ist. Nat. XXXVI. 43) another Quadriga covered by a fly’s
wings, the work of Myrmecides—possibly a similarly distorted statement.

2 The art of gem-engraving was called SaxtvAwyAvgpla; see Plato, Al. 1.
128 C.

S m————.
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these are certainly not genuine. In many cases both the
gem itsclf and the signature are forgeries, but a great many
genuine gems exist on which a signature has been added by
a modern hand.

Ever since the revival of interest in antique gems and
their engravers about the time of Lorenzo de’ Medici (1449—
1492), the value of a genuine stone has been enormously in-
creased by its possessing an artist’s signature, and therefore
unscrupulous dealers ever since the 15th century have been
in the habit of adding the namec of some real or supposed
glyptic artist on to the gems they wished to sell, whether they
were genuine antiques or modern forgeries.

This rage for artists’ names on gems was specially pre-
valent during the eighteenth and the first half of the present
century.

In many cases the signature has been forged with great
skill, and owing to the mechanical process by which it is cut
and its minutc scale, it is very frequently quite impossible to
decide whether a signature is genuine or not.

The most diversely diffcrent conclusions have been arrived
at by many archacologists, such as Kohler, Stephani, Brunn,
Benndorf, Clarac, Chabouillet and Furtwingler, who have
written on the subject of signed gems'. Any absolute cer-
tainty on this matter is practically unattainable, and almost
the only signed gems, about which there can be no doubt, are
those which have been found by some trustworthy explorer
and have never passed through the hands of a dealer, such
gems, for example, as the two cranes of Dexamenos, found at
Kertch, the ancient Panticapaeum, and now in the Hermitage

1 A long list of gem-engravers, real and imaginary, is given by Clarac, Cafa-
logue des artistes de Pantiquité, Paris, 1849 ; see also Brunn, Geschickte der Grie-
chischern Kiinstler, 1859, vol. 11. pp. 444—037, and C. W. King, Antigue Gewms,
1866, pp. 211 to 238; and his Handbook of Engraved Gems, 1866, pp. 246 10 339,
where he gives the gist of Kohler’s, Stephani’s, and Brunn’s treatises on the
subject.

The best recent treatise on signed gems is Furtwangler's Gemmen mit
Kiinstlerinschrifter in the ¢ Jahrbuch des Kaiserlich Deutschen Archiologischen
Instituts,” 1888, pp. 105 10 139, 193 to 224, and 297 to 325, Plates 3, 8, 10
and 11, and 1889, p. 40.
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101, and ancient rings with plain gold bezcls have had a
modern device cut upon them.

Again we may safely trust those signed gems which are
known to have cxisted in some royal or ecclesiastical treasury
from a period earlier than the date when forged inscriptions
began to be cut, carlicr, that is, than the latter years of the
15th century.

Onc of the most notable cxamples of this is the celebrated
portrait of Julia the daughter of Titus on a large and brilliant
beryl or aquamarine, one of the noblest glyptic portraits in
the world. It is signed bchind the hcad with the artist’s
name Euodos, EYOAOC €TTI0I€EI, reversed on the gem.

The history of this magnificent gem can be traced back
for more than a thousand years. It was once in the possession
of Charlemagne, and was given by Charles the Bald to the
Abbey of St Denis, where it remained till the French Re-
volution, among the many gems which were attached as
ornaments to ecnrich a gold reliquary. It is now in the
Biblioth¢que Nationale at Paris, No. 2089, see page 270 in
Chabouillet’s Catalogue.

Another signed portrait of Julia, of rather coarse work-
manship, very inferior to that by Euodos, cxists in the Marl-
borough collection (No. 447).

It is cut on a splendid Zyacinthiine sard of which the upper
portion is broken away.

Behind the neck is the signature of Nzkander, NIKANAPOC
€MOEl, of almost undoubted genuinenecss, though the gem
lacks the confirmation of so satisfactory a pedigree as that of
the work of Euodos.

Another signed gem in the Marlborough collection® (No.
341) certainly appears to be genuine, though its pedigree
does not go back further than the reign of Charles 1., when it
formed part of the Earl of Arundel’s collection.

It is a large dark sard, engraved with a seated figure of
Diomede holding the Palladium, and, on the right, is Ulysses
pointing to the prostrate body of the Trojan priestess. On

1 In 1875 the whole Marlborough collection of gems was sold for 35,000
guineas to Mr Bromielow of Battlesden Park in Bedfordshire.
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is a very noble full-faced bust of Athenc, deeply cut on
a large amethyst, evidently of the first century AD., and
copied from a statue. In three vertical lines is inscribed in
minute characters—
EYTYXHC
AIOCKOYPIAOY
AIFEAIOC €ITfOI€l].

“ Eutyches of Acgaeac the son of Dioskourides made (this).”
Apart from internal evidence there is documentary proof of the
genuineness of this gem. The Comm. d¢’ Rossi discovered
in the Vatican library, among the MS. writings of Cyriac of
Ancona, a description of this very gem written in 1445, with
the inscription given in full and a Latin translation of it; scc
Bull. Inst. 1878, p. 40; and King, Handbook of Gems, p. 284.

A gem cxactly answering to this description cxists among
the Marlborough collection (see d/arl. Gems, Vol. 11. No. 12),
and is probably the one mentioned by Cyriac: it has un-
fortunately lost the last four letters by re-polishing and
re-sctting ; see N. Story-Maskelyne, #Marl. Cat. 1870, No. 81.

A large cameo in blue paste with a very fine laurcated
head of Augustus in very high relief, in the Vienna collection,
is signed by Heroplilus, another son of Dioskourides,

HPODIAOC
AIOCKOPIA[OY].

This gem also appears to have a good pedigree: it is in a
mediaeval setting, and is said to have belonged to a Church
in Germany many centuries ago. Father Wilhelm in his
Luxemburgum Romanuwm, written in the 17th century, de-
scribes this cameo as being then in the treasury of the Church
of Echternach. Drs Brunn and Furtwingler consider the
signature to be genuine, in spite of the unusual spelling of
“ Dioskorides.”

The name of a third son of Dioskourides called Hpllus
occurs on some antique gems.

A sardonyx cameo in the Berlin Museum with a finely
executed head of a young Faun has the signature thus—
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and was described in 1589 by Montjosieu (9p. ¢:2) is signed
by Apollonios ATIOAAQNIOY. It is a very beautiful figure of
Artemis standing, in profile, wearing a short chiton and resting
her hand on a ¢ippus. 1t is cvidently copied from a very fine
marble statue of Praxitelean type. Kohler supposes it to
be from the colossal Artemis of Anticyra by Praxiteles, but
the coin reverses of Anticyra, which probably show this
statue, represent a figure of different design; sce Gardner
and Imhoof-Blumer, Numismatic Commentary on Pausanias,
Plate Y, No. XVIL and page 124.

Another gem, the design on which is evidently copied
from a statue, bears the signature of Dioskourides. It is a
very fine sard with a standing figure of Mercury wearing
a chlamys, secn in profile, except the head which is turned
to the front. In onc hand Mercury holds a dish containing
a ram’s head, and in the other a caduceus. Bchind, in small
letters, placed vertically, is the name AIOCKOYPIAQY.

This gem was for long in Lord Carlisle’s collection ; but
has, in the present year 1890, been purchased, with the rest
of the Carlisle gems, by the British Muscum. Neither the
engraving nor the signature have a very genuine look; it
is a suspicious circumstance that it once belonged to Baron
Stosch, to whom the production of many forgerics is duc.

The same design, but without the questionable signature,
occurs on another gem in the British Musecum, No. 705 in
Mr Smith’s Catalogue, which may possibly be a genuine
antique in spite of the unusual material it is engraved upon,
a soft stone of an opaquc green colour. The Carlisle gem
may perhaps be a copy of this, executed (with the addition
of Dioskourides’ namec) for Baron Stosch; it is cut on a
brilliant sard of fine golden tint, a kind of stone which was
frequently used by the engravers of the last century for their
best works. However, cven if the Carlisle Mercury be a
modern production, it is certainly a very beautiful gem and
is the work of a most skilful artist.

Among the other gems which bear the name of Dios-
kourides the most genuine appears to be one which was found
in 1756 on the estate of the Duke of Bracciano near Rome.

.

Y W ——






Pam-
philos.

Agath-
opus.

Onesas.

Philemon.

8o GEMS WITH [cHAP. VL.

The Paris amcthyst was given to Louis XIV. by Professor
Fesech of Basle, so it cannot be a quite modern forgery. It is
possible that the inscription meant that the design was copied
from a painting by the famous Greck artist Pamphilus, as is
suggested by its picture-like style.

Agathopus; a fine beryl or aquamarine in the Florence
collection (Uffizi gallery) is engraved with a very noble head
of a Roman, supposed to be Sextus Pompey, in the style of
the best Greck iconie heads, such as those on the tetradrachms
of Eumenes of Pergamus. Behind the head, in two hori-
zontal lines, is the signature ATAOOTIOYC €TTOEL.

This magnificent gem was known in the 16th century,
and in 1707 it was published by Maffei in his Geminre Antiche :
it is said to have been found ncar Rome, set in a massive
gold ring. The British Museum possesses a rgplica or copy
on sard of this portrait, with the signature and in addition the
letter L, which is supposed to be a mark of its having onece
belonged to Lorenzo the Magnificent; there is hardly suffi-
cient space in the field for Lorenzo’s usual mark, LAVR. MED.
Sec Musewmn Floventinum, Vol. 11. Pl 1, fig. 2 ; and Brit. Mus.
Cat.,, No. 1552; cf. also Kohler and Stephani, Gesaminelte
Schriften, 1850—3, p. 338.

Ounesas ; in the Florentine collection is a very fine laur-
cated head of the youthful Herakles on sard, with the lion’s
skin over his shoulder: the upper part of the head is broken
away. In a horizontal line is the signature ONHCAC.

The hypercritical Kéhler calls this a modern gem, but it
has all the appearance of being genuine.

As much eannot be said of another gem in the Florentine
muscum with the inscription ONHCAC €TIOI€El, a standing
figure of a Muse playing on a lyre, on paste.

Its wide margin and genecral style suggest that it is a work
of some early Renaissance artist.

It was known in the 17th century, and eannot therefore
be a quite modern forgery. A

Plizlemon ; in the Vienna collection is a fine sardonyx
gem engraved with a nude figure of a hero with a club,
standing in front of an archway, in which the corpse of
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The name TEYKPOY is cut vertically in very minute
characters, quite unlike the bold style in which an owner’s
name was usually engraved on a signet. A great many
copies of this or a similar design exist. The sensuous
softness of the modeclling of the nude forms is more like
the production of an artist of the Renaissance period than
that of an ancient engraver, even of the late Greek or
Graeco-Roman school.

Though they can hardly be accepted as genuine, the two
last mentioned gems are among the most skilful examples of
the glyptic art that any age has ever produced.

Moreover they are not slavish copies, but bear the impress
of real original power on the part of their engravers.

Aulus; probably no other artist’s name, real or forged,
occurs on gems as frequently as the name of Aulus. It is
introduced on a large number of the Poniatowski forgeries,
e.g.on one in the Fitzwilliam collection, see page xxv, No. 11.

In many cases the name is clearly that of the owner, not
of the engraver, as for example, on a magnificent fragment of
a sard in the British Museum with a head of Asklepios. In
front of it, on a tablet, is the name AYAQY in large characters®.
In fact, putting aside those gems on which the name is a
forgery, and those on which it stands for the owner, it is very
doubtful whether any would be left to prove that there was a
gem-engraver named Aulus. ’

Hellen ; the name EAAHN or EAAHNOC occurs on various
gems of doubtful authenticity. Mr King has suggested that
this is one of the ways in which the celebrated gem-engraver
Alessandro Cesati, known as #/ Greco, used to sign his works.
Alessandro was by birth a Cypriote and was one of the most
famous gem-cutters of the 16th century ; sce below, page 127.

It is also probable that the inscription AAEZANAPOC or
AAEZA more or less contracted are other forms of the same
artist’s signature. So also, perhaps, the name KOINTOZ
AAEZA, Quintus Alexander.

For example an onyxr cameo in the Florentine museum

! This is the view taken by Stephani; Gesam. Sckrift. 111. p. 3423 but Kohler in
his usual fashion rejects the gem altogether, quite without reason; see #. p. 179.
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INSCRIPTIONS ON GEMS (continued).

CAMEOS WITII ARTISTS NAMES: in judging of these, if
the name, like the rest of the design, is in relief we have the
advantage of knowing that it must have been cut by the
original engraver of the whole design, and cannot have been
added by a later hand ; so we are at least sparcd the double
difficulty of deciding, first whether the gem itself is genuine,
and sccondly whether the name may not be a subsequent
addition by some forger. y

In many cases the signatures on cameos are not in relief,
but are incised, like the name on an zufaglio, all such
signatures must be regarded with some suspicion.

Among the most authentic signed cameos is a large
sardonyx in the Muscum at Naples, with Zeus holding a
thunderbolt and driving a quadriga over the prostrate forms
of the conquered earth-born Giants. In the erergue is the
name AOHNIQN in relief, in minute letters. The whole design
is clearly the work of a talented artist of the Augustan
period ; and even the sceptical Kohler throws no doubt upon
its genuineness. That the name A#kenion is that of the
cngraver rather than of the owner of the cameo is suggested
by the minuteness of the characters. Moreover an owner’s
name, which was a natural addition to an intaglio-signet,
would certainly be a less frequent addition in the case of
cameo gems. The same name (Athenion) occurs also on a
large fragment of a cameo in &lue paste in the Berlin col-
lection, with a standing figure of a Roman General, supposed
to be Drusus the elder, in a triumphal quadriga. The name
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border, in the British Museum ; see Brit. Mus. Cat. No. 455;
and Annali Inst. 1857, Pl. H,, fig. 6.

Although, as is remarked above, cameos on which the
engraver’s signature is zzcised must be viewed with suspicion,
it cannot be said that in all cases such incised names are
modern forgeries.

More than one is accepted as genuine by Dr Brunn?
as, for cxample, the pasfe hecad of Augustus signed by
Herophilos, mentioned above at page 76.  The cameo of
Anteros (p. 81) is also an example of undoubted genuineness.

In the Berlin Museum there is a magnificent sardonyx
cameo with a figure of Hercules dragging Cerberus by his
chain, a most cxquisitely modelled and minutely finished
work, with, in the evergue, the name AIOCKOYPIAOY.

This cameo certainly was known in the 16th century:
part of the field is broken away and is now replaced in
plain gold.

With regard to the mwotive of this cameco, an interesting
passage occurs in the Autobiograply of the Florentine artist
Benvenuto Cellini, lib. L. cap. 27. Cellini tells us that during
his first stay in Rome (from 1524 to 1527) he was in the
habit of buying from the peasants large numbers of ancient
gems, which they found while digging in the vineyards in
and around Rome. Among these was the emerald with the
dolphin’s head, mentioned bclow at pagc 135, and a mag-
nificent head of Minerva on a large Zopas. Thc finest of
them all was, Cellini says, a cameo with figures of Hercules
subduing Cerberus, which he showed to Michclangelo, who
remarked that it was the most wonderful piece of work he
had cver secn.

It is not impossible that the cameo described by Cellini
is the one now in the Berlin collection®.

1 Both the cameo and the British Museum intaglio are described by Milani,
Milo di Filolete, p. 86, and PL. 11.

2 In his Gesck. der Griech. Kiinstler, 1859, Vol. 11. Dr Brunn discusses and
modifies the conclusions arrived at by Kohler and Stephani, Gesammelte Schriften,
1850-3, in which work almost all gem signatures are taken to be forgeries.

3 Tt need hardly be said that Kohler refuses to accept this gem as a genuine
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The two similar gems in the British Museum, from the
Payne Knight and the Blacas collections (Nos. 1115 and
1116), arec without the signature.

A very beautiful and large chalcedony gem in the British
Museum (Brit. Mus. Cat. No. 1161), engraved with a figure
of Victory crecting a trophy, a somewhat similar design to
that on a Syracusan tetradrachm of Agathocles, has, on
the ribbon-like folds of a long flag attached to a spear, in
characters of somewhat indistinct form, what is possibly the
artist’s name ONATA[Z].

The genuineness of this noble gem has been questioned,
but Furtwdngler and other good authorities accept it as a
genuine Greek work of the early part of the 4th century B.C.

With regard to the dates when engraved gems most
frequently received the signature of the artist, it may be
remarked that this was very rarcly done before the 4th cen-
tury B.C. In fact signed gems were very exceptional through-
out the whole of the autonomous Greek pericd; by far the
majority of those which now exist are the work of Greek
engravers during the time of the Roman Empire, especially
the Augustan period.

There is however in the British Museum (No. 479 in Mr
A. H. Smith’s Cafalogue) one very remarkable signed gem
which apparently is not later than the middle or latter part
of the 6th century B.C.

It is one of those curious scarabaeoids which have on the
curved back a design carved in delicate relief—in this case a
Satyr’s head—the earliest form of cameo, mentioned above at
page 59.

The device sunk on the flat or signet side of the scara-
baeoid is a standing figure of a bearded harp-player, and
round the edge of the ffe/d is the inscription which Mr A. H.
Smith gives as $VPIAS RMOIRSK™

the gem itself is by no means above the suspicion of being the work of Natter, the
name is probably a blunder for FNAIOC.

1 Furtwingler is inclined to read the inscription QNAIA ; see Fakrbuck
Arch. Inst. 1888, p. 204.

% Others read the name of the artist, not as Surias, but as Dories, AOPIRS ;
see Furtwingler, Fakrbuch Arch. Inst. 1888, p. 196, and Pl. 8, No. 1.

I
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The name EYKAEIAAZ occurs among the ornaments of
Athenc’s helmet on a Syracusan tetradrachm: and in many
other cases the signature cscapes all but the most minute
cxamination. In some examples the name is more con-
spicuous, though cut in microscopic characters, as on some
Syracusan »everses, which have a tablet inscribed EYAINETO
held by a flying Victory—possibly a sort of pattern or trial-
picce by this wonderful engraver.

Mr A. J. Evans, in his Horscmen of Tarentum, 1888, page
120, was the first to point out that, very frequently, when a
coin has the samc name repeated twice, the signature in the
one case was, probably, introduced as that of the engraver of
the coin-die, and, in the other case, as that of the same
persoi, not in his quality of artist, but as the apyvpordmos,
or actual striker of the coin, as a guarantec for its being of the
requisite weight and purity of metal.

This very ingenious suggestion satisfactorily explains
what was previously a very puzzling problem. It may yet
be possible to discover some definite reason for these names
being sometimes in the nominative and sometimes in the
possessive casc.

On many coins the artist’s name is not given in full, as it
usually is on gems, but in a contracted form or with an
initial only. As Mr Evans has pointed out, the same coin-
engraver seems often to have worked for more than one city ;
coins of different colonies both in Magna Graecia and Sicily
occurring with the same signature.

A very interesting paper on the signed coins of Sicily and
Magna Graecia was recently read by Mr Evans beforc the
Numismatic Socicty in London, and will shortly be printed
in the Num. Chron., Vol. for 1890. Several examples of
hitherto unpublished coins with artists’ names, in the pos-
session of the writer, were described in this paper; among
them were the following—a tetradrachm of Himera with
the usual reverse, the nymph Himera sacrificing at an altar;
on the cornice of the altar, in letters of microscopic minute-
ness, is the signature KIMON. The remarkable thing about
this unique coin is that its style shows it to be not later







Theodotos.

Neuanlos.

Pytho-
doros.

Coins of
Arcadia.

Signed
vases.

92 SIGNED COINS. [cHAP. VIL

way, being cut in larger, more conspicuous characters, and
having, in two cases, the word ETTOEI (sic) after them.

A beautiful tetradrachm of Clazomene in Ionia (near
Smyrna) has a full-faced head of Apollo on the obverse, and
by it, in the field, in two straight lines, the signature

OEOAOTOZ
ETOEL

The position of the head on the die is arranged so as to give
ample room for this inscription, which is by no means hidden
away, like most of the former class of signatures.

A similar inscription occurs on a much less beautiful
tetradrachm of Cydonia in Crete, which has on the obverse
a profile head of Ariadne, and in the ficld the signature
NEYANTOZ EMOEI

Both these remarkable coins are of about the middle of
the 4th century B.C.

A third Cretan coin, of the city of Aptera, near Cydonia,
has the signature MYOOAQ[POZ] in large letters, but without
the word émoler, which only occurs on the two last mentioned
coins.

Coins struck in the mainland of Greece very rarely bear
an artist’s signature. The most notable examples are the
fine silver staters issued about the middle of the 4th century
B.C. by the Arcadian Fedcration. On the obverse is a noble
head of Zeus Lycaeos, and, on the reverse, a figure of Pan
seated on a rock, with the pedum or shepherd’s crook in
his hand. On the rock, in minute characters, is the engraver’s
signature OAYM. or more rarely XAPl.; see Head, Hist. Num.
page 373.

It may at first seem strange that artists’ names should be
so rare on gems and coins, and so common upon Greek
vases —which belong to an inferior grade in the rank of the
lesser arts. The reason is probably this, the coin-type was
a thing of public importance and had a distinctly sacred
character, so it may usually have been thought presumptuous
for an artist to introduce his name in such a place’. Again,

! The sacred character of the typcs on coins was the reason why portraits of
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present some god or goddess the inscribed name of the deity
is frequently added.

This was specially necessary with the crowd of deified
abstractions which appear so often on coins and gems of thc
Empire; since in many cases it would be impossible to know
what subject was intended without a word of explanation,
such as Concordia, Munificentia, Felicitas, Indulgentia, or the
like, the symbols and attributes used by the Roman artists
being not sufficiently numerous and varied to indicate, with-
out ambiguity, so large a collection of abstractions.

On the finest gems both of the Greek and the Graeco-
Roman period inscriptions of this class rarely occur—the
device being intended to tell its own story, and the artist
having sufficient skill to do so in a sufficiently intelligible
manncr.

4. TALISMANIC INSCRIPTIONS occur frequently on the
later Roman gems used by the Mithraic, Gnostic and other
mystic sccts. The magical word Adraxas’, and the names
of the three Gnostic Acons, I1AQ, COAOMON, CABAQ arc of
specially common occurrence.

A great number of other mysterious combinations of
letters werc cut on these talismanic stones. The Paris Biblio-
théque contains a large and varied collection; see Chabouillet’s
Catalogue, p. 282 seq.

A profession of the Divine Unity (like that of a modern
Moslem) is of frequent occurrence on gems of the second
century A.D.—€IC OE0C CAPATTIC, and other similar phrases :
see Nos. 20 and 105, Fitswilliam Catalogue.

In several places (/. V. XXXVIIL 124 &c.) Pliny expresses
his contempt for the superstitious belief in the magical power
of gems, but nevertheless these mystic devices were very
popular under the late Empire, especially when one of the
favourite Roman cults arose out of a combination of the

! The meaning of the word Abraxas is explained in the Appendix; Caz. of
Fitz. Gems, No, 20.

2 For information on this curious subject see Matter, Histoire du gnosticisme,
Paris, 1850; and C. W. King, 7%e Gnostics and their remains, 2nd ed. London,
1887.
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attitudes in order to bring them within and yet close up
to the curved limits of the “field” An example of this is
illustrated in fig. 16 at page 23.

But in the best work of the 5th and 4th centuries B.C. the
highest amount of skill and taste is shown in designing the
composition so as to fall easily and gracefully within the
necessary limits’: see fig. 17 at page 26. Thus we find that
in the best class of gems with a guillocke border the most
projecting portion of the composition is often allowed to
encroach slightly upon the border, thus giving a look of
frcedom to the whole, and making the border an essential
part, not a mere frame, to the design. In the finest gems
with a border in the Fitzwilliam collection this is the case:
see Nos. 5, 10 and 11 on Plate I.

In the carly Greek painted vases of what is called the
Oriental style the same dislike to unoccupied spaces is to be
scen—the so-called /Zorror wacui, which leads the painter to
fill up his ground by a sem¢ pattern of rosettes, crosses and
other ornaments. '

One of the most obvious differences between antique and
modern gems is this absence of margin or unoccupied space
in the former class.

Thus thc exquisite Diomede with the Palladium from
Lorenzo de’ Medici’s collection, though in some respects very
Greek in style, being copied from an antique, is very unlike
an ancient gem in the wide extent of margin all round
the figure.

The Poniatowski forgeries have the same modern peculi-
arity ; see, for example, Modern Gems, No. 11 in the catalogue
of the Fitzwilliam gems in the Appendix.

In the case of Roman gems this rule does not apply; the
device by no means invariably fills up the whole field. Far
less skill and taste are shown in adapting the design to the
shape and size of the gem. The same remark may be made
with regard to Roman coins, especially the reverses of aurei

1 In Greek coins of the best style we see the same fully occupied field, and
the same wonderful skill in sniting the design to the space. On Roman coins
these points are much less atlended to by the die-cutters.

PU——— TR
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and the laborious method of working it, there is necessarily
somcthing mechanical in the process of engraving a gem,
which diminishes the prominence of the artist’s personal
peculiaritics and touch.

Morcover many of the cleverest forgeries arc copics of
some antique gem or paste, so there is nothing in the design
to betray a modern origin.  Copies made by the most skilful
engravers of the last century, such as Natter, Pichler and
Burch, are often quite indistinguishable from antiques, es-
pecially when we remember that a highly polished, fresh-
looking surface is not always a proof that the gem is modern.

A large number of genuine antique gems have had their
flat ficld repolished in modern times, much, of course, to the
injury of the work., This unfortunate habit was specially
prevalent in the i17th and 18th centuries: many of the best
gems of the Marlborough and Devonshire collections have
been sadly spoilt by this reckless treatment. And again,
many gems, which have rested undisturbed in a tomb, still
have their original polish as fresh and brilliant as when the
stone was first cut.

The skilful forger is careful to use only such tools as
were in use among the ancients, and there arc often no
means of deciding whether a wheel cut or a drill cavity in
a hard gem was madc yesterday or more than two thousand
years ago,

A great number of different tests have been suggested
for the recognition of genuine and forged gems; but the
imitation of nonc of these criteria presents any real difficulty
to a skilful and intelligent forger. Proofs of antiquity have
been said to be these—extensive use of the “ diamond-point,”
complete internal polish of the details of the design; and
again internal polish which, though once complete, has been
slightly dulled, as if clouded by the human breath.

With a little extra trouble any modern engraver can
polish the whole of his design; and a drawing-stump with
some diamond or emery powder will readily take off the
apparent freshness of the polish, and give the requisite
clouded look to the work.
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with the requisite skill, and a carcful study of ancient gems
will save the student or collector from being deceived by any
cxcept forgeries of the most skilful kind.

Among the most difficult cases to distinguish are those
gems, which, though originally antique, have been partially or
wholly re-cut by a modern hand.

In the last century, and cven more recently, this was a
very common trick of the Italian dealers, cspecially in the
case of cameos.

A very large cameo on a magnificent sardonyx, now in the
St Petersburg collection, was wholly reworked carly in this
century by Benvenuto Pistrucci, who (without any fraudulent
intention) executed much work of this kind for the Roman
dealers, when he was a young man working in Rome, about
the year 1804. The St Petersburg camco represents a Roman
Emperor standing and being crowned by a female personifica-
tion of some city. The gem was originally very late Roman
work of the rudest execution. It is now well-cut work, which
appears to be of the style of the early empire.

Pistrucci, who was born in 1784, was the last of the really
distinguishcd gem-engravers of modern times. He was the
artist of the famous cameo hecad of Flora, a work of purely
modern design on a fragmentary onyx, which he executed for
a small sum for some unscrupulous dealer, who sold it for
£300 to Payne Knight as an antique Greek gem?.  Pistrucci
wrote a very intcresting autobiography, in which he gives an
instructive account of how this and others of his carly gems
were passed off by the Roman dealers as antiques; sce p. 147
of Dr Billing’s Science of Gems, 1867, in which extracts from
this autobiography are published. Pistrucci was cmployed
as a die-cutter in London under George IV. and William IV.
He is the author of the fine group of St George and the
dragon which is still used on the English sovereigns and
crowns—a very happy contrast to the dies produced by more
recent artists.

! Payne Knight’s taste and knowledge are exemplified by the fact that he tried
hard to prevent the purchase for a comparatively trifling sum of the Elgin marbles
on the ground that they were inferior works of art, and of Roman Imperial datel






Sculptor's
drill.

Drill

botys.

Fire drill,
axdNkevror
TpOTAY OV,

Gem-cut-

Ler’s drill,
XaAkevTdy
TpbTaroy.

104 USE OF THE DRILL [CHAP. IX.

bow, leaving the engraver free to dircct the point of the drill.
This is indicated in some of the reliefs found in Egyptian
tombs which represent sculptors at work on statucs of por-
phyry or granite, matcrials of such hardness that they could
only be worked by drills and emery.

A Roman sarcophagus, published by Bliimner, 7ecinologic,
111, p. 220, has a very interesting relief showing a sculptor at
work on a lion’s hcad which is onc of the ornaments on a
fluted sarcophagus which he is carving. He holds in his
hand a pipe-drill which is made to revolve, not by a bow, but
by a cord which a boy assistant is pulling backwards and
forwards, the rpvraria of Pollux, X. 146.

In 1889—go Mr Flinders Petric found in tombs in Upper
LEgypt several examples of the bows used to work small drills.
They are of hard wood, about 14 inches long, slightly bent,
and have near cach cnd a square hole in which the cord was
fastened. Exactly similar bows arc commonly used cven
now for drilling both in the East and clsewhere.

The word 7pdmavor also mecans an ‘instrument used in
kindling fire; the primitive method being to get a spark by
the friction of a drill of hard wood, worked with the bow so
as to borce a hole in a piece of softer wood; cf. Soph. Frag. 640.

Many of these “fire-sticks” have been found in Egypt,
with rows of drilled holes in them, cach charred by the friction
of the drill.

The samec mcthod of getting fire by friction is still em-
ployed by various savage races, who work the drill both with
and without the bow.

In gem-engraving the point of the drill, which cut into the
stone, was of soft metal, usually bronze, and varied in size from
that of an ordinary pin to a good-sized knitting needle or even
larger. The actual cutting of the drill was done, not by the
metal, but by the fine emery powder (outpes, Naxium) which,
mixed with oil, was kept constantly smeared upon it. The
minute particles of emery, which is a form of corundimn, stick in
the soft mctal under the pressure, and so give a steady cntting
surface. If hard steel were used the emery powder would
not adhere to the drill, and the cutting would go on much
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autem adamante: plurimum vero in iis tercbrarum proficit
fervor.”

His meaning appears to be this—only the softest signet-
stones (such as steatitc) can be cngraved by the unaided iron
graver ; some require the (comparatively) blunt point of a
metal drill (used with emery). All stoncs can be cut with the
adamas-point, (that is by diamond or sapphire) ; but the tool
which is the most effective of all is the rapidly revolving drill.”

Theophrastus makes the following statements with regard
to the cngraving of gems—yAvmrol yap évior, kai Topvevrol
Kkal mptaTolt Ty 8¢ 0Ude OAws (amTeTar o dypiov® viwy 8¢ kakds
xai pols. De lap. 1. In this passage he probably means to
say that gems are engraved cither with the diamond-point
(yAvmrrot) or with the wheel (Toprevrol) or are cut with saws
(mpeoroi); somc are not even scratched by iron. Again at
§ VI he says éwar 3¢ Mo kai Tas Toabras Eyovar Suvduers,
els TO ) wacyew, domwep elmopey, olov T6 w) yAvpesbar oi-
Snpiots, arka Niois érépois yhidovrar.

“Orws uév 4 rara tas épyacias kai Tov welover' Nbwy
moANy) Stagopa. "AN\ov mpioTol yap, of 8¢ yhvwTol kabdmep
exéxOn, kal Topvevtol Tuyydvovar, and further on, he adds, of
8¢ adnplors pév yridovrar dufBNéae 8¢ This paragraph, which
is unfortunately full of /lacunae, scems to be the one from
which Pliny is quoting in the above mentioned passage,
H. N. XXXVH. 200. It is possible that the text of Theo-
phrastus might be amended and the Jacunae partly filled up
by the help of this translation, which appears to be given by
Pliny from a more perfect codex than any which now exists.
The phrasc “non nisi retunso” is clearly Pliny’s rendering
of Theophrastus’ oednplors pév, auBréor 8. Theophrastus
wrote his short treatise on gems about the year 315 B.C.

In most of the archaic gems, and again in those of the
period of Roman decadence, the use of the drill is very
conspicuous®; short curly hair of men or animals is often

! In this passage the word petfévwr is probably corrupt, since the size of gems
has nothing to do with their relative hardness.

% The archaic glandular gem in the Fitzwilliam collection shows the usc of the
drill clearly all over the body of the eagle : see Plate 1. No. 2.
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Without it, it would have been impossible to work the
intensely hard basalts and granites of Egypt, or the con-
glomerate of Mycenae and Tiryns.

THE TUBULAR DRILL: for work on a larger scale a
tubular form of drill was used; that is, a bronze tube, either
with loose emery powder, or clse with minute crystals of
corundum set along the working edge of the tube.

This tubular drill was known in Egypt as early as about
4000 B.C. Within rccent years its use has been revived for
blasting and quarrying hard rocks. If this tool had not been
re-invented the Alpine tunnels would have been practically
impossible.

The tubular drill was also used by the Greeks for such
purposes as hollowing out their alabaster perfume bottles
(araBacToi), and for many other similar processes.

For such minute work as gem-engraving the tubular drill
was rarcly employed, but clear marks of its use arc to be
secn on some of the archaic Greek lenticular gems, as, for
cxample on one, cut in carnelian, in the British Museum
(sec fig. 23), which has a pillar-like object, probably a tall fire-
altar, between two rampant lions—very much like the relief
over the well-known “lion-gate” of the Acropolis of Mycenac.

F16. 23. Early lenticular gem in carnelian, which shows clearly the use of the
wheel and of two kinds of drills—the tubular and the solid drill; rea? size.
Cf. gems in 'E¢nuepls, 1888—g, Plate 10.

In this interesting gem (No. 106, Brit. Mus. Cat.) the eyes
of the lions and the terminations of the pillar are sunk with
minute tubular drills. The rest of the work is engraved with
the solid drill, and with the little wheel.

According to Pausanias (1. 26 ad fin.) Kallimachus, the
inventor of the Corinthian style, was the first to use the drill
for stone—Aifovs mpdros érpimyoe; but this is, of course, a

—
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Another kind of whecl was used in later times for quitc a
different purpose, namely for cutting slices of gems, Acfo-
mpiarns. This was a very thin disc of metal, several inches

T16. 24. Rudely worked lenticular gem, which illustrates the use of the wheel,
the drill and the adamas- or diamond-point; 7¢a/ size.  This gem and that shown
in fig. 23 date possibly as carly as 14 or 15 centurics B.C.

in diameter, which was fixed as it rcvolved, the stone being
pressed against its edge, like the circular saw of the modern
timber-merchant. In this case, as with the other wheel, the
actual cutting was done, not by the metal of the whecl, but
by the emery and oil with which it was kept constantly
charged. :

The Prophet Ezechiel in his lamentation for the doom of
the king of Tyre (xxviii. 13) gives a long list of precious
stones, followed by the words (translated in the Revised
Version) “the workmanship of thy tabrets and of thy pipes”;
and in onc version of the Latin Bible “opera tympanorum
tuorum ct foraminum tuorum.” In his Numismatique des
Satraptes, p. 71, the Duc de Luynes has made the interesting
suggestion that the #ympana and foramina of Ezechiel are
really the ordinary tools of the gem-engraver, the “whecl”
and the “drill” The gympanum probably means, not the
cutting wheel, but a sort of revolving drum made of wood,
which, when covered with powdered haematite or ochre, was
used to polish the surfaces of gems, the process called
MebotpiBirn by the Greeks.

Another, quite different sort of whecl was used, not for
engraving the designs on gems, but merely for shaping
roughly the stone.

This was a wheel made of fine whetstone, such as the
black “Lydian jasper,” shaped and fitted and supplied with
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to use it, and required great technical skill on the part of the
engraver. By working over and over the same place with
the point its scratchy lines could be got rid of, but on some
of the gems of finest style and period the artist has not
troubled to do this completely, and has left some of the
original lincs in a way that adds to the spirited beauty of
the gem, though at a sacrifice of high finish. This is a point
in which the mediacval or modern forger is specially liable to
fail; he is usually too careful to leave no trace of the actual
tool-work.

The use of the diamond-point can be clearly traced in
one of the most graceful gems in the British Muscum (No.
562), which has a figure of a girl dressed in a long chiton,
standing and holding a /Zydria.

The lines of the hair, the long straight folds of the
drapery, and even the /Zpdria in her hand arc all executed
with the point: thus giving a sort of sketchy look to this
very beautiful design, which probably dates from the time
of Pheidias®.

F16. 25. Greek gem with a head of Zeus, of very noble style, inscribed EE :
the use of the diamond-point in working the hair and beard is very distinct.

Another very beautiful gem in the British Museum (No.
464) illustrates the use of the diamond-point; see fig. 25.
This is a scarab of green jasper from the Blacas collection,
with a head of Zeus of most noble style, within a cable
border, dating from the first half of the 5th century B.C.
The delicate lines cut with the diamond-point are specially
visible in the working of the hair and beard of this head.

! Among the Fitzwilliam gems, the use of the point is most visible on Nos. 6,
12 and 19, Plate I.

.
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however be of no use for working the harder stones, such as
those of the quartz class, and still less those of more refractory
kind ; see page 157, where a table of the relative hardness of
gem-stones is given.

Apuleius, in a curious passage near the beginning of the
sccond book of his Florida, mentions the use of the /zma and
the fornus by the Sophist Hippias, who wore a gold ring sct
with an engraved gem, entircly the work of his own hands,
both stone and sctting.

5. THE FINAL POLISH. After the sunk design of an en-
graved gem was completed, it was neccessary, both for the
sake of its beauty, and also to prevent the wax or clay of the
seal from adhering to it (see Pliny, /7. V. XXXVIL 104), to
polish, as completely as possible, the internal sunk part.

This was done in a laborious way by working the finest
powder of some metallic oxide such as hacmatite, or ochreous
carth, into all the depressions of the work with a soft point of
wood, a bird’s quill, or some other yiclding and slightly elastic
substance. The flat field of a gem was polished with much
greater easc by rubbing it on the surface of woollen stuff
sprinkled at first with emery and then finally with the finer
powdered ochre. The revolving drum (Zympanum) already
mentioned was used for this purpose.

THE TECIINIQUE OF “PASTE” GEMS. /[aste, which is
only another word for the fincst sort of glass, was made with
great skill by most classical nations—especially by the Phoe-
nicians, the Greeks and the Romans. In splendour of colour,
in luminous texture, in hardness and durability, the ancient
pastes are very superior to those made in modern times. One
reason is that modern pastes or false jewels are largely com-
posed of oxide of lead, the object being to increase the “fire”
or lustre of the paste, though at the expense of its hardness
and durability.

In ancient times, before the modern custom of faceting
jewels had been invented, fine deep colour was the first requi-
site, and sparkle or lustre was but little regarded’.

! The materials nsed in making ancient pastes are mentioned below, see
page 153.
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is No. 621 in the Marlborough collection (Story-Maskelync’s
Catalogue, 1870) engraved with a standing figure of an athlete
of the Diadumenos type, with the name I'NAIOY, probably
that of the owner of the gem, partly obliterated by repolish-
ing. The quality of this paste, which once belonged to Pope
Clement VIII, is so fine that it has usually becn described as
a jacinth or beryl of exceptional beauty, even by experts such
as thc gem-engraver Natter,

Occasionally a combination of both processes was used,
the paste being first cast and then its device worked over and
sharpened by the use of tools—a somewhat analogous process
to that employed by Greeck and Roman moneyers, who fre-
quently first cast and then struck coins in high relief.

Many scarabacoids of colourless paste, too large for
rings, have been found within recent years in Cyprus and
elscwhere in Greece. Nos. 8 and g in the Fitzwilliam collec-
tion are cxamples of thesc: the combination of moulding in
the device, with cutting on the cdges and back, is very
obvious in these two pastes. .

Paste signets (cpparyides valwar) seem to have been made
in great numbers for the poorer classes, both among the
Greeks and the Romans of the Empire. As a rule they werc
not mounted in gold rings, but in silver, bronze or iron—in
many cases the inferior metals were plated with gold’. The
signcts which cost only 3 obols (Aristoph. T/esm. 424 ; see
p. 37) werc probably paste copies, sct in bronze.

Paste gems vcry frequently were set with a backing of
polished metal foil, which, by reflecting the light through the
paste, gave it increased brilliance and depth of colour.

The same method of setting was often adopted for real
stones: Pliny (/ist. Nar. XXXVIL 106) speaking of one sort
of sard, says “argenteis bratteis sublinuntur”; while sards of
a different colour “brattea aureca sublinuntur.” At Hist. Nazt.
XXXVIL,' 126, Pliny describes two methods of setting gems,
either with an open bezel, or with a backing of gold-coloured

! In England and France, during the r4th and 15th centuries, it was usual for
the jewellers’ guild in each lown to have a rule prohibiting its members from
setting paste gems in real gold, or real gems in plated metal.
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onyr. That is to say, it was first completed as a deep blue
vase, completely covered and the blue surface hidden by
an opaque layer of white glass; and then, when it was quite
cold, the engraver set to work and cut and drilled away the
white upper layer—modelling his figures in the white layer
and cutting down to and exposing the blue body of the vase
to form the ground of his reliefs’. An excellent description
of the Portland Vase is given by Mr A. H. Smith in his
Catalogue of the Gems in the British Muscum, p. 225 seq.

Among the many cxamples of Greck art of the 4th
century B.C. which have been found in the tombs of Kertch
are some eclaborate glass cups, which are spccially notable
for their having the artist’s name on them, followed by the
word €TTOIEL

Cameco work on glass vessels, like that on the Portland
Vase, was not uncommon in Egypt during the later Ptolemaic
period and in Rome under the carly Empire; it was usually
very beautiful both in design and execution.

It is essentially gem-engraver’s work, and in some cascs
shows almost miraculous skill in the way the workman has
undercut his design in the brittle glass.

The most wonderful feats of skill in this direction belong
to the time of extreme artistic decadence, when the Romans
took pleasure in sceing the most lavish waste of an artist’s
labour, owing to his working in some material which was
utterly unsuited to his design. Hence the Roman love for
statues in porphyry, or even obsidian and rock crystal with
other costly absurdities of that kind.

Amazing examples of this skilful use of the gem-engraver’s
tools are to be scen in some cups of greenish glass, which
have, on the outside, in a ruby red layer, an open net-work of
linked rings, all cut out of the solid glass, and under-cut, so
that, with the exception of a few slender pins of glass, the
inner cup is quite free from its net-work covering. Several
cups of this pattern have been found at various places; all of
course more or less broken. Usually they have the owner’s

! Martial (X1V. 94) mentions this kind of work, which he calls forenwmata vitri,
that is glass worked with the gem-engraver’s tools.
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855 A.D.), with a full-faced bust of the Emperor, very rudely
cut. Another of the same Emperor’s signets still exists, set
in the gold foot of an altar-cross in the Cathedral of Aix-
la-Chapclle. It has a profilc portrait of Lothaire in a helmet,
and round the rim of the crystal itself is engraved the
inscription ¥4 XPLE - ADIVVA . HLOTHARIVM - REG,,
“Q Christ help King Lothairc'.” At the same time large
intaglios were cut in rock crystal for various decorative
purposes; to ornament gold shrines or reliquaries, and for
personal jewcllery. The British Museum possesses one of
the finest cxamples of this—a large circular intaglio cut in
very brilliant crystal, which was worn as a morse or cope-
brooch by the Abbot of Vézor.

It is minutely cngraved with Biblical subjects and is
inscribed LOTHARIVS - REX - ME - FIERI - FECIT.

During the mediacval period the use of seals or signets
was no less important than in classical times. Part of thc
ceremony during the consecration of a Pope, a cardinal
or a bishop consisted in investing him with an official ring.
That used at the installation of a Pope has been for many
centurics known as “the fisherman’s ring,” from its device,
a figurc of St Pecter fishing from a boat, cut on the gold
bezel. Hence the hcading often placed at the beginning of
Papal Brigfs and otlier documents “ Sub Annulo Piscatoris.”
In many cases, especially during the 10oth to the 13th
centuries, when the art of gem engraving was almost extinct,
episcopal signets were in the form of a gold ring set with an
ancient Greek or more commonly a Roman gem.

Thesc were frequently selected with a device to which
a fanciful Christian mecaning might be given, such as the
head of Jupiter which was used by the Benedictine monks
of Durham as a portrait of St Oswald; it was set in a
gold mount on which was inscribed ¥4 CAPVT - SANCTI -
OSWALDI - REGIS - ; another example is the three-headed
gryllus monster used as his signet by Archbishop Roger,

! It is illustrated in Vol. 1. of Cahier et Martin, Mlanges d Archéologie: see
also drck. Fourn. XV11L. p. 222.
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mediaeval jewellers, and if the stone is a very transparent
one the cffect is very soft and beautiful.

Several of the numerous antique gems which studded the
famous chasse of the Three Kings of Cologne were set in this
manner on foil, face downwards.

In spite of the great decadence of technical skill the art
of gem-engraving ncver wholly died out, though for many
centuries it was but rarely practised, partly owing to the use
of signets made wholly of silver or bronze'. If an engraved
gem was used, it was usually an ancient Roman one, set in
a metal collar on which the necessary inscription was cut.
There are however a few gems engraved in the 14th century
in existence, of very fair workmanship; as, for example the
signet of Charles V. of France, a minutely cut full face on a
spinel-ruby, set in a gold ring, on which is inscribed 7%/ i/ nest,
“there is none such as he.” This very signet is described in
the royal inventory made in 1379. It is now in the Marl-
borough collection, No. 583: it is illustrated by King, Hand-
book of Gems, p. 128, No. 2, but is wrongly named in the text.
In the same work (at page 122) King quotes Scipio Am-
mirato ({ist. Flor. p. 741) as mentioning the forging of the
signet of Carlo di Durazzo in 1378 by a clever engraver of
gems—* Peruzzi, il quale cra singolare intagliatore di pietre.”
The great revival of gem-engraving did not, however, begin
till the time of Lorenzo de’ Medici in the latter part of the
15th century.

So also with regard to collections of ancient gems, although
our mediaeval forcfathers showed considerable powers of ap-
preciating their beauty, yet it was not till the 15th century that
gems were studied or collected with any real enthusiasm.
Vasari tells us that the great Florentine sculptor Donatello,
who died in 1466, was an ardent admirer of ancient gems and
coins, and that he took antique cameos and coins for his
models when he carved that noble series of medallion reliefs
which still exists in the Palazzo de’ Medici (or Riccardi) in
Florence,

1 See Chabouillet, Glyptique du Moyen Age, Rev. Arch. 18z4, P- 550.

1
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One of the ablest engravers who worked for Lorenzo de’
Medici was Giovanni, surnamed “delle Carniuole” for his
skill in cutting carnelian gems.

The fine intaglio portrait of Fra Girolamo Savonarola,
now in the Uffizi collection, is onc of his most celebrated
works, very noble in style, and full of life-like vigour and
realistic truth.

Others of ILorenzo's gems were engraved by Francesco
Francia the famous Bolognese painter and goldsmith, by
Marco Morctti, by Domenico (called) de¢’ Cammei, and by
Leonardo da Milano; the last two were both natives of
Milan, and were greatly famed for their portrait heads.

Camillo Leonardo, in his Speczelum lapidum, a work on gems
published at Venice in 1502, mentions four artists as being
the chief gem-engravers of his time; these were Anichini of
Ferrara, Giovanni Marfa of Mantua, Tagliacarne of Genoa
and Leonardo of Milan, who worked for Lorenzo.

Lorenzo de’ Medici’s love for gems was inherited by his
son Pope Leo X. and also by various other Popes of the
16th century, most of whom were liberal patrons to all skilful
intagliatori—a very numerous class in Italy at that time.

An interesting chapter in Vasari's Vite dei pittori &e.
(Part 11. Vol. 1. page 285 seq. in the edition of 1568)is devoted
to the gem-cngravers of the Rcnaissance. Vasari specially
praises the works of Piero Maria da Pescia, who engraved
both coin-dies and gems for Leo X.', Valerio dei Belli (il
Vicentino) famed for large crystal intaglios, who lived from
1468 to 1546, Giovanni da Castel Bolognese, 1406—1553,
Matteo dal Massaro, who died c. 1548, Alessandro Cesati (il
Greco) a native of Cyprus?, Giov. Antonio de’ Rossi and
various other engravers who lived and worked in Milan. In
another chapter Vasari mentions Ambrogio Foppa (il Cara-

! See Archiv. Stor. Ital. 3rd Series, Vol. 111. Part 1. p. 221; and Fitz. Mus.
Cat. page xxiii, No. 1. ’

% See page 82, for an account of the way in which Alessandro Cesati signed his
gems.

For a general account of the gem-engravers of the Renaissance see Mariette,
Pierres Gravées, Vol. 1. p. 114 seq.
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The word adamas is certainly used both for the diamond
and for the white sapphire.

In one place (/7. V. XXXVIL 56) Pliny seems to describe
the double pyramidical shape of the natural crystal of the
true diamond when he says the adamas is formed “ut si duo
turbines latissimis suis partibus jungantur.”

But when he goes on to say (§ 57) that the adamas will
not break if struck by a hammer on the anvil, and that it
will stand the test of fire, he is certainly speaking of another
and very different stone.

The diamond is easily broken along planes of cleavage
parallel to the natural faces of its crystal, and, being composed
of pure carbon, it is the only gem that is combustible,

The mistaken application of these two tests has caused
the destruction of a great many newly found diamonds even
in the present eentury’,

It is fairly certain that in ancient times it was considcred
impossible to cut or polish the truc diamond on account of its
excessive hardness. In those rare cases in which a true
diamond occurs in an ancient work of art it is in its natural
crystalline form, unworked by thc lapidary.

Examples of its use are very rare.

The most remarkable case, probably unique in Hellenic
art, is a very beautiful bronze statuettc in the British Museum,
about scven inches high, of the finest archaistic work, probably
of the latter part of the sth century B.c. The motive of this
figure is similar to the numerous marble archaic female statues,
which have been found on the Acropolis of Athens, among
the broken fragments resulting from the Persian sack in
430 B.C.; see Mrs Mitchell, Ancient Sculpture, p. 280.

With one hand the lady holds up her long chiton; in the
other hand, outstretched, was a bud or flower. Minute natural
crystals of diamond are fixed in the pupils of the eyes, giving
a wonderful look of life and spirit to this masterpiece of
Greek plastic art.

! Recent examples of newly found diamonds being destroyed in this way in the
United States are given by G. F. Kunz, Gems of North America, New York, 18go.
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The jewel-set tool mentioned by Pliny (/7. V. XXXVIIL 60)
may have becn set either with splinters of the true diamond
or of the sapphire.

The modern SAPPHIRE is probably the HYACINTHUS,
vaxwbos, of classical authors; Pliny, /. N. XXXVII. 126.
Solinus truly says that only the diamond will scratch it. The
sappirus is quite a different stone, as is mentioned below.

The true sapplire is a pure crystalline form of corundum,
an oxide of aluminium, ALO, of a fine blue colour.

It is very rarely used for ancient gems, partly, no doubt,
on account of its extreme hardness, which makes it very
difficult to engrave. The few really antique examples of
work on the sapphire are mostly of the Imperial Roman
period ; it appears to have been very rarely used by the
Greceks, except as an ornament for jewellery.

The Marlborough collection contains one of the most
beautiful engraved sapphires in existence, a Medusa head in
full face, of the first or second century A.D., fincly cut on a
pale blue stone; No. 98, Marl. Cat.

No. 485 in the same collection is a good contemporary
portrait of Caracalla on a large sapphire of good quality.

The star-sapphire, when held in a strong light, shows inside
it the figure of a six-rayed star, the result of its peculiar
crystalline structure.

This is probably the astrion of Pliny (Hist. Nat. XXXVIL
132), an Indian gem which he describes thus—¢ huic intus a
centro stella lucet fulgore pleno lunae.”

A variety of this was the aszeria (§ 131) found in Carmania
and in India: the latter kind, Pliny says, is difficult to
cut or engrave.

It is doubtful whether any ancient examples exist of the
use of this stone for engraved gems.

The RUBY is chemically the same as the sapphire, only
with different colouring matter.

The finest examples have the tint of pigeons’ blood. The
ruby appears to be one of several precious stones which were

included under the name dvfpaf and carbunculus, a red-hot
coal; Pliny, A. V. XXXV1L 92 to g8.
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considered the best, hence the namec which Pliny gives it
(H. N. XXXVL 54) “signis ¢ marmore poliendis gemmisque
ctiam scalpendis atque limandis Naxium diu placuit ante
alia™; sec also H. V. XXXVIL 100.

Its use for gem-engraving is mentioned above at page 104.
Another variety of corundum from Cyprus, called Cyprium,
was used for grinding down and polishing gems—ita vocan-
tur cotes in Cypro insula genitae”; Fist. Nat. XXXVI. 54.

EMERALD, ouapaydos; Theophrastus, Lap. 23 ; and Pliny
H. N. XXXVIL 62 to 75.

In point of value Pliny ranks the emerald third; the
adamas coming first, and the pear/ (margarita) second.

Pliny tells us (§ 63) that the green of the emerald is so
refreshing to the eyes that gem-engravers were in the habit of
keeping an emecrald by them to look at, as a rest for their
cyes during the intervals of their trying labour’. Pliny also
states (§ 64) that the Emperor Nero used an emerald in some
way to help him to see the gladiatorial fights—*“gladiatorum
pugnas spectabat in smaragdo”; but it is difficult to understand
what is the precise meaning of Pliny’s phrase. Judging from
the context the emecrald was used, not as a lens to look
through, but as a mirror in which the scene was reflected.
The emerald is the bright green variety of the dery/, which
consists of silicate of aluminium and glucina, crystallised in
hexagonal form. The sea-green variety is the aguamarine of
modern jewellers,

As Pliny mentions (§ 67), the emcrald is specially liable
to defects in the form of flaws and cloudiness; in fact a
large and yet quite flawless emerald is never to be seen.

Pliny mentions a great many varieties of the smaragdus,
evidently including several different green stones under this
name. Quoting Theophrastus (Lap. 23) he mentions (§ 74
and § 75) various columns and obelisks of considerable size,
which were said to be made of smaragdus, but were more
probably of green glass; as, for example, the column in the

! In a previous passage (XXIX. 38) Pliny says that a green scarabaeus beetle

was used by gem-engravers for the same purpose—‘‘gemmarum scalptores contuitu
eorum (scarabacorum) acquiescunt.”
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A very beautiful gold sceptre of the most elaborate work-
manship, in the gem-room of the British Museum, has its
top formed in the shape of a flower with outer gold petals
and a central boss, which consists of a large rounded emerald
or perhaps a pastc—not fine in quality, but very beautiful
and magnificent in effect. Most of the emecralds used by the
Grecks are very full of flaws, and would be despised by a
tasteless modern jeweller, but, used with the wonderful skill
and good taste of an ancient gold-worker, they arc as dcco-
rative in cffect as if thcy were of the most flawless and
costly kind. .

The same recmark may be made with regard to all the
jewcllery of the Grecks, Etruscans and other classical races :
the most beautiful results were gained by the old goldsmiths
cven when they had to use gems which would now be
rcjected as valueless. A stone pale in colour and full of
flaws, which would have little beauty if cut in facets, when
cut in the old cadockon form and set in the exquisitely
dclicate pure gold-work of the ancient jewellers becomes
a gem of the highest decorative value. No modern art is
in a morc hopelessly degraded state than that of the jeweller.

The BERYL, BipuAhes, is, as Pliny rightly states (/s
Nat. XXXVIL 76 to 79), of the same nature as the emerald.
As a jewel it was, he tells us, sometimes used uncut, the
natural hexagonal faces of its crystal being simply polished.

The most valued varicty was the aguamarine—* qui viri-
ditatem maris puri imitantur”; and next to that the czyso-
beryl, chrysoberulli, of a brilliant golden tint, and the ckryso-
prasus, golden, but with a tinge of leek green.

According to Pliny (§ 78) the dery/ was a specially
favourite gem in India, where it was frequently worn, not
set in gold, but perforated and strung upon an elephant’s
bristle. If the stone were of thc finest quality it was not
drilled, but was set between two bosses of gold; in which
case, we are told, the Indians “preferred éderyls of cylindrical
form, rather than the usual shape used for gems.” Like the
emerald, the beryl is usually not free from flaws.

The Indians, Pliny tells us (§ 79), had discovered a way
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As a rule antique cngraved beryls are very pale in tint,
often with a faint bluish tinge, but very purc and lustrous, so
that the work on them has a specially beautiful effect when
the gem is held up to the light, and the design scen by
the transmitted rays.

The CARBUNCLE or GARNET is onc of the stones to which
Pliny gives the name carbunculus : Hist. Nat. XXXVIL 92 to
08" At present the name “carbuncle” is given to the gem
when cut en cabockon or rounded; if cut in facets it is the
“garnct” This fine flame-coloured stonc is a silicate of
aluminium and calcium together with small quantities of iron,
which give its colour; it varies in tint from a decep ruby red
to a pale pink.

Pliny remarks (§ 98) that the carduncle can be very
successfully imitated in paste, but the imitations, like paste
copies of other gems, can be distinguished by their inferior
hardness—“cote deprechenduntur, sicut aliac gemmae, fictis
enim mollior materia fragilisque est”; the pastes also are
lighter than the real stoncs, and arc less cold to the touch,
see Hist. Nat. XXXVIL 128. '

The carbuncle is not an uncommon stonec among the en-
graved gems of the Roman Imperial period, and it often
bears very fine work. When found in its original setting it is
frequently backed by gold or silver foil (brattea aurea vel
argentca) which much increases its beauty®, As a rule the
surface of the carbuncle, where the design is cut, is convex,
and in some cascs the back of the gem is hollowed into a
concave form, to give greater brilliance and transparency to
the stone.

Gems of the Sasanian class are not uncommonly en-
graved on large and very fine Oriental carbuncles, probably
brought from India.

The carbuncle is also largely used for Greek and Etruscan
jewellery. Gold necklaces, bracelets, ear-rings and the like
are studded with plain cabocion-cut carbuncles backed with

143

! The word carbunculus is also used to denote a red variety of sand (arena);
see Vitruv. 11, vi. 6.

2 On the use of foil-backing, see page 116—117.
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CHAPTER XIL
MATERIALS USED FOR GEMS (continued).

Gems of the SILICON family.

By far the greater number of antique gems, cspecially
thosc of prc-Roman times, are engraved on some one of the
many forms of silicoz which exist in great abundance in
almost cvery part of the world. The most familiar ecxamples
of this mineral are rock crystal or quartz, a pure form of
silica or oxide of siliconr, and common frnz, which is the same
substance in an amorphous form, coloured by various slight
impurities, especially oxide of iron. '

These silicon stones are specially suited to the gem-
engraver on account of their toughness, absence of grain, and
sufficient but not excessive hardness, which makes them
comparatively easy to work, and at the same time but little
liable to injury from wear or fracture.

The szlicon minerals may be divided into the #iree following
classes according to their structure—

I. CRYSTALLINE stones: such as colourless rock or quartz
crystal, somectimes known as Brighton or Irish diamonds and
other similar names. Slight traces of metallic oxides give
various colours to quartz crystal, which is then known by
different names, according to its tint: purple crystals are
called amethyst, pale yellow is citrine, orange yellow Cairn-
gorm or Scoteh topaz, leek green is called prase : other varieties
are called rose quartz or smoky quartz according to their
colour.

Awventurine is quartz crystal filled with minute specks of
mica, looking like gold dust.
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In the gem-room of the British Museum there is a large
fragment of a crystal hand from some life-sized statue. The
translucent obsidian, a natural glass of volcanie origin, was
also used in the same way by late Roman sculptors.

Under the Byzantine Emperors crystal vases of great
beauty were made, especially wine-jugs, covered externally
with deeorative foliage and animals in relief®.

In early times rock crystal was not unfrequently used for
signets, espeeially for the cylinders and cones of Assyria and
Babylon.

Crystal also oecurs among the lenticular so-called “Island
gems,” and occasionally among gems of the finest period.
The Fitzwilliam Museum (Catalogue, No. 5) possesses a very
fine searabaeoid gem of about 500 B.C. with a warrior putting
on his greaves, cut in the purest and most brilliant crystal.

Among Greck gems of a later period rock erystal is not
common, but under the later Roman Empire, especially
during the 4th and 5th centuries A.D,, it is frequently used for
large coarsely eut intaglios, probably intended, not for signets,
but for decorative purposes. '

[t is also sometimes used for the large heads in relief
whieh ornamented the pkalevac on the cuirass of the Emperor
or some high official ; see Suet. Aug. 25.

The AMETHYST, a purple variety of roek crystal, is the
apéfvarov of Theophrastus, Lap. 30 to 31: it is deseribed by
Pliny, Hist. Nat. XXXVIL 121 to 124. Its name was derived
from the supposed power of this gem to enable its wearer to
drink freely without the usual consequences (@ priv. and
péfuaos), a superstition which Pliny derides (§ 124) as an idle
invention of the Magi. For Greck gems of the best periods
amethyst was very rarely used, but it is not an uneommon
stone for gems of the Roman period; it is also sometimes
used for Assyrian eylinders, and early scarab gems.

Phalerae eameo heads of the Imperial period are often eut
out of large amethysts, and are very magnificent in effect.

! Examples of these crystal jugs, almost identical in design, dating probably
from the 8th or gth century A.D., are to be seen in the South Kensington Museum,
the Bargello Museum in Florence, and in the Treasury of St Mark at Venice.
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No gem shows the engraving on it, when held up to the
light, to as much advantage as does a fine sard.

The best examples are brilliantly transparent, and very
fine in colour: perhaps the most beautiful are those which
are of a golden yellow tint.

Both the sard and the carnelian are very commonly used
for engraved gems of all periods, including the cylinders of
Assyria, and the scarabs of the Phoenicians, the early Greeks
and the Etruscans. According to Pliny, signets made of sard,
as well as thosc of sardonyx, had the advantage that the wax
did not adhere to them when an impression was made: see
H. N. XXXVIL 104 and 105. Hec also tells us that ccrtain
kinds of sard were usually backed with gold or silver foil.

According to Theophrastus (Lap. 30) the sard was of two
principal kinds; the female, of transparent red tint, and the
male, of a brownish colour.

The latter is now commonly known as the sardoine ; it is
sometimes very dark in tint, almost black, unless it is held up
to the light, when it appears of a deep translucent red. It
occurs more commonly among Roman than among Greck
engraved gems.

CHALCEDONY was also a very favourite stone for gem-
engravers of all periods, especially those of carly times. The
most beautiful sort of chalcedony is of a semi-translucent
milky white or pale blue tint; fine examples of the latter are
called sapphirine chalcedony : gems No. 7 and 11 in the Fitz-
william collection are good examples of this quality of stone.
Other kinds of chalcedony are of a translucent brown tint,
such as No. 10 in the same catalogue. Other colours occur,
but all specimens of chalcedony are to some extent translu-
cent. If quite opaque the stone would come under the head
of one of the varieties of jasper.

JASTER, {aors, is an almost equally common material for
antique signets, especially’ the Assyrian cylinders and the
early lenticular and scarab gems. It is also common among
gems of the later Roman Empire.

The iaspis of Pliny (Hist. Nat XXXVIL 115) denotes
specially the green varieties of jasper, and includes the trans-
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times occur on plasma of a beautiful emerald tint, usually
mottled with markings of a deeper green: one of remarkable
bcauty in the British Museum is engraved with a bust of
Severus, very well executed considering its late date, and of
very fine colour : No. 1627, Brit. Mus. Cat.

The BLOODSTONE is a variety of green jasper, studded
with specks of red, like drops of blood.

Akin to this is the HELIOTROPIUM of Pliny (/ist. Naz.
XXXVII. 165) which is a varicty of translucent green plasma
with similar crimson spots, “porraceo colore, sanguineis venis
distincta.”

Both these stones were used by the late Roman gem-
engravers, but not very commonly. Among the Greeks they
were scarcely ever used for signet-stones.

The OPAL is a very beautiful form of si/zca, which derives
its magnificent colours, not from the presence of any pigment,
but from its laminated structure, which gives brilliant pris-
matic colours by breaking up the rays of light. The opal is
described by Pliny (/7. V. XXXVIL 80 to 84) as being next in
value to the emerald. Enormous prices were paid by the
Romans of the Empirc for fine specimens of this gem. A
large opal, mentioned by Pliny as being valued at two million
sesterces, was the cause of its owner the Senator Nonius
being proscribed and driven into exile by Marc Antony who -
coveted the possession of the gem. Though very beautiful
as a jewel, the opal was quite unsuited to receive engraving,
and was not used for signets, though there are a few Roman
examples of its use for cameos.

ITI. Among the third, the stratified class of silicon stones,
the most important are the following—

The ONYX, oviyiov, from vvf a finger-nail, Theoph. Zap. 2 ;
and Pliny, /Hist. Nat. XXXVIL 90 to 9I. According to Sudines,
quoted by Pliny, its name was derived from the fact that the
onyx had one stratum resembling the human finger-nail, com-
bined with one or more layers coloured like sard or jasper.

It should be observed that the word onpx is also used by
Pliny to mean a quite different substance, namely Oriental
alabaster ; see Hist. Nat. XXXVI. 59 to 61.
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gem called Aegyptilla by Pliny (H. N. XXXVIL 148), who
describes it as being formed “in nigra radice, caerulea facie.”

The SARDONYX was the most highly valued form of onyx;
it is described by Pliny, H7st. Nat. XXXVIL 85 to 89.

The name capdovvf, sardonyches, was derived from the
stone having one layer like a serd superimposed on the strata
of an ordinary onyx.

Thus, the true serdonyxr may consist of strata of various
numbers and colours, the essential point being that one of
these layers should be of the colour and appearance of a sard.

Lucian (Dea Syr. 32) who mentions the Zapdgos dvv,
“Sardinian onyx,” was probably misled by not understanding
the rcal meaning of capddvvé.

One of the carliest instances of this gem being named by
any Greek writer is in Plato’s Phacdo, 110 D, where reference
is made to the fine colours of emerald, sardoiyx and jasper.

According to Pliny (His?. Naz. XXXVIL 88) the sardonyx,
like the sard, is one of the very few gems to which the wax
does not adhere when it is used as a signet.

The finest kinds of sardonyx and of onyx were imported
from Arabia and India, where, as Pliny tells us, this stone was
commonly drilled by the natives, and worn, in the form of
beads or cylinders, round the neck.

Antique gems, especially large Roman cameos, often have
remains of a drilled hole through them ; no doubt on account
of the use of the stone on a necklace, before it came into the
hands of the Roman engraver.

The sardonyx was but little used for Greek gems; like all
stratified stones it is more suited for cameos than for signets.
The Romans however used it commonly for both purposes.

Demostratus, quoted by Pliny (/ist. Nat. XXXVIL 83),
tells us that Scipio Africanus the Elder was the first Roman
who used the sardonyx for his signet, and that ever since that
time it was very highly valued in Rome, coming next to the
opal in point of costliness.

Pliny arranges the principal gems in the following order
of value—1, Adamas; 2, Pearl; 3, Emerald; 4, Opal;
5, Sardonyx. This however refers, not to their value for






Blue tur-
quoise.

ZLurquoise
cameos.

Lapis
lazuls.

Cyanos.

150 TURQUOISE, LAPIS LAZULI [CHAP. XII.

CALLAIS (/ist. Nat. XXXVIL 151)—“callais sappirum imi-
tatur,” that is, it resembles Japis lazuli in colour.

The turquoise is a hydrated phosphate of alumina, which
derives its splendid blue or green colour chiefly from copper,
but also from iron or manganese: it does not occur in a
crystalline form, but is as hard as feldspar and takes a very
high polish.

It appears not to have been used for Greck gems, but
some fine cameos of Roman Imperial date are cut in it,

A very good example is No. 403 in the Marlborough
collection, with heads of Livia and the young Tiberius cut in
relief in a large green turquoise, which seems to have been
valued by the Romans more than the blue variety. Probably
the only ancient intaglios of turquoise are of Sasanian
workmanship.

The sapPIRUS of Pliny (Z/ist. Nat. XXXVIL. 120) is not
what is now called the sapplire, but is the opaque lapis
lasult, from which the fine ul/tramarine blue used in painting
was manufactured.

Theophrastus (Lap. 23) calls it ocdmwepos wvavi, and
describes it as being speckled with gold.

Lapis lazuli is a compound mineral of the Haiiynite class,
consisting of a silicate and sulphate of calcium, sodium and
aluminium. It is of a magnificent deep blue colour usually
mottled with white, and contains gold-like specks of iron
pyrites.

It appears also to have been known by the name cyanos
(evavos).  Pliny describes ¢cpanus as being called “a colore
caeruleo,” and mentions its gold specks—inest ¢i aliquando et
aureus pulvis qualis sappiris”; /. V. XXXVIL 119.

Theophrastus (Lap. 55) mentions natural and artificial
xvavos. The former came specially from Scythia and from
Cyprus: the artificial kind was a product of Egypt, where it
was invented at a very early period. Theophrastus also
records that a certain quantity of xvavos formed part of the
annual tribute paid by the Phoenicians: see also Pliny, Aist.
Nat. XXXVIL 119.

Many examples still exist of Egyptian scarabs and signets
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similar to magnetite except that it is of a decep red tint like
blood, and does not attract iron; it is described by Pliny
(Hist. Nat. XXXVI. 129)".

Haematite, finely powdered, was used by the gem-en-
gravers to give the final polish to their work. It was also
largely used for medicinal purposes.

Magnetite and hacmatite are both used very frequently
for Assyrian cylinders, for the so-called Hittite gems, and for
other signets of an early period.

Among the later Grecks these stones were rarely used,
but they arc not uncommon among the gems of the later
Roman Empire, Fine specimens are very hard and close in
grain, and have, when polished, almost the lustre and colour
of steel. Both magnetite and haematite sometimes occur in
the form of crystals.

Magrnetite was also used for necklace beads and similar
decorative purposcs by the Egyptians, Phoenicians and other
early Oriental races.

STEATITE, or soapstoue, is a silicate of magnesia ; though
not ranking among the hard stones usually used for ancient
gems, it was an important material in early times. It was
specially used for Egyptian scarabs, and not unfrequently for
Assyrian cylinders and signets of the * Hittite,” Phoenician
and early lenticular classes. The softness of steatite, and the
consequent case with which it was worked, made it a favourite
material for early races who had no harder substance to
engrave with than flint or obsidian. For the same reason
serpentine and limestones of various colours were commonly
used for the primitive “ Hittite ” gems.

GRANITES and BASALTS of various colours were occasion-
ally used for some of the same carly classes of signets for
which the softer steatite was employed, especially for Egyptian
scarabs and Oriental cylinders.

The very fine, hard grecnish-grey basalt of Egypt was
very suitable for a signet-stone, being very close in grain and

1 Pliny’s use of the word kaematitis to mean red jasper is mentioned above,
page 145.
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will, he tells us, scratch a paste, but will not touch a real
stone: unfortunately, he goes on to say, dcalers in gems
(mangones gemmarum) usually will not allow purchasers to
put their stones to the scratching test (Zmae probationem);
and if they did, there was always the risk of deception by
means of the slice of real stone fitted at the back of the
paste ; sec above, page 137.

Another test, mentioned by Pliny, is the presence of air
bubbles in the body of the paste: there are however some
very fine examples of antique pastes, such as that in the
Marlborough collection, described above at page 116, in
which no bubbles are visible’.

Such pastes are very rare; in most cases a careful exami-
nation will detect minutc bubbles in ancient imitations of
gems, even though in colour and purity of “water” the
paste may be quite cqual to a fine example of a genuine
stonc. In fact, in point of richness and beauty of colour
antique pastes are, on the whole, supcrior to the genuine
stones which were used by the gem-cngravers.

Colourless paste or glass was made to imitate rock-crystal,
especially in the form of cups and bowls: these, Pliny says
(Hist. Nat. XXXVIL. 29), were imitated with wonderful skill, so
that it was difficult to distinguish between the real crystal
and the glass; yet, he remarks, the excellence of the imita-
tions did nothing to diminish the price of the genuine crystal:
see also Hist. Nat. XXXVI. 198 and 195 : in the latter passage
Pliny tells us that Nero paid no less than 6000 sesterces
for two small cups of glass, probably examples of elaborate
cutting with the lapidary’s tools, such as those mentioned at
page 118,

AMBER: a considerable section of Book XXXVIL (30 to
53) is devoted by Pliny to a description of amber, sucinum,

! A great deal of the superior beauty of ancient glass is due to the presence of
these minute air-bubbles, each of which catches the light and radiates it out from
the body of the glass, thus making it internally Zzméznous, not merely transparent.

The absence of air-bubbles in modern stained glass is one reason of its being
so much less beautiful than the glass of mediaeval times, which has the same
peculiarity as the pastes of the classical period.
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was the design on its scal, as a guard against forgery and to
prevent the letter from being tampered with in any way.

3. Phocnician scavabacoid of blue paste, surface corroded,
found at Camiros in the island of Rhodes.

The design represents an ewtroned deity holding up a
cup; behind is the kneeling figure of a worshipper; in front
is an Egyptian cartouchc containing illegible hierogly phs.
This is a very characteristic example of Phoenician work,
with figures of half Egyptian and half Assyrian type : given
by Prof. Middleton. Other paste scarabacoids of the same
type from Camiros are now in the British Museum, Nos. 140
and 141 in Mr Smith’s Catalogue.

3*. Phoenician scarab of dark green jasper engraved with
a design of Egyptian style, two scated figures of the hawk-
headed deity Chonsuy, also called Nefer-hetep, each holding a
lotus-tipped sceptre, between them is the sacred Egyptian
asp; above is the winged sun-disc, emblem of the god Ra.
This is a good typical example of a Phoenician signet of the
5th or 4th century B.C. It is mueh worn with use.

4. Scarab of Phoenician style in red agate, the underside
engraved with the sacred beetle of Egypt with outspread
wings, within a “cable border.” In the field is the inscription,
in letters of the 5th century B.C.—KkPEONTIAA RMI, meaning
“I am the signet or device (ofjua) of Kreontidas.” Examples
of early gems with the names of owners arc mentioned above
at page 67. The inscription is not reversed, but is to be read
on the gem itself, which may possibly be older than the date
of Kreontidas; the style of cutting of the letters suggests
that the name is an addition by a different hand from that of
the original engraver of the scarab. This very interesting
gem was discovered in 1840 in a Greek tomb in the island of
Acgina, probably the tomb of Kreontidas. It passed at once
into the possession of Mr George Finlay, the well-known
historian of mediaeval and modern Greece, who described it
in a paper published in the Bull. Inst. Corr. Arch. 1840, pp:
140, 141. At his death it became the property of Mr W.
Finlay, who in 1877 bequeathed it by will to the Fitzwilliam
Museum. The device is a favourite one on Phoenician
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period” down to the s5th century B.C, the lion occurs very
frequently; more especially on vases of the so-called “Oriental
style” with encircling bands of animals. Bands with lions
attacking bulls are very common. Herodotus, VIL 126, tells
us that certain districts of Thrace wecre full of lions and
wild bulls, and in the previous section, VIL. 125, he records
that, during the Persian invasion of Thrace, many of thc
camels used as beasts of burden in the army of Xerxes were
killed by lions: cf. also Aristotle, Hist. Anim. V1. 31.

In later times the lion became cxtinct even in the moun-
tainous regions of Thrace, and hence, probably, the reason of
its becoming comparatively rare in Greck art. A somewhat
similar design to that on this noble gem occurs on silver
coins of the 6th century B.C. struck at the Thracian Acanthus;
see Head, Coins of the Anctents, Plate 1v. 7.

The same subject, on a colossal scale, is repeated in more
than one carly limestone (poros) group recently discovered on
the Acropolis of Athens, and now preserved in the Acropolis
Museum. i

8. A cow with head turned back towards its calf, which
is sucking; a fine early Greek design, similar to that on coins
of the 5th century struck at Dyrrhachium in Illyria, and in
the Island of Corcyra, during the 6th and 5th centuries B.C,,
and clsewhere. Large scarabacoid of almost colouriess paste,
pierced: the surface of the paste is corroded by decom-
position.

In Oriental cults the cow and calf were frequently used
as types of the Nature Goddess, Astarte, whom the early
Greeks associated with Hera.

9. Head of Herakles, bearded, with short curly hair,
apparently of the 4th century B.C.

Large scarabacoid in almost colourless glass or paste,
pierced, like No. 8. Both these paste gems have been formed
in the usual way by pressing a lump of hot, soft glass into a
mould : the edges, back and ground of the front were then
cut into shape on a lapidary’s wheel.

This scarabaeoid and No. 8 were probably pendants of a
necklace, as they are far too large for rings.

p—
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sepulchral reliefs from the Dipylon Cemetery of Athens.
Toilet scenes in one form or another are among the most
frequently recurring subjects on the tomb-stclae of Attica.
It may be that this beautiful gem was engraved and worn in
memory of a dead wife or sister. In addition to its great
beauty as a work of art and the comparatively large size of
the composition, the fact of its being signed by the artist
makes this gem one of the most important examples of the
kind in the world. Genuine artists’ signatures on gems are
extremely rare, though forged ones are common enough, and
it is a remarkable coincidence that two of the very few other
gems, which, like this, have an artist’s name of undoubted
genuineness, are both signed with the same name Dexamenos;
see Newton, Zssays on Archacology, 1830, p. 306. One of these
is a minutely executed representation of a erane flying, with
the inscription in microscopic letters—AEZAMENOZ ETIOIE
X102, “Dexamenos of Chios made (me).” The other gem
has a standing cranc, with the name AESAMENOZ alone, as
on the Fitzwilliam scarabaeoid.

Both these gems with cranes were found, together with
other objects of Attic workmanship dating probably from
the first half of the 4th century B.C, in one of the numerous
tombs which have becn opened at Kertch in the Crimea, the
ancicnt Panticapaeum. They are now in the Hermitage
Museum at St Petersburg, and are illustrated in the Compte-
rendu de la Commiss. Arch., 1861, Plate v1, No. 10; and 74.
1865, PL 111, Na. 40.

The coincidence of date, the minute workmanship, and
the close similarity of the letters in the inseriptions make it
highly probable that both the gems from Kertch and that in
the Fitzwilliam Museum are the work of the same Chian
artist. It is very improbable that there should have been
at the same date more than one gem-engraver of the same

name and of such exceptional ability as was the artist of the.

Fitzwilliam and the Kertch gems.

A fourth gem, with the signature AE‘AMENOZ ETIOIE,
exists in a private collection in Athens; it is a male bearded
head, apparently a portrait: see Compte-rendu de la Comm.
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very distinct, but it appears to consist of trousers and a short
tunic. He sits on a large fringed saddle-cloth, and appears
from his costume to be of semi-barbarian type, not unlike
some of the figures of Scythians represented on objects of
Greek workmanship found in the tombs of Kertch. It is
a well executed design, possibly of northern Greek workman-
ship. The horse closely resembles that on coins of various
Macedonian kings.

This important gem is a large scarabaeoid of clouded
chalecdony, with agate layers at the back: it is pierced for
suspension. Set in a modern seal-mount.

17. Fragment of a large and very fine gem with a profile
male head; only the back of the head with its erisp curls
remains: probably of the 4th century B.C.; engraved on sar-
donyx with a raised border in a white layer.

18. Fragment of a large gem of good later Greek style,
probably 3rd century B.C. The subject appears to be Pegasus
or some other winged horse trampling on a scrpent, but only
the front portion remains; the rider and most of the horse
arc wholly lost. Cut on a fine orange yellow sard.

19. Artemis in long chiton, with scarf-like drapery float-
ing behind her, is walking, holding a dead fawn by the fore-
legs, and in her other hand a bow and two arrows; she wears
shoes tied with a knot above the ancle. Work of good style,
probably copied from some statue of Praxitelean type, cut on
a deep orange sard.

20. Horus (the Greek Harpocrates) seated on a lotus flower,
with one finger pointing to his lips, and in the other hand a
flail, on dark green jasper. Good work of the Ptolemaic period
of Egyptian style, probably of the 3rd century B.C. On the
back, in much later characters, is rudely scratched the mystic
word ABPACAZ, added by some Gnostic owner.

The letters of aBpacaf or aBpafds (as Greek rumerals)
make up the number 365. According to the Gnostic creed
there were 365 orders of angels, cach of which occupied a
separate heaven; each heaven being superior to the one below
and inferior to the one above it. It was especially the
followers of the Gnostic Basilides who used this mystic word,

e —
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25.  Silenus mask, full face, of Greek workmanship, very
minutely cut on nicolo: set in a modern ring, on which
is engraved the word Epirus,” i.e. the district where Col.
Leake bought the gem.

26. Enthroned figure of Fupiter, extending one hand
over a small fire-altar; in the other hand he holds the long
sceptre or fasta pura. Early Roman work on fine opaline
chaleedony : in a modern ring.

27.  Jupiter enthroned holding in one hand the /Jasta pura,
and in the other a small figure of Victory bearing a wreath:
at his feet an eagle. Roman work on a carnclian, in modern
ring setting.

This design, which is common on Roman gems and on
the reverses of Imperial denarii, is derived originally from the
cclebrated gold and ivory statue of Zeus at Olympia by
Pheidias, which is copied on the reverses of various Greek

* coins, such as the tetradrachms of Alexander the Great.

28. Standing figurc of Bacchus, nude, pouring wine from
a cantharus to his panther; with the other hand he holds the
thyrsus: rude Roman work. '

This is a very common design on Graeco-Roman and
Roman gems: c.g. two gems in the British Museum; Nos.
945 and 946 in Mr A. H. Smitl'’s catalogue: Nos. 62 and 63
in the Fitzwilliam collection have the same subject. Striated,
bluish chalcedony, in modern setting.

20. Winged Victory, half draped, resting one foot on a
rock ; she points to her face with one hand, and in the other
holds a palm branch. Roman work on a pale tepaz or citrine
with both sides cut en cabockon. In modern ring setting.

30. Winged Victory holding in one hand a wreath, and
in the other a palm branch: rude Roman work, probably of
Republican date, on a very pale sard : in modern ring setting.

31.  Winged Victory with wreath and palm branch, as on
No. 30. Roman work of the Republican period on fine
chalcedony, in modern ring setting.

This fine gem much resembles the sard set in a gold ring,
which was found in 1780 on the skeleton hand of Cornelius
Lucius Scipio Barbatus, consul in 298 B.C., whose sarcophagus
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round him, kneeling on one knec; he works with a graver
and hammer (?) on a metal cuirass. Rather coarse Graeco-
Roman work on a fine transparent chalecdony. Acquired by
Col. Lecake in the Pecloponnese. In modern ring setting, on
which is engraved “ Morea.”

37. Profile bust of Herines wearing a small petasus and
chlamys fastened on the shoulder with a fibula; of good Greek
style. Paste, imitating orange sard : in modern secal sctting.

38. Profile portrait of bcardless yout/t with long hair.
In the style of good Roman work of early Imperial date,
in fine red jasper. In modern scal setting; the gem itself
may possibly be a modern copy.

39. Cameo /fcad of Medusa, very rude work in onyxr of
two layers; the back is roughly shaped by flaking off chips:
in modern ring setting. The cameo also is perhaps modern.

40. Portions of zwo gold car-rings of very beautiful Greek
workmanship : one is in the shape of a lion’s head skilfully
modelled : on the shank is a delicate scroll pattern formed
in that minute granulated work, which the Greck jewellers
exccuted with such wonderful skill. The other is a pendant,
with a miniature figure of £ros, a marvel of minute execution:
it was acquired by Col. Leake at Pella. Gold car-rings, with
an exactly similar figure of Lros, werc found by Cesnola
in a tomb in Cyprus; sec Cesnola, Salaminia, 1884, p. 41,
fig. 30.

41. Ring wholly in glass, probably of Greck workman-
ship: the bezel is of orange-ycllow paste with a thin layer
of white under it to imitate sardonyx; the rest of the ring
is of a pale purple paste. Obtained by Col. Leake in
Thessaly.

42. Ring-shaped bcad of magnetite: on it is rudely cut
a man driving a spear through a lion: Assyrian work of
early date. Given by Prof. Middleton ; bought at Beyrout,

43. Large camco /lead of Hera, wearing a stephanos,
in very high relief on an onzyx of two layers, opaque white on
a transparent chalcedony layer. Graeco-Roman work of good
style, but coarse execution, said to have been obtained by
Captain George Keppell “near Kula.” In his Narrative of a
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Bold Roman work on carnclian, chipped on one side.

49. Bust in profile of the winged Victory; behind her is
a palm-branch. Very fine carly Roman work on ckalcedony;
chipped. The hair, wing and palm-branch are executed in a
stiff but very delicate way with the diamond or corundum
point: it is a very interesting example of the best sort of
Roman work during the later Republican period. The same
design occurs on several denarii of the Republic, and on the
obverse of both gold and copper coins struck by Julius
Cacsar in 45 B.C., with the /egend C. CAESAR DIC. TER.

50. Dust of Diana in profile, with bow and quiver slung
across her shoulder. Her chiton is fastened with a fibula on
the shoulder. Round the head, in coarsely formed Greck
letters, the owner’s name OPETITOC, cut so as to be read on
the impression.

Good Graeco-Roman work on carnelian.

51. Female hwead in profile of the Amazon type; bchind
is a double axe, in front the inscription FELICI s..., part
broken away. i

Fine Graeco-Roman work on grey jasper.

52.  Venus Victrix leaning against a cippus, with drapery
round the lower part of the body: in one hand she holds a
hasta pura or long sceptre, and in the other hand a helmet.
On the ground in front is a cuirass. Coarse Graeco-Roman
work on a convex striated agate. This design is probably
copicd from some wecll-known Greek statue.

53. A cornu-copiae, dolphin and trident grouped crosswise
in a very graceful way. Very fine Roman work of the time
of the carly Empire on a dull semi-opaque sard ; possibly the
symbol of some general who, like M. Agrippa, was remark-
able for success both by sea and by land.

54. Nude figure of Ganymede seated on a rock: he gives
Jove's eagle drink out of a patera. Graceful design, poorly
executed on a small carnelian. 1t is probably a Roman copy
of some fine Greek design.

55. A Triton holding a trident, represented as a male
figure with fish-tails in serpentine coils instead of legs. Good
Roman work of early Imperial date on a yellowish chalcedony.
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standing holding a caduceus over a conical object like the
meta of a circus. The Romans had no very fixed method of
representing Nemesis: on gold and silver coins of Claudius,
she is represented as a winged woman holding a caduceus,

.with a serpent on the ground. On other coins she appears

with different symbols,

Very rude Roman work on a convex orange sard, the
use of the drill-point and the wheel is very evident, owing to
the want of skill of the engraver.

65.  Portrait of Socrates, of the usual Silenus type, on
carnelian. Gracco-Roman work, if not a modern imitation :
broken across: in Mr King’s Catalogue the fragments are
numbered scparately 12 and 46 in Case L.

66. DProfile portrait of Nero, laureated, executed in a
fairly good, bold style on carnclian.

67. Very rude profile head with radiated crown, perhaps
representing Apollo Helios : coarsest kind of Roman work on
carnelian.

68. Head of the youthful Hercules, rudcly worked, the
hair exccuted with the drill-point. On 7ed jasper, broken at
the bottom.

69. Silenus seated on a rock, plays the lyre in front of a
small shrine set on a rock : behind him is a wreath with long
streaming fillets. Rude Roman work on orange sard. No.
993 in the British Museum has the same subject.

70. A goar standing under a tree: in the field, on the
other side, is a lizard. Roman work, very well and delicately
executed on the convex surface of a sardonyx. A very
remarkable example of minute work,

71. A Faun seatcd on a crate or basket; in front of him
is a goat, which he caresses with onc hand : in the other hand
he holds a river-rush. Declicate Roman work on serd. The
same design occurs on a gem in the British Muscum,
No. 1056.

72. A Jippocamp or sea-horse, swimming. Fine Roman
work on a convex carnelian, deeply cut; edge chipped.

73. A horse standing to graze; above it, a star within a
crescent : very fine Roman work on carnelian. As Mr King
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84. A bull walking, on yellow paste, a cast of a good
gem.

85. A winged male figure, nude, in crested hclmet, armed
with spear, sword and shield. Coarse work on a pale yellow
sard : chipped.

86. Cupid sitting on the ground with his hands bound
behind him; a butterfly hovers in front of him: symbolical
design. Fine Roman work on sard.

87. Cupid with a hound in a leash: very coarse Roman
work on dark green quartz crystal, or plasma.

88.  Profile head of a youth on sard, coarsely cut: part
broken away.

89. Head of Pan, with small horns: in the field below is
his syrinx (pan-pipes): Roman work on red jasper, chipped:
cf. the small head of Pan on late Macedonian tetradrachms.

90. Gryllus: a parrot standing on a branch: its body is
made up of a Tragic and a Comic mask: Roman work on
convex chaleedony.

Pliny, Hist. Nat. XXXV. 114, uses the word gryllus for a
class of grotesque figures first used in painting by Antiphilus
of Alexandria. The word also means a cricket, but with
regard to gems is used to cxpress any grotesquc monster
which is made up of several masks or portions of other
animals. )

91. Comic mask: Roman work on datk olive-green
plasma, slightly executed.

92.  Comic mask: Roman work on a convex orange sard.

93. Comic mask: Roman work on yellow jasper.

94. Bearded male head and female head, conjoined: Roman
work on sard, possibly representing Jupiter and Juno.

95. Scarabacoid with a rude representation of some sort
of shrine (?) deeply cut on the convex surface of a fine piece
of very transparent clalcedony.

96. Three horsemen wearing high crested helmets: two
riding side by side, the third galloping in the opposite
direction. Roman work, minutely cut on camelian.

97. Seated female figure with one hand extended over a
small circular altar placed in front of a rock, on which stands
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Roman work on sarZ: it has been reduced in size to fit in
a small ring-bezel.

105.  FEagle with outspread wings; and above, a small dust
of Serapis with radiated head; round it is the lgend €IC
ZEYC CAPATIIC, “One God Scrapis.” Good Roman work of
the second century A.D. on red jasper. This type of gem is
common ; varicties of the inscription are €IC OE0C CAPATIIC,
and €IC ZQON O€0C, attestations of the Divine Unity, like
that of the modern Moslems.

106.  Guostic scarabacoid on green plasma: on the front
the late Egyptian sun-god Cnoubis, represented as a serpent
with lion’s head surrounded by rays of light. On the back

is the hicroglyphic symbol $$$ surrounded by the legend
XNOVBIC. The whole is a common type of Egyptian gem
during the Roman Gnostic period, 3rd and 4th centuries A.D.
The name of this deity is written variously as XNOY®IZ,
XNOYMIZ and KNH®: he appears to be a late development
of the carly Egyptian deity Chnemu, the World-Creator or
Moulder. He is called “Maker of all things that exist,
Creator of things that arc, the origin of evolutions, the father
of fathers and mother of mothers.” He is also “ Father of
the gods, moulder of men, begotten of the gods, maker of
Heaven and Earth and Hell, of water and mountain.”

In later times Chnemu became associated or identified
with the sun-god Ra and with Osiris. With the Gnostics
he was a form of Hor-Apollo—the Demiurgos or Spirit
which “pervades the universe.” This note I owe to Mr E.
A. W. Budge. The medical properties of this design when
engraved on a green jasper or plasma (jaspis) are explained
by Galen, De Simp. Med. 1X. Sec above, page 143.

107. A cornu-copiae and a small globe: coarse Roman
work in banded cialcedony.

108. A cornu-copiae, a cock, and a stalk of bearded wheat.
Minute Roman work in brilliant emethyst. :

109. A human-headed locust, walking with a pole across
his shoulder, from which are hung a hare, a rabbit and a
lobster; in the field a serpent and a scorpion. Fanciful







xxiv MODERN GEMS. [aPP.

a Bacchanalian festival, and contains no less than eleven
figurcs—one of the greatest marvels of microscopic work-
manship that has ever been produced. A great many paste
copies of this wonderful gem exist. The original was bought
by Louis XIV., with the rest of the important Lauthier
collection, and so it passed into the Bibliothéque Royale,
where it is still prescrved. In the last century it had a
very narrow escape of being stolen. The Curator of the
Bibliotheque was exhibiting the royal gems to the Baron
Stosch, an enthusiastic collector of engraved stones, when
suddenly the Curator observed that Michelangelo’s signet-
gem had vanished, after a suspicious movement on the part
of the Baron. The Curator immediately sent for an emctic,
and forced Baron Stosch to swallow it; with the fortunate
result that in a few minutes the gem was heard to fall into
the basin provided for the purpose; see Des Brosses, Lettres
sur ['ltalic, 11 p. 27"

2. [Female head in profile in the white layer of an onpxr.

3. [Female full face, wearing a diadem and necklace; on
grey jasper.

4. Profile bust of a bearded man wearing a turban, on a
very fine bloodstone, i.c. green jasper with red spots.

5. Peasant blowing a cow-horn, on sard.

6. Male Bacchana! with a thyrsus, dancing, on éanded
sard.

7. Lagle's head on dark green chalcedony.

8. Head of M. Agrippa; camco on onyx, good modern
work.

9. A weiled lady standing, holding an urn; cameo on
sardonyx. A poor modern work, probably meant to represent
Agrippina with the ashes of Germanicus.

! Baron Stosch, who was a I{anoverian spy on the Pretender’s doings abroad,
had a large collection of engraved gems, including some genuine antiques and
many forgeries; a very interesting calalogue was made of them by Winckel-
mann, printed at Florence in 1760. Stosch died in 1757: he is the Annius
of Pope’s salire—

““False as his gems, and cankered as his coins.”

The Stosch gems are now in the Berlin collection, which contains more than

5000 gems, antique and modern.
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Assyria, Signets of, 2—06

Astrion, 132

Astrological gems, 55

Athenades, Signet signed by, 73

Athene, Head of, 60, 68; bust of, 76;
figure of, Agp. xv

Athenion, Cameo signed hy, 84, 85

Attalus I1., King of Pergamus, Collec-
tion of engraved gems made by, 33

Attulas, Name of, on ring, App. xv

Augustns, Sardonyx of, 34; Apotheosis
of, 61; portrait bust of, 63; head of,
on cameos, 65, 76, 86; the Sphynx,
head of Alexander the Great, and his
own portrait used as signet by, 49, so

Aulus, Name of, on gems, 82, 44, xxv

Austria, Eagle of, taken from Oriental
device, 11—12

Babylonian cylinder, Figure of an early,
43 cylinders, produced under Darius
and Xerxes, 5

Bacchanal, App. xxiv

Bacchus, Fignre of, Agp. xii, xvii

Baphion, Lenticular gems discovered at,
20, 21

Basalt, 152, 153; gems made of, 20

Bead, Ring-shaped, 4pp. xiv

Bean-shaped gems, 18

Belli, Valerio dei, gem-engraver, 126

Beryl, The, 136—138

Betrothal ring of St Joscph and the
Virgin, Supposed, 96

Beverley, Lord, Scipio’sring formerly in
the possession of, 47, 4gp. xiii

Bezel, Meaning of the word, 34

Bloodstone, The, 146

Boethos, Cameo signed by, 85

Bonus Eventus, Figure of, 54, 42p. xiii

Bow and arrow, Hero with. figured, 26

Bow and drill, Illnstration of a man
working with, 105

Bracelet, Signet worn as, 3

Brutus, Portrait-head of, on ring, 73

Bull, on gem with name of Hyllns, 77 ;
attacked by lion, 4#p. v; and cow,
App. ix; walking, 4pp. xx

INDEX.

Cable or guilloche border, 15

Cabochon form of gems, 39

Caesar, Julius, Gift of ring-gems to the
temple of Venus Genitrix by, 36;
head of, on gem, 79; Victory on coin
of, App. xvi

Callaina, The, 149

Callais, The, 150

Calpurnius Severus, Gem of, 74, 75

Cameo gems, 50—03

Cameos with artists’ names, 84—8¢

Camiros, Gem in the Fitzwilliam Mu-
senm from, 13, A#p. iv; glass cylin-
ders found in the tombs of, §

Cannae, Gold rings from, 52

Capna, Gold ring found on the site of
the ancient, 73

Caracalla, Portrait of, on sapphire, 132

Carbuncle, The, 138, 139; cups of,
139

Carlisle gems in the British Muscum,
49, 78, 81, 87

Castel Bolognese, G. da, gem-engraver
of the Renaissance, 126

Castor and Pollux, Busts of, 4gp. xii

Cellini, Benvenuto, 86, 127, 133 note;
gem bonght by, 135

Centanr, Figure of a wounded, on Greek
gem, 28

Cesati, Aless., gem-engraver, 82, 83,
126, 127

Chalcedony, 144

Chariot drawn by two ants represented
on gem, App. xiii

Charles V., King of France, Signet of,
124; cameo given to Chartres Cathe-
dral by, 62

Chaton, Meaning of, 34

Cheops, Ring of, 31

Chersonesns, Rings found on the fingers
of a Queen of the, 33

Cherubim and palm-tree, 3

Chester collection of signets, 10, 11

Chios, Sphinx on coins of, 49

Christian gems, Devices on, 57

Claudius, Portrait of, on rings, 42

Clay seals, s, 6, 27

Clazomene, Tetradrachm of, 92
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Nero in theatre, 134; by gem-
engravers as rest for their eyes, 7.
Emery, Use of, 104, 107—108; best,

from Naxos, 103, 133
Epicurns, Portraits of on gems, 41
Episcopal rings, 122—123; crozier set
with gems, 123
Epitynchanus, Gems signed by, 83
Eros, Figure of, on gem by Phrygillos,
91; App. xi; on ear-rings, App. xiv
Etruscan tombs, Gems from, 44—46;
scarab with rnde drill-work figured,
107; scarabs, 35-—46
Euainetos, Coins by, 30, 89, 90
Euarchides, Coin signed by, g1
Eucleidas, Coins signed by, go
Eumenes 1., Portrait head of, 41
Enodos, Portrait of Julia by, 49, 63,
74, 123, 137
Euphrates Valley, Cylinder signets used
primarily by the races of the, 3
Eatyches, Gem signed by, 75, 76
Evans, A. J., on signed coins, go
Exakestidas, Coin signed by, g1
Explanatory words on gems, 93
Ezechiel’s list of gems, r1o0, 131

Facet-cnt gems, 39

Fauns on gems, 24, App. xviii

Felicitas, Figure of, on gems, 54

Felix, Gem signed by, 75

File, Use of the, 113, 114; nsed to test
gems, 137

Fire drill, 104

Fitzwilliam Musenm, Catalogne of en-
graved gems in the, 4pp. iii—xxv

Flamen Dialis, Hollow ring worn by
the, 51, 52

Foiled gems, 116, 138; and pastes, 116

Foppa, Amb., gem-engraver, 126

Forgeries of gems, gg—102; of artists’
signatures, 72; of stones, 117, 154

Fortnum, Dr Drury, Collection of Chris-
tian rings of, g7

Fortuna, Minnte fignre of, 4gp. xvii

Francia, Francesco, the painter, Gems
engraved by, 126

Frog engraved on seals, 50

Funda, Meaning of, 34

Gaios, Gem with name of, 87

Gallene, Swimming figure of, 71

Galvanic rings, 56

Ganymede, Figure of, 127, App. xvi

Garnet, The, 138 !

Gem-engravers, Tools used by the
ancient, 103—114 ; names of, 66—¢3

Gem-engraving, The technique of,
103—120

Gems, Antique, Materials nsed for,
129—156; characteristics of ancient,
97—102; in mediaeval times, 121—
128; of the Silicon family, 140; en-
graved gems treated as personal orna-
ments, 1; greetings on, g5; artists’
names on, 72—75, 98—102; compara-
tive hardness of, 157; inscriptions on,
66—8g9; polishing of, 114; variety of
shapes of, 38, 39

Germanicns, The Apotheosis of, 613
Ilecad of, on gem, 83

Gistubar, Figure of, strangling a lion,
on a Babylonian cylinder, 4

Glandes, sling-bullets, 18

Glandular gems, 18—21, App. iii

Glass rings, 117, App. xiv -

Glass, Varions methods of working, rig

Gnalos, Signature of, on gem, 75

Gnostic Aeons, Names of the three, on
gems, 94

Gnostic belief concerning the Orders of
Angels, App. x, xi

Goat, Representation of a, Agp. xvii

Gold signets, 17, 31, 73, 119—120;
among Parthenon treasure, 32

Gold, Store of, in throne of Jupiter, 52

Gorgon’s head on cameos, 59, 60

Granites, 152

Greaves, Method of fitting, shown on
gem, 25, App. v

Greco, 11, 82, 126

Greece, Common practice of wearing
gems in, 33

Greek coins, Indication of Magistrates’
names on, 24; with artists’ names, 89

2598
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Kertch, Gems &c. found in tombs at,
60, 72, 73, App. viii, x

Kimon, Coins by, 30, 80—91

King, C. W., List of works of, Pref. x

Kleito, Dedication of jewels by, in the
Parthenon, 31—32

Kohler, Treatise of, on scarabs, 45

Kreontidas, Name of, on scarab gem,

67, App.iv

Laocoon, True position of the lost arms
of, 42, 43; represented on a gem, 42

Lapis lazuli, 150, 151; imitation of, in
paste, 63

Leake, Col., Collection of gems and
other works of art of, Pref. ix, x

Lenticular gems, 18-—21; ditto in col-
lection of Mr A. J. Evans, 20; ditto
showing the use of the wheel, 110

Leo X., gem-collector, 126

Leonardo, Camillo, author of a work
ou gems, 126

Leonardo da Milano, gem-engraver of
the Renaissance, 126

Letters, Precautions in seals of, 22—23;
inseription on seal of, 67

Lima, a gem-engraver’s tool, 113

Lion, Maneless, on gem, Agp. v, vi;
representation of a, Apg. xix; com-
mon in early Greek art, 4pp. v—vi

Lion and Stag on Greek gem, 28, 30

Livia, Figure of, on gem, 63, 83; block
of crystal dedicated by, 141; cameo
head of, on turquoise, 1350

Locust, Human-headed, 4p#. xxii, xxiii

Lothaire 1., Crystal signet of, 121, 122

Louis I., Ancient gem used as signet
by, 121

Louis IX., Cameo given by, 61

Luynes, Duc de, Collection of scarab
gems made by the, 16

Lyncurium, variety of amber, 156

Lysimachus, Head of Alexander used
on the coins of, 40, 41

Maecenas, Head of, 73, 77 ; official seal
of, 50
Maenads on gems, 24

Magi, Superstitions of the, 142

Magic wheel (fvy£), 33

Magical gems, 123

Magistrates’ names on coins, 24

Magna Graecia, Gold signet-rings {rom
tombs in, 3r1; ditto signed by their
engravers, 73

Magnes, natural loadstone, 151

Magnetite, 151, 152

Man on horseback represented on gem,
App. ix, x

Marc Antony, Device on gold coin
struck by, 53; opal coveted by, 146

Marcellus, Dedication of gems in the
temple of Apollo by, 36

Marcus Aurelius, Portrait head of, used
as seal by Charlemagne, 121

Maria, Giovanni, gem-engraver, 126

Marlborough gems, 74 #ofe; modern
gems among, 128

Mars, Representation of, 4pp. xv

Massaro, Matteo dal, gem-engraver, 126

Maximianus 1lerculeus Augustus, Glass
cup bearing the name of, 119

Mediaeval use of ancient gems, 121—
123; gem-engravers, 124—127; col-
lections of gems, 124

Medici Family, Badge of the, 131

Medici, Lorenzo de’, Name of, on gems,
77, 803 as a gem-collector, 125—126

Medici, Piero de’, Gems of, 125

Medusa, Figure of, on cameo, 63; head
of, 38, 6o, 64, 132, 135, App. xiv;
Forged artist’s signature on gem with
head of, 75

Melos, Aphrodite of, 42 note

Mercury, Figure of, 77, 78, App. xvii;
bust of, App. xxi

Metal signets, 17, 73, 119—120

Michelangelo, Copy of the signet of,
App. xxili, xxiv

Mike, Gem of, 68, App. vii

Minerva, Head of, on cameo, 86;
figure of, 48, 5§35, App. xiii

Mithradates, Collection of Greek gems
in Rome formerly belonging to, 36;
coin portrait of, 41

Mnesarchus the gem-engraver, 7o
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Portland Vase, 117, 118

Portraits on gems, 40, 41

Pottery, disc-stamps used on, 6; incised
lines on, cut with diamond-point,
113; ornamented with wheel-cut
patterns, 119 7nofe

Prase, 143

Prometheus, Legend of the ring of, 50

Protarchos, Cameo inscribed by, 85

Proverbial phrases on gems, 95

“Ptolemies, Cup of the,” 62

Pyrgoteles, gem-engraver, 41, 70, 71

Pythodorus, Coin signed by, g2

Quartz crystal, 140—143

Ra, The Sun-god, 1, 2

Renaissance, Gem-engravers of, 126

Rings, Glass, 117, App. xiv; gold, 17,
73 119

Rings, Large numbers of, worn by ladies
of rank, 33; of the Romans described
by Pliny, s0

Rock crystal, 141—143

Roger, 4bp., Signet used by, 122, 123

Roma, Figure of, 55, 4pp. xv, xvii

Roman denarii, Magistrate indicated
on, 24

gems, 47—57; snhjects figured

on, 48

—— names for rings, 51

use of gems as signets, 49

Romans, Rings seldom worn by the, in
ancient times, g0
—— Signet-gems of the, used for
sealing plaster stoppers of bottles, 37

Rossi, Giov. Ant. de’, gem-engraver,
126

Rotellino of gem-engravers, 109

Ruby, The, 132, 133

Saladin, Badge of, 11

Salus, Figure of, on gems, 54

Samothrace, Use of gold signet-rings
said to have originated in, 31

Sapor or Shapur, Portrait of, on Sasanian
gems, 58

INDEX.

Sapphire, The, 132; white, 131

Sappho, Representation of, on Greek
gem, 27; on vase, 26. n0te

Sappirus, 150

Sard used for ancient engraved gems,
120, 143—144

Sardoine, 144; gem with Eros cut in,
App. xi

Sardonyx, The, 148, 149; made up of
three stones, 137

Sargon I., Cylinder of, 4; date of, 5

Sasanian gems, 58; App. xi—xii

Satyr, A, represented on gem, 24, App.
xix; head of a, on cameo, 88

and wine-cup represented on a
Greek scarab, 25

Satyreius, gem-engraver, 71

Savonarola, Fra Girolamo, Portrait of,
by G. delle Carniuole, 126

Saw, used for cutting marble, 109

Scarabaeoids in Fitzwilliam Museum,
App. iv—viii

Scarabaeus beetle, 1, 2, 2 note, App.
iv—v

Scarahs, 1—1.6; set as rings, 1, 2; worn
round the neck, 2 as charms, 2 nofe;
materials of, 2; collection of, in the
Fitzwilliam Musenm, 2 nofe; date of
the oldest, 2; used as ornaments by
the Greeks, 21, 22; used for sealing
plaster stoppers of bottles, 37

Scaurns, M. Aemilins, the earliest Ro-
man gem-collector, 36

Sceptre, Gold, in the British Museum,
136

Scipio Africanus the elder, Sardonyx
worn by, 148

Scipio, Ring of, 47, Agp. xii

Scopas, Forged name of, on gems, 93

Sculptor using a drill, represented on
Roman relief, 104

Seal, Passage from Aristophanes on
the custom of securing doors with a,
36, 37; used to secure voting-urns,
34; ditto wine-jars, 37

Seffrid, Bp. of Chickester, Abraxas
gem used by, 123

Seleucus IV., A7ng of Syria, Portrait
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