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CAMEOS.

By Cyril Davenport, F.S.A.

The word “Cameo” does not in any way

help towards a proper understanding of the

term. The real derivation of the word is un-

known. As we now understand them cameos

may be defined as small bas-reliefs cut upon

some substance precious, because of its rarity,
beauty, or hardness.

The earliest examples of the art are per-

haps to be found in the scarabs of ancient

Egypt, combining both the cameo and

intaglio, as their bases are engraved with

designs. Early instances also exist in the form

of small sculptures, on the back of seal

stones, of Greek and Etruscan origin, as also

rarely in Mycenean work. Glass cameos were

probably made at Rome long before the

Christian era, and of still earlier date are

found small rosettes and medallions of clay
impressed with designs in relief and gilded.

The ancient Egyptian scarabaei are usually
made in some soft stone, steatite, syenite, or

serpentine, all of which can be cut by flint or

obsidian flakes, or even by hard metal chisels.

But harder stones were sometimes successfully
cut, examples being found in amethyst,
carnelian, obsidian, and jasper. The majority

appear to have been made in moulded glass or

porcelain, usually with a green or blue glaze.
About the 3rd century B.C. the peculiar

adaptability of the banded onyx for cameo

work was first generally realised, and it rapidly
became the favourite material in which the

most skilled artists worked ; and cameos in

time became valued articles of personal adorn-

ment, increasing in favour in proportion as the

use of seal rings declined.

Onyx, which is a silicious chalcedony, is

usually formed in irregular hollows in trap

rock, and is deposited gradually in successive

layers from the outer contours towards the

centre, alternately crystalline and amorphous.
The crystalline layers are white in reflected

light, the amorphous are translucent, greyish,
and curiously permeable by liquids. In con-

sequence of their permeability, certain colours

are sometimes naturally acquired by the amor-

phous layers of chalcedony; in cases where

the water of infiltration is loaded with iron,

a yellowish-red will probably be found, pro-

ducing what is called a sardonyx, from a

Persian word “zard,” meaning yellow: other

metals will impart other tints.

Pliny (1st century), in his “ Natural His-
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tory,” among other notes concerning jewels,
says that (Book xxxvii.) in his hands are books

“wherein it is deciphered how to sophisticate
transparent gems,” a statement which likely
enough refers to artificial colouring of chal-

cedony. But at the same time it may also

only mean the paste imitations which were

plentifully made both before and during the

time the “ Natural History” was written.

It is, I think, probably due to the discovery
of the remarkable adaptability of the onyx

stone for cameo work, that the art has de-

veloped so as to become one of a considerable

range, and considerable importance both from

the antiquarian and the artistic point of view.

Without this discovery we should not have

possessed the Strozzi Augustus of the British

Museum, or the Portland Vase, or any of the

works like them, bearing designs cut in one

coloured layer on a background of another,
but we might have had the vase of St. Martin,
cut simply in an agate without any reference
to the trend of its colour layers, and the

Phalerae in chalcedony or amethyst, or any
other stone of one colour. But without the

onyx cameos it is likely enough that all the

rest would never have been considered more

than small and delicate pieces of sculpture,
not belonging to a school of their own, so that

for the existence of cameos as a distinct
branch of art we are probably indebted par-

ticularly to that unknown lapidary who first
hit upon the idea of cutting the banded onyx
parallel to its colour layers instead of across

them.

At Oberstein, in Oldenburg, there is a large
onyx industry, originally fixed there because
the stone was found plentifully in the neigh-
bourhood, but this supply having now become

comparatively small, onyxes are sent there in
quantities from India, Brazil, or Egypt to be
sliced up ready for cutting, shaped and arti-

ficially stained with colours as may be
desirable.

The staining of onyx is well understood and

is now reduced almost to a certainty, so that

it is said that any ancient and presumably
natural tint can be artificially produced with
great accuracy:—

Reds by means of pernitrate of iron.

of an onyx when metallic oxides already exist

within it.

Nitric acid will often pale an onyx.

The white or crystalline layers are seldom

meddled with. They can only be slightly
reddened superficially by painting with a

solution of iron or a little thickened by heat or

strong acid.

Methods.

Early carvings and engravings on hard

stone were probably at first cut with a sharp
diamond splinter alone; in time the diamond

point was only used to sketch out the design
on the polished surface of the stone, the actual

cutting being afterwards done more easily and

expeditiously by means of a hand drill, or

some more powerful tool analogous to the

modern jeweller’s lathe. The harder stones

require the help of oil and diamond dust to cut

them, the soft iron points which are used be-

coming thickly coated with microscopic pieces
of diamond and when rapidly revolved forming a

very powerful cutting surface.

Emery is mentioned by both Theophrastus
and Pliny as being the best material for rubbing
down stones for engraving, the softer of which

were probably sometimes engraved with flint

points. Emery will polish a diamond; it is

crystallised alumina, and a variety of cor-

undum.

For polishing ordinary stones rotten stone

(powdered alumina) or tripoli powder (powdered
silica) are most generally used. For polishing
of course the material used must be softer than

the substance to be polished, and the points
used for carrying the polishing powders are

also soft, copper, ivory or wood.

Periods.

My examples are arranged in three divisions,

antique subject or portrait cameos onsmall

or flatstones ; antique vases and cups on

nodules of onyx or cut as cameos on blue or

white glass; and the later or Renaissance

cameos.

The Greeks were the most successful workers

in cameo that have existed, the few remaining
specimens of their work done during the early
Ptolemaic period (3rd and 4th centuries B.C.)
are unsurpassed, and the finest pieces made at

Rome from the first century B.C. to the third

century A.D., were actually the work of Greek

artists. The universal acknowledgment of

the surpassing excellence of the Greek work-

men is marked in an interesting way by the

fact that the extremely skilful Renaissance

Black by oil, honey, or sugar.
Blues by iron with ferro-cyanide ofpotassium

(Prussian blue).
Greens by nitrate of nickel.
Heat alone will often darken and improve

the colour of an onyx.

Sulphuric acid will often improve the colour
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cameo cutters nearly all signed their names,
if at all, in Greek characters.

Augustus Octavianus Caesar, second Em-

peror of Rome, who reigned during the latter

part of the 1st century, B.C., and the first few

years of the Christian era, was evidently not

only a splendid model for the cameo cutter,
but also a man of much learning and culture

and a great patron of the arts. He is said to

have been the original of AEneas as depicted by
Virgil.

During the Roman Empire until the time

of C onstantine great luxury prevailed, and

no doubt the lavish expenditure which was

indulged in by the opulent and luxurious

collectors of their time, tempted the most

skilled of the Greek cameo cutters to migrate
to Rome and follow their avocation there more

profitably to themselves than they could any-
where else.

Towards the end of the 3rd century the

Greek influence began to die out of Roman art

in cut gems, and consequently there is a

marked decline in the hitherto high standard

reached in their production, and in the 4th
century when Constantine the Great moved his

Court to Byzantium, “ Nova Roma ”

as it was

sometimes called, a new style, Christian in

feeling, began, and the classical designs
hitherto prevalent were changed as to their
attributes or superseded by others of new

character. Hercules becomes David, Perseus

and the Gorgen do duty for David and Goliath,
Venus and Leda both become the Virgin Mary,
and the heads of Medusa have the snakes cut

away and are changed into the Holy face of

St. Veronica. Byzantine art in camos is not

remarkably good, it is chiefly noticeable for

the skilful manner in which advantage is taken

of the natural markings of the bloodstone.

Some ancient portrait and subject cameos

are of world-wide celebrity, either because of

the exquisite beauty of the art displayed upon
them, or for the size and beauty of the stones
in which they are cut. The largest of these
are both illustrative of scenes in the life of the

Emperor Tiberius, who succeeded Augustus ;
one is at Paris (13 inches by 11 inches) and the

other at Vienna (9 inches by 7 1/2 inches). M.

Ernest Bahelon thinks these may both have

been cutby the celebrated engraver of intaglios,
Dioscorides. Then there is the beautiful double

profile cameo at St. Petersburg known as the

“Gonzaga Cameo,” representing, perhaps,
Ptolemy II. Philadelphus, King of Egypt, and

his wife, and another of the same king with

his second wife, at Vienna. Adolf Furt-

waengler considers these may be portraits of

Alexander the Great and his mother Olympias.
They were both most likely made during the

early Ptolemaic period.
The large double portrait cameo, formerly in

the Marlborough collection and now in the

British Museum, is also one of the great
cameos of the world ; it measures 8 3/4 inches
by 6 inches, and represents an emperor and

empress facing each other, in profile, with the
attributes of Jupiter Ammon and Isis.

The most beautiful single head in a cameo

is probably the portrait of the Emperor
Augustus, now in the British Museum,
and formerly in the Strozzi collection at

Florence. It measures 5 inches by 3 1/4 inches,
and is cut upon a most beautiful sardonyx.
Another magnificent single head, a portrait of

the Emperor Claudius, measuring 7 1/2 by 5 7/8
inches, but badly broken, is in the Royal
collection at Windsor.

Among the Renaissance cameos, as far as I

know, there is only one of great celebrity, that

is the small marriage group ofEros and Psyche,
falsely signed “ TPϒΦΩN EΠΟIEI,” which was

formerly in the Marlborough collection, and

has now gone to America.

Cups, Vases, and Dishes.

Besides the usual form of portrait or subject
cameos so well known to us, samples of which

you have just seen, there is another class

which is important and perhaps not so well

known or appreciated as it ought to be. These

are the vases, dishes, and cups which are cut

as cameos, and made out of nodules of onyx,

or of blown and cut glass. There are now but

few ancient examples of this development of the

art of the cameo cutter left, most of them have

succumbed to the destroying influence of time.
It is said that when the Roman General

Pompey brought back from Egypt the treasure

he had captured from Mithridates, King of

Pontus (1st century B.C.), there were some

two thousand cups of carved hard stone among
it. One of these is said to exist in the “ Cup
of St. Denys,” now at Paris, but it appears to

me to have the characteristics of later work.

The “ Tazza Farnese,” now at Naples, and

formerly in the collection of Lorenzo de

Medici, is a flat agate dish (diameter about
8 inches), magnificently cut as a cameo, with

figures probably of Egyptian divinities. It is

considered to have been made during the early
Ptolemaic period, probably at Alexandria. The

“Vase of St. Martin,” now at St. Maurice

d’Agaune, in the Rhone Valley, is an onyx
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cup, dark, still with its Byzantine setting; it

is probably early Byzantine work, or possibly
late Roman mounted by Byzantine artists. The

small but exquisite chalcedony vase (8 1/2 inches

high) recently bequeathed to the British Museum

by Baron Ferdinand de Rothschild, belongs to

this class. The lip, lid, and foot are of

enamelled gold, added probably in the 16th

century.
Besides these, which are a ll of the first im-

portance, are the remarkable works of the same

kind, but executed in glass ; the Portland

vase, in the British Museum, the Vase

des Vendanges at Naples, and the Auldjo
vase in the British Museum. The Vase

des Vendanges alone is perfect. These

are all antique, and as exquisitely worked as if

they were made of the most valuable stones.

The Portland vase is the finest of them.

There are numerous fragments still existing of

vases of this kind which have been broken.

These glass vases are indeed glorified
“pastes,” of which numbers were made

during the time of the Roman Empire and just
before it. As a rule pastes imitated intaglios
and were cast from clay moulds, and there are

examples of paste cameos probably made as

early as the 2nd century, B.C. These are

rarely satisfactory because of the difficulty of

persuading the glass for the part in relief to

keep to its own ground. In the case of the

vases, however, theprocedure has been different,
the reliefs have not been cast, as Wedgwood
reliefs are for instance, and then stuck on,

neither have they been cast in one piece with

the darker glass of the ground, but the vase

has been made in the dark glass first, then

dipped in white glass so as to be entirely
coated with it. The vase has then been treated

exactly as if it was a stone and the cameo

cutter has cut the glass in the same manner as

he would an onyx. None of these cut glass
vases have now a high polish, but it is possible
that they originally had, as some of the glass
plaques of similar workmanship and about the

same date are polished.

Renaissance.

After the Byzantine period until the Renais-

sance, i.e., until the 15th century, there is a

lack of consecutive art in the direction of

cameo-cutting. The Byzantine cameos are

not remarkable for beauty in design or execu-

tion. They are largely cut in bloodstone, the

peculiar coloration of which was peculiarly
fitted for representations of the crucifixion.

Christian designs prevailed as a rule until

the end of the 15th century, when the “ Re-

naissance ” began, and classical designs in

their turn replaced those taken from Biblical

sources.

The earliest great patron of cut gems of the

Renaissance period was Cardinal Bembo, after-

wards Pope Paul II., who made a fine collec-

tion. He is said to have so loaded his fingers
with rings set with gems that they chilled him

to death. His collection was largely acquired
by Lorenzo dei Medici, called the Mag-
nificent, who ruled in Florence during the

latter half of the 15th century. The revival

of the arts which took place in the 15th

century is generally considered to have

been largely due to the patronage of this

great Italian. He had many of his gems

engraved with his name. The Medici collec-

tion is now dispersed chiefly between the

Museums of Naples, Florence, and Paris.

Renaissance cameos are remarkable for

the technical skill displayed upon them and the

beauty of their settings. Benvenuti Cellini is

credited with two settings for cameos now at

Paris. Although the general level is high,
there are no really great cameos of the Re-

naissance period. It was indeed a revival of

the art only, and does not add anything new to

the existing styles. There were innumerable

imitations made of antiques, many of them

most skilfully. Names of celebrated engravers
were frequently added both to inferior antiques
and to new gems, but cameos have fortunately
not suffered nearly so much from fraudulent

imitations as their cousins the intaglios.
From the 16th century to the present time

shells have been largely used for small cameos.

It is, technically, a different art from the

cutting in hard stone, and is executed more

after the fashion of a wood-carving, as the

shell is comparatively soft.

Queen Elizabeth caused her portrait to be

cut in cameo several times ; some of these have

no doubt been executed by Julien de Fontenay,

called “ Coldoré.”

In later times Italian artists have most

notably followed the profession of cameo

cutting. Flavio Sirletti, in the 18th century,

is said to have nearly reached the Greek per-

fection of technique. Giovanni Pichler and

Sirletti, too, cut some cameos with the

diamond point alone as an experiment. Jean
Laurent Natter, of Nuremberg, flourished

in the same century ; he was particularly
successful in his imitations of the antique,
and in all probability numbers of so-called

Graeco-Roman gems are really his work.
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Two portrait heads in profile, in a gold and

enamelled Renaissance setting.
He made a catalogue of the Bessborough
gems, afterwards part of the Marlborough
collection, and he also wrote a valuable

treatise on the ancient and modern systems of

engraving and cutting gems in hard stones.

The Marlborough cameo of Augustus, with

radiate crown.

Head of Diana, in a gold and enamelled

Renaissance setting.Alessandro Cesati, called “ Il Greco,” was
noted for his fine draughtsmanship. Madame

de Pompadour learnt the art of gem cutting
from the French artist, Jacques Guay, who

made cameo portraits of her, Louis XVI.,

Marie Antoinette, and others. Guay could

hardly write, and it is supposed that the signa-
tures in his cameos were cut by someone else.

Head of a boy, in high relief, in gold and

enamelled Renaissance setting.

Omphale cut in a nicolo, in broad gold Re-

naissance setting, with diamonds and rubies,

given by the Emperor Charles V. to Pope
Clement VIII.

Head of Livia, in cream and grey agate.
Minerva, with helmet and AEgis.In the 19th century the decline in the popu-

larity of cameos has been marked, indeed, al-

though there are several names of known artists

sometimes who have them, that of Benedetto

Pistrucci alone has reached a point of eminence.

Pistrucci came here from Rome early in the

century, and eventually became Chief Engraver
to the Royal Mint. He designed the beautiful

group of St. George and the Dragon, which is

still used on the reverse of some of our coins

now in circulation. He wrote an interesting
autobiography, in which he tells the story of a

head of Flora, cut by himself, which was sold

to Mr. Richard Payne-Knight as an antique.
Pistrucci showed his mark on the gem, but

Mr. Payne-Knight disbelieved the story.

Head of a Maenad.

Venus in profile in filagree Renaissance

settings with peridots and amethysts.
Roman portrait bust in antique gold setting.
Head of a sphinx in rock-crystal.
Roman necklace with cameo pendants, found

near Nasium.

Cameo group set in the lid of a modern horn

snuff-box.

Boy seated on a goat, cut in onyx, set in a gold
and enamelled snuff-box, given by Pope
Pius VI. to Napoleon.

Dancing girl cut in onyx, set in a modern horn

snuff-box.

Portrait cameo of emperor and empress set in

the lid of a snuff-box of Lumacelli marble,

with gold and enamelled borders and set

with opals.
The following is a list of the lantern slides

which were shown in illustration of the paper:
Vases, Dishes, and Cups.

The “ Tazza Farnese,” at Naples.Antiques.
The “Coupe des Ptolemees,” at Paris.

Egyptian scarab, set in gold ring. The “Vase de Saint Martin,” at St. Maurice

d’Agaune in the Rhone Valley.Greek seal ring of carnelian, with lion in relief.

Phoenician cameo, cut in shell, of Tridacna-

squamosa.

The “Rothschild Vase,” in the British

Museum.
Ostrich egg, cut in cameo, by Phoenicians. The “Vase des Vendanges,” at Naples.
Diagram of section of the onyx stone. The “ Auldjo Vase,” at the British Museum.
The “ Gemma Augustea,” at Vienna.

The base of the “ Portland Vase,” probably
intended for Paris.The “ Agate de Tibere,” at Paris.

The “ Gonzaga Cameo,” at St. Petersburg. The “ Portland Vase,” at the British Museum.
Cameo of PtolemyII., Philadelphus, at Vienna.

Cameo of Marcus Aurelius and Faustina the

Elder, at London.
Renaissance Cameos.

The Entry into the Ark, cut in fine onyx—for-

merly in the collection of Lorenzo de’ Medici,
with his name on the doors of the ark.

Cameo of Julia and Livia as Minerva and Juno.
The Strozzi Augustus, at the British Museum.

Portrait of Julia, daughter of Augustus.
The Hymeneal Procession of Eros and Psyche,

falsely signed TPΨΦΩN EΠΟΙΕΙ.

Head of Medusa, cut in amethyst.
Cameo of Victory, in a quadriga.
Cameo of a prancing horse, in pink limestone. Cameo pendant, protected by crystal, in gold

and enamelled setting.Cameo of a horse in sardonyx.
Head of Pyrrhus, in filagree setting, with

emeralds and sapphires.
Cameo of a Cretan goat in sardonyx.
Cameo of a satyr in sardonyx.
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Head of Medusa, cut in emerald, with gold
and enamelled setting of red and blue snakes

with diamonds on their heads.

Iconic portrait in gold and enamelled setting.
Cameo portrait, by Alessandro Cesati, in a

gold and enamelled setting.
Portrait of the Emperor Lucius Verus, in a

gold and enamelled setting, with diamonds.

Agate cameo, set as a pendant in gold, with

enamels and pearls.
The Genius of Rome, in an onyx of three strata.

Cameo portrait of the young Hercules, in gold
and enamelled setting, with emeralds and a

sapphire drop.
Hercules, cut in an antique nicolo in broad

setting, with diamonds and rubies.

Jerome Savonarola, in grey onyx

Philip II., of Spain, in grey onyx.

Alexander de’ Medici, in Plasma

Head of a Roman Emperor, in onyx of three

strata.

Francis I., of France, in dark onyx—Queen
Claude, of France, in pale layers on the

other side of the last.

Queen Elizabeth, cut in a large nicolo.

Queen Elizabeth, cut in a small nicolo, in gold
and enamelled setting, with diamonds,
rubies, and pearls ; engraved at back —

“William Barbour caused this jewel to be

made in commemoration of his deliverance

from the stake by the death of Queen Mary.”
Queen Elizabeth, cut in turquoise, in gold and

enamelled setting, with diamonds, rubies,
and pearls, said to have been preserved in

the family of Wild, since the christening of

its first owner, at which the Queen was

present.

Ivory cameo of Hercules strangling the

Nemean lion.

The Nativity, cut in pearl shell, in silver gilt
and nielloed setting.

Winged centaur, cut in Cyprea shell.

Cameo portrait, in shell, with enamelled bust.

Cameo, in grey shell, of Hercules killing
Cacus the robber.

Ganymede and an eagle, cut in grey shell, in

gilt mount with steel brilliants.

The adoration of the Magi, cut in mother of

pearl, set in silver gilt rim.

Pearl shell cameo, representing the triumphal
entry of William III. into the Hague.

DISCUSSION.

The art of cutting such extremelyhard substances had

almost passed out of practice in these days; it was

occasionally used, but, as cheapness now ruled

the market, artists did not find it to their advantage
to work in those materials. Cameos were now

principally executed on the conch shell, brought
from the West Indies. The most valuable shells

were those the base ofwhich was purple, the upper part

was always white. Formerly ladies wore large cameos

as brooches, but that fashion had died out, and

smaller ones were worn on rings, set very artistically
and beautifully.

Mr. Alan Cole had been struck with the likeness

between the designs on the gems with those in some

of the Graeco-Roman tapestries which had come from

Upper Egypt, especially those illustrating mytholo-
gical subjects. The treatment of Some of the por-

traits also reminded him of those in Graeco-Roman

and Coptic textiles. Possibly the designers of such

textiles and gems were contemporaries.

Mr. H. Longden said that he had not any

special knowledge of ancient cameos, but he had

been much struck by the great beauty of the Re-

naissance settings of the cameos.

Mr. J. B. Marsh said that the early cameo work
which the reader of the paper had shown was

certainly the most magnificent the world had seen.

The Chairman, in proposing a vote of thanks to

Mr. Davenport said that that evening was the first

occasion he had seen coloured slides of gems thrownon

the screen, and certainly it was a marvellous change
from the engravings with which one had to be

content not somany years ago. He congratulated Mr.

Davenport on the skill he had displayed in preparing
the slides. He entirely agreed with Mr. Longden as

to the settings of the Renaissance gems ; they were

quite incomparably grand. With reference to the

Roman gems, it could hardly be a matter of chance

that most of the cameos came down to us from the

age of Augustus or his immediate successors in the

first half-century of our era ; the inference rather was

that that was the age at which the art of cameo engrav-

ing had attained its greatest prosperity, and that at

no subsequent period had anything been produced
equally worthy of preservation. The majority of the

large gems showed portraits of Augustus, Tiberius,

Claudius, Augustus’s daughter Julia, and his wife

Livia; Messalina, wife of Claudius, and other mem-

bers of the Imperial family. The two largest cameos

shown had been made for the glorification, the

one of Augustus, and the other of Tiberius. He

did not agree with all the points of interpretation
given by Mr. Davenport, but that was a matter of no

consequence, as hardly two people agreed upon them.

There was a very beautiful cameo of Tiberius in

Vienna, which Mr. Davenport ought to have shown,
because it was signed by the artist who engraved it,
Herophilus. He was one of three brothers, all known

to us as gem engravers, sons of the famous Dioscorides,
who engraved the portrait of Augustus, which the

emperor used as a seal. It was therefore an intaglio.
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There were many seals still existing bearing the name

of Dioscorides, but he was afraid upon a number

of them the name had not been inscribed by himself.

This family of gem engravers were Greeks by birth,
and itwas very likely they had inherited from the later

Ptolemy period their gift and the traditions of cameo

engraving. Mr. Davenport had shown a number of

undoubted Ptolemaic cameos of large size. Possibly
the cameo of Tiberius at Vienna had been quite
rightly used as a proof that the whole family of

engravers, the father and his three sons, worked

equally in cameos as in intaglios. It was also very

likely that some of the large cameos, if not most of

them, were the work of that family. During the latter

period of the Roman Empire the art of cameo

engraving ceased, but not the love of gems, which

remained a passion down to the time of the

Byzantine Empire, and on into the Middle Ages,
chiefly due to the influence of the early Church

with its symbolism founded on precious stones,

and with its delight in everything precious. In

France, and he believed in England also, there were

a number of inventories of the possessions of the

mediaeval church in the shape of gems. For instance,
in the British Museum there was a manuscript of

Matthew Paris, the monk of St. Albans, of the 13th

century, and in one part of it was a drawing of a gem

then in the abbey representing a Roman emperor.

It is stated to be on sapphire, but that was doubtful ;

possibly any bluish stone would then be called

sapphire. At any rate, no one knew what had

become of it. With regard to the great Paris cameo,

as had been stated, it was now exhibited without a

setting. In the 17th century it was described by a

French writer as being set in a magnificent gold
frame with figures of the four evangelists at the

corners, their names being inscribed beside

them in Greek characters. That was quite de-

scriptive enough to convince anyone that the

setting was Byzantine. Unfortunately, Rubens’s

drawing of it, which was engraved and pub-
lished by his son, did not include the setting, the

artist probably thinking there was something in-

congruous in putting Byzantine and Roman work

side by side. Any incongruity of that kind would

gladly be forgiven nowadays for the sake of the proof
which the frame would have afforded of the continuous

love of ancient gems from the Byzantine period to

the Middle Ages, and on to our time. The cameo

was stolen about 1800 and taken to Antwerp for

sale, and when recovered the gorgeous framework was

missing. It was still more unfortunate that none of

the great cameos possessed their original settings, but

one could in a measure imagine what those settings

had been like from a very pretty cameo of Augustus

found a few years ago during excavations at a place
called Tirlmont, in Belgium, and promptly purchased

by oneof the Rothschilds in Paris. It was found in its

original setting, an exquisitely beautiful gold frame,
and ifone could magnify that to the size of the British

Museum Augustus, or the Paris, or Vienna cameo, one

might get some idea ofthe excessive splendour of those

gems in their original aspect. He hoped that Mr.

Davenport’s efforts to revive an interest in the study
of ancient gems would meet with success. Having

regard to the means now possessed of studying

ancient gems by photographic reproductions, it would

be strange if there were not some revival of that

study. For the benefit of those who might desire to

take up the subject, he might mention that a very

excellent German book had been produced by Pro-

fessor Furtwaengler, which contained very many

beautiful illustrations and much sound criticism.

The vote of thanks to Mr. Davenport was carried

unanimously.

Mr. Davenport briefly returned thanks.
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Miscellaneous.

THE ETYMOLOGY OF CAMEO
,

AND THE

CLASSIFICATION OF “GEMS.”

I regret that I was unable to be present, as I in-

tended, at the most interesting paper read on the

evening of the 15th inst., before the Applied Art

Section of the Society of Arts,by Mr. Cyril Daven-

port, on Cameos, for I missed not only a rare pleasure
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but the opportunity of consulting him and the dis-

tinguished scholar who presided on the occasion,
before offering the observations I then wished to

make, and now submit in writing, without the ad-

vantage oftheir superior “ correction or approval,” on

the etymology of the word “ Cameo,” as the basis of

a systematic classification of “ gems,” in the sense of

precious, semi-precious, and other stones, shells

[note “ Saulini Cameos ”], glass [note “ Tassie

Gems ”], and similar substances, exqusitely wrought
in minute size, by means of the wheel [tornus], or

borer [terebrum], and file [lima], with inscriptions, or

symbolical, or mythological; or other designs, of

high artistic, and historical, or antiquarian, or other

associational interest.

Mr. Cyril Davenport is literally accurate in saying
that the derivation of the word Cameo is unknown.*

But I hold that it would be less exactingly precise,
and, in reality, more correct to say that the etymology
of the word is undetermined, or rather, as yet, un-

demonstrable. The word Cameo, as now spelled by
us is the Italian [the word as once spelled by us,

Camaieu, is the German] form, of the Low Latin
“ camaeus.” Beyond this nothing can as yet be

positively stated. But inasmuch as Cameos are in

fact a sub-division of “ gems,” as that term is used

in the sense of anaglyphs or cameos, diaglyphs or in-

taglios,—in English entaglios and entails,—and coil-

anaglyphs, or counter-sunk cameos, there can be no

doubt whatever of the Low Latin camaeus being, as

was suggested by Mahn on purely philogical grounds,
a corruption of the Latin gemma, “a bud,” “the eye
of a peacock’s feather” “a pearl,” “a gem,” i.e.,
“a precious stone” and, in a slangy sense, “a

beauty! ” The word goes back to an Aryan root

signifying “swelling,” “fatness,” &c., found in the
Greek gemizô “I load,” the Latin gemere “ to sigh,”
heave up the breast—[compare Scalae Gemoniae,
“the Steps of Sighing” of the Clivus Capitolinus,
leading from the Tullianum, or so-called Carcer

Mamertinus, to the Forum, down which the bodies of

executed criminals were dragged by hooks to be cast

into the Tiber]—
gemmare “to bud,” gemmatus

“jeweled,” i e., “budded all over,” geminare “to

double,” and geminus “paired,” and the English
gimbals, or pair of rings in which ships compasses
are swung, gyves, or shackles, and O Jimini! i.e., O
Castor and Pollux!

The objection to this etymology is that, besides

camaeus, we have, with the same meaning, the Low
Latin form of camaynus and camyx, and otherequally

* By some authorities it is stated that the word cameo

is the Arabic camea “a charm,” but, so far as seeking
for such a word in dictionaries goes, I have not been able

to find it. Pliny, xxxvii, II, 73, mentions a stone, cyamias,
the "bean stone,” so named from its similitude to the
fruit of Nelumbium speciosum, the Sacred Lotus of the

Egyptians, and kuamos of the Greeks. Its beans bear a

sufficient resemblance to the carnelian scarabs of the Egypt-
ians and Etruskans, to suggest the possibility of Cameo,
and the alleged Arabic word cameos being formed, or partly
formed, from kuamos and cyamias.

outlandish variants. But after gyves and gimbals,
as cognates of gemma, why not camaynus and

camyx, which are acknowledged to be identically the

same words as camaeus? I adventure to read

camaynus and camyx as “cameo on onyx.” There

is, therefore, no reason why the derivation ofcamaeus,

i.e., of Cameo, from gemma, should not be tenta-

tively put forward, and kept forward, until it can be

disproven; and why the meaning of the word should

not be extended, so as to generically cover the three

varieties of artistic “ gems,” the raised, the sunk, and

counter-sunk. Cameos, as specifically defined—that

is restrictively regarded as anaglyphs - are minute

reliefs, carved chiefly on agates —such as the onyx,
and particularly the Sardonyx—formed of layers of

different colours, so that the figure in one colour

rises from a ground of another colour. But

the term has long been applied to similar small

carving on shell, in which the inner structure is

differently coloured from the outer; and in fact

to any tiny low relief of artistic character wrought
on any hard enduring [non-metallic] substance such

as lava, glass, and even peach stones.

Tentativelyaccepting Mahn’s etymology, we should

be able to classify all these charming little objets
d’art in their natural correlation; and to get rid of

all the present confusion of them with each other, and

of the class of sculpture to which they all belong
with other classes of artistic productions. We

should then have Cameos = “Gems” ; and under

this generic heading, A, A naglyphs, estaglias or

extails; B, Diaglyphs, intaglios or entails ; and C,
Dianaglyphs, or Coil-anaglyphs. The terms in

italics are new coined, and “estaglio” and “ Diana-

glyph” would certainly be useful words; but extail

is suggested merely to balance the obsolete English
word “entail ” ; i.e., obsolete in the sense of Cameo.

It is radically the same word as tally, tailage, tailor

and tassel, and again text, textile, toilette and

mantel; and the Italian tagliare “to engrave
” ;

the Latin telum “a weapon,” tela “a weaver’s

beam,” texter “ a weaver,” and tignarius “a car-

penter ” ; the Greek tekton “ a carpenter,” and techne

“ art ”
; and the Sanskrit takshan “ a carpenter.”

This classification includes under the word Cameo,
= “Gemma,” the whole of Glyptics [Scalptura], as a

subdivision with Statuary [Statuaria],—in stone,
metal, wood, ivory,— of Sculpture [Sculptura],
and entirely separates this art from decora-

tive embossed, engraved, pierced, and damas-

cened work in metal [Coelatura, toreutike]; except
that statuary, glyptics, and decorative chiseling,
hammering, and encrusting of metals, are all joined
together as derivatives from Pottery. In the words

of Pasiteles [Pliny xxxv. (12), 45]:— “Laudat [Varro]
et Pasitelem qui plasticem matrem statuariae,

scalpturaeque, et caetaturae esse dixit.” The very

etymology of the words glyptics, carving, and en-

graving indicates that the arts they denominate

should not be confused. The word glyptics is the

Greek glupter, a chisel; and cognate with the Latin
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glubere, “to chip off,” “to peel,” etc., and gluma,
“a husk”; the German kloben, “anything cloven,”
and the English clove [of garlic, not cloves, which

= clou, “a nail”], clover, Clough, etc. Carving,

goes back to the Greek grapheion, “ a style,” “a

pen” ; and is cognate with the Latin graphicus,

“descriptive,” and grammatica, “grammar”; and

the English programme, glomery [i.e., grammar],
glamour [grammar in the sense of magic], graft,
carve, &c. Engraving goes back to an Aryan root,

signifying to scratch, tear up, found in the Sanskrit

geishti, a “boar,” literally “a tearer up,” “a

grubber,” and ghor, terrible ; the Greek charadra,

a “ravine,” character, a “mark,” scratched, torn, or

gashed, and Gorgo, the wrinkled Medusa : the Latin

horror, “bristling,” “horrible;” the Spanish graba,
“to dig,” “to engrave

”
; and our English ordure,

Algernon, [i.e., “hairy”], grice [a pig], grisly,
grave-[yard], engrave, &c. Strictly speaking, we

ought to apply the term engraving to what we

designate carving, and carving —etymologically work

with the stulos, stilus, or style—to what we call

engraving. The transfers of the meaning of these

two terms are due simply to confusion in the classi-

fication of the objects they originally designated.
As I have dealt so much with etymologies I would

add in conclusion that Mr. Cyril Davenport probably
errs in deriving "sard" in Sardonyx without qualification
from the Persian “zard, meaning yellow ” [or green

—for the word is cognate through the Greek with

Chloe, chlorine, bile, and cholera; through Latin

with jaundice ; and through the Teutonic languages
with green, grass, grow, golden, yolk, yellow, &c.].
Sard or Sardine — not the Sardinian pilchard—

is

the Greek Sardion and Sardeios, meaning the Stone

of Sardes; just in the same as Chalcedony means the

stone of Chalcedon. But very few words have an

absolutely unmixed etymology; and the Persian

zard, as well as Sardes, may be latent in Sardonyx.
George Birdwood.

25th January.
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