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o man is sole author of his book, least of all when it depends on fine
Npictures. Therefore my friends and colleagues must receive the very
warmest thanks for photographs sent as well as for coins lent. They
are Mr. Jean Babelon, Conservateur au Cabinet des Médailles in the Biblio-
thiguc Nationale, Paris; Miss Edith Marshall in the Department of Classical
Art in the Boston Museum of Fine Arts; Mr. John Allan, Keeper of Coins, and
Mr. E. S. G, Robinson, Deputy Keeper of Coins, 1n the British Museum; Dr.
H. Gebhart, Director, Staatliche Minzsammlung, Munich; also Capaain E. G,
Spencer-Churchill and Mr. R. C. Lockett who lent precious coins to be photo-
graphed, and Mr. L. Forrer and M. Victor Tourneur who supplied some
pictures. I do not forget the various anonymous photographers who are deser-
ving of praise. Jacqueline Chittenden has read my proofs and contributed
valuable suggestions. Finally, my publisher, George Hill, is responsible for the
excellent scheme of showing the same coin in 1ts true size close to its own
enlargement.
C.S.
Cambridge, 1948



hose who first see a fine Greek coin in the metal, or those who—turning

the pages of a book—meet good pictures of Greek coins for the first

time, are apt to enjoy a somewhat breath-taking experience, like that of
men who climb the chalk Downs to find themselves on a sudden looking down
on a wind-cooled sea. “We knew’, they will say, ‘that the Greeks made coins;
but not quite like these.’
Presently two questions perhaps are asked: When were coins invented? What
sort of men made them? This essay may seek briefly to answer them.
TRADITION & EVIDENCE. Cotnage was invented late in the history of man-
kind as a traders’ device to overcome the obstacle of continuously weighing
bullion, for it was the logical and practical end ro a process which had begun
with barter. The words of certain ancient authors, reported at second-hand by
other ancient authors, support the view that this happened probably between
700 and 650 B.c. But no serious archacologist accepts untested evidence of this
hearsay kind, preterring to rely on the results of excavation and the comparative
method m the study of finds from varied sites. The story about this piece of
research which follows has some of the romantic quality that attaches itself so
often ro archacology.
An expedition, supported by the British Museum and led by Dr. D. G.
Hogarth, excavated 1n 1904 and 1905 the site of the once world-famed temple
of Artemis at Ephesus and found clear evidence of an ancient sanctuary and
basis going back before 650 B.c. Here was discovered a hoard of the oldest and
most primittve-looking coins ever found, buried, as the excavators realised,
under the basis for the statuc of the goddess as a foundation-deposit. Together
with these primitive-looking coins there were many fine carved ivories—statu-
ettes, brooches and seals—and the excavators advanced solid arguments for
dating this deposit to about the year 652 B.c. Many of the coins, having already
been much 1n circulation before they were buried, seem to have been made a
good forty years carlicr.
Another most informative excavation had meanwhile been going on in Sparta,



where the British School uncovered the site sacred to Artemis Orthia, and
found quantities of ivory objects similar to and contemporary with those from
Ephesus (). The Spartan ivories in their turn were closely associated with accu-
rately dateable pottery, and thus confirmed conclusively the arguments of those
who had dug at Ephesus. Supporting evidence has come meanwhile from other
Greek sites and we need not hesitate to attribute the origin of coined money to
some date not far removed from 700 and well before 650 B.c, That this cor-
responds roughly with the hearsay evidence of certain ancient writers is interest-
ing, and possibly fortuitous.

THE ENGRAVERS. What sort of men made these coins: or rather, made the
dies from which these coins were struck ? There were small beginnings.

A merchant hired a tinker to make him litcle punches for hall-marking bits of
metal. A king of Lydia had a Treasurer who paid some occasional engraver of
seal-stones to cut in metal intaglio copies of the Royal Arms so that these
might be stamped on bits of gold—actually of white gold which was then the
fashionable metal in Anatolia. There in the western rivers gold and silver dust
was dredged up ready mixed. But this base urility attitude to coined money
presently and fortunately gave place to an interest—at first benevolent, later
keen, and finally passionate—in the appearance of the ‘Coin of the Realm’.
There was some quality about the Greeks which induced them to endow any
object in daily use with delicacy and fineness; and this same quality impelled
them to create the most excellent dies that ever have been made. Not every
State in Greece, but very many States, sought the services of the finest and most
subtle engravers of their day to make them dies wherewith to strike money.

Ac this point something must be said about the attitude which the Greeks
themselves had to artists, for that attitude was not entirely the same as was
adopted in the renaissance and as still prevails. Many a book will ralk to its
readers of the major art of sculpture and the minor arts of engraving, carving and
chasing. For any ancient Greek these two comparative adjectives impetatively
changed places. Sculpture in stone or marble was a minor art, a craft given into
the hands of artisans. Artists were the men who worked delicately in precious
stones, ivory, gold, silver and bronze. They were called ‘toreutai’ and their

a. See Notes, p. 123.



work ‘toreutiké’ in Greek; and the Latin equivalents—caelatores and caclatura—
come out best in English as ‘celators’ and ‘celature’ (b).

In the ancient world celebrated artists like Pheidias and Polykleitos acquired
their fame, not as sculprors, but as celators working in gold and ivory. They did
not chip marble, though they may have directed the work of artisans who did.
They were famed and respected for their celature, like many of their celebrated
predecessors such as Theodoros and Mnesarchos. Architects and painters were
often admired for their achievements, but it was the celators whom people
generally looked upon as men of the highest artistic grade, and it was from
among such men that the governments of Greek States tended more and more
to choose the makers of their coin-dies.

Two artists of this high quality, both of them living and flourishing about
550 B.C., deserve some closer consideration.

THEODOROS. Theodoros of Samos was a genius, and a friend of Princes who
knew the worth of such men. He is credited with a number of technical inven-
tions—the set-square, the level, the vice, the lathe, and a special method of
hollow-casting bronze. His knowledge of architecture was such that he was
called in as expert consultant when two of the greatest temples ever built were
under construction. The work he did for famous kings called forth the admira-
tion of that most astute and cultivated story-teller, Herodotus, who, in the
fifty-first chapter of hus first Book commented on a masterpiece he saw at Delphi,
a silver bowl of cnormous size made by Theodoros to the order of Croesus,
King of Lydla, who had given 1t in grantude to the shrine of Apollo. Another
like it, but of solid gold, and likewise the work of Theodoros, stood in the bed-
chamber of the kings of the Medes and Persians, and yet another of his magical
creations was kept, men said, in the same bedchamber: a miniature grape-vine
of pure gold with unripened grapes made of emeralds and ripening grapes made
of rubies. But here one is on the threshhold of the Arabian Nights. There is,
however, no need to regard as fancitul cthe story of the ring of Pol/vcrates. told
in the third Book of Herodotus, beginning at chapter forty.

Polycrates, despot of Samos, who was the principal patron of Theodoros,
prospered amazingly; so much so that his timid and superstitious ally Amasis,
Pharaoh of Egypt, became alarmed and wrote him a letter wherein he advised



ATHENIAN ART. In our western world today there are really two kinds of fine
art. First, such art as is either of Paris or influenced in greater or lesser degree by
French art. Second, there is art which is local or regional and not perceptibly
influenced by Paris. The second has, scarcely ever, quite the power and liveli-
ness and imaginative quality of the first. It was the same in the ancient world,
reading Achens for Paris.

Athenian arc after the victories over Persia was an international art, evidence of
which you will find on the finest coins of many and widely-separated Greek
cities. Bur alongside of this you are also going to find the production of coins
that are relatively second-rate; and these are the work of local craftsmen, fre-
quently under instruction from Athens-trained men, and having a local charac-
ter in common with other Jocal products like stone-carving and terracotta work.
It must, however, be frecly admitted that the work of the local die-engravers—
if not quite up to that of great pan-Hellenic artists—is sometimes of very high
merit indeed, for there was among the Greeks before 300 8.c. a pervading love
of fineness, and this quality passed even mrto the common objects of everyday
use.

After the year 406 B.C. it was the turn of the Greeks of Sicily to face disaster at
the hands of a terrible enemy—the invading Carthaginians. Such artists as
escaped massacre moved to Iraly, or to Greece, now less unstable than before,
and many coins of very high quahty appeared in both regions. Syracuse itself,
powerfully fortified and ably governed by Dionysius, stull offered enough secu-
rity to give cmployment to some fine artists; but by 350 B.C. that city had fallen
50 low 1n misery and poverty that no artist could have found employment; and,
indeed, no coins were minted.

The artist by his very calling must spend his life in places where men desire his
presence, and they can only want him when things are going at least tolerably
well, This is what happened too in the case of those brilliant men who made
the best dies for the mints of ancient Greek States.

IONIAN ART. The early coins of white gold made in Ionia (1, 2) during the
seventh century B.C. mostly carry the heads or forequarters of animals, and
sometimes whole animals and monsters. The work is just like that of contem-
porary products in gold, silver and ivory, for the coin-dies were made by the



same kind of arcists. When other Greek States like Aegina, off Peloponnesus
(3), or Acanthus, on the Macedonian coast (4), began to coin in silver, they
showed the very same power in execution, the very same sensitive knowledge of
what is suited to a coin, the same understanding of how to get a signet or
blazon upon something of unpredictable shape. For the coins were struck each
from a die of circular shape; but the hot ‘blanks’ of metal, unhampered by any
‘collar’, assumed as they were struck forms, never perfectly circular, but rather
like some irregular living organism (d).

From 566 B.c., when Peisistratus governed Athens, coins began gradually to have
two types, and one of the types was most often the head of a goddess or a god
in human guise (5). In the first stage you meet an exquisitely precise art influ-
enced more by the draughtsman than the celator. But under Hippias, the next
ruler of Athens, displaced Ionian celators found a home in the gayest city of the
time, and about 520 B.C. began to make their contribution to the State’s coin-
dtes, carving an Athene smiling and plump with an owl glossy of feather (6).

It was at this time too that another famous Tonian moved to the west—Pythago-
ras (7, 8). But he has already been noticed above. Some artists from Ionia moved
ro other parts of the Greck world. There was a wealthy city named Cyzicus on
the shores of the Sea of Marmora, issuing quantities of handsome coins of
white gold, and here the rich art of the lonians continued to live on (g). It
crops up too in unexpected places. Some windfall suddenly enriched a little
1sland named Peparethus, off the Thessalian coast. In a burst of dangerous
optimism, so characteristic of the Greeks, the citizens decided to have a fine
comnage. A friendly and enthusiastic Tonian must have been ac hand to make the
dies for a lovely coin with a galloping young winged deity (10). It was a flash
in the pan; but what a glorious flash!

ATHENS THE CENTRE. Meanwhile Athens was growing more and more to
be the enchanted centre of Greek art. Wealch helped. It always does.

Between 490 and 480 B.C. a heavy vein of silver was struck in Attica, and the
State, with no momentary call for public expenditure, decided on a share-out of
extra silver among citizens. In general the ordinary coins of Arthens had not
often been made from fine dies like the ones mentioned above. Too many dies
had been the rough work of clumsy artisans, because coin was needed in such
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quantity that fine engravers—who were never abundant—could not by them-
selves have coped. But here was an Event, an Occasion—no income-tax, but a
handsome bonus for each citizen of ten drachmas (11), a sum with considerable
purchasing power, equal to ten weeks’ pay for an unskilled labourer—say £45.
The people were agog to see the new bonus-coins and the State secured the
services of more than one accomplished engraver to make them dies.

The style employed by these engravers can be traced moving immediatel y after
the defeat of Persia to other Greek cities: north-easterly to Aenus in Thrace,
south-easterly to the wealthy island of Siphnos; and even to the court of a
Lycian dynast named Tiththivaibis, who combined the patronage of Greek art
with an admiration of the Cyprian Aphrodite (12 to 14, 16).

AR . . . & THE DEMARETEIA. Another man, with a background of Achenian
training close to the art of Epiktetos IT and a technique rather more like a
draughtsman’s than a celator’s, seems to have got, abour 480 B.c., to Leontini
in Sicily. There he made a pair of dies and put on one of them the letters ‘AR’
—the earliest known signature on any Greek coin (¢). But to know that his
name began with Ar . . . is about as useful as it would be to learn that there was
a fine British artist whose name began with ‘Mac’. This is the more tantalising be-
cause Ar . . . transferred to Syracuse and there proceeded to make, from 479 B.c.
on, at least twenty dies for the coinage of that city, which under the able
rule of Gelon was attaining great prosperity. There had been made before this
many dies in Sicilian cities, generally—though not always—by good local men.
But Ar . . . with his new coinage associated with the name of Demarete, Queen
Consort of Gelon of Syracuse, set the very highest standard (15). The people
were enchanted with their money and there arose among many western Greek
cities a rather special civic pride in fine coinage. They longed to handle pieces
each one of which was to be a miniature work of art, and their apperite grew
with gratification. Such circumstances tended to draw celators of genius from
other parts of Greece, and mainly to attract men who had come under the
Athenian spell. Whatever city had given them birth, men knew that they could
best learn art from Athens; and even so great a designer as the Master of
Olympia drew for his Apollo on the form and concept of an Athenian model,
known nowadays as the ‘Fair-haired boy’.
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The Master of Olympia employed masons to make marble sculpture from his
designs, he himself being—as I have pointed out elsewhere—an expert at
carving wood (f ); and since this entailed the same kind of skill as ivory-work,
he is to be classed with celators rather than with modellers. For this reason his
manner and mode of design would have been entirely suitable for translation
into other hard materials, and that is why the die-engraver now to be mentioned
has been called by a Swiss scholar ‘the Olympia-master of die-engraving’.

THE AETNA MASTER. This man of genius is best called the Aetna Master.
His first surviving work is a coin from a pair of dies made for the city of Aetna,
celebrated by the poet Pindar in a Pythian ode in 470 B.c.; his last, another pair
of dies made in 461 B.c. for the city of Naxos, then restored to its former pros-
perity. The robust virility of these cotns (17, 18) 1s only to be paralleled in the
forcefulness of the Master of Olympia and in the sure brilliance of Attic vase-
painters. Whatever the birth-place of our engraver, his inspiration is akin to
that of certain Athenians ltke Makron, Duris and Polygnotos II.

OLYMPIC TRADITIONS. Duris is one of the painters of this time who drew
the picture of a naked youth holding in his right hand a round bow! with cen-
tral boss, the kind of vessel which the Greeks called a phiale mesomphalos (g). Just
as the mortal youth holds this out to his friend at a feast, so immortal creatures
like the young gods of rivers hold out such bowls for the blessed Olympians.
Such would seem to be the explanation of certain remarkable coins which began
to appear after 467 B.C. 1n the westerly Greek Sicilian city of Selinus (19, 20).
The Olympians to whom libation is offered are shown on the other sides of the
coins; Apollo in a chariot driven by his sister Artemis, and Herakles, son of
Zeus, who gained Olympian status. Here again we are aware of something
which is not Atric undiluted, but rather a part of that pan-Hellenic art which
partakes of the traditions of Athens and Olympia and Delphi—of such places
where men made and set up bronze statues of athletes who gave their physical
perfection as a happy gift to the gods. You may best be made aware of this
international Greek art in the fifth century by looking ar the finest coins of
diverse cities: Corinth or Troizen or Aenus, Camarina, Catana or Olympia
itself (21 to 25). The best art, like the best literature of the Greeks, was the
common property of them all rather than the product of this ‘school’ or thar.
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In the year 430 B.c. something occurred which led to a definite migration of
many skilled men from Athens. It was not the war against the Greeks of Pelo-
ponnese: wars between States in those days were not much more than raids
interspersed with rather violent fighting parties in which several were killed on
both sides. In battles certain rules of the game were observed; though dark
deeds could be done, as in Plataea and Melos. But most of the inter-State
battles were just rather more severe than American football games. Only wars
against outside Powers—Persian or Carthaginian—were unregulated and terrible
wars, No, it was not the war, but the Bubonic Plague of 430 B.c. which sent
many an artist away to seek employment in the West. Men who had been
mainly employed in the creation of lovely silver cups and bowls and of finely
ornamented armour, or in the engraving of fine signet rings and seals, dis-
covered that in South Italy and Sicily these things were in demand and that
there was also an interest in exquisite coinage such as had scarcely been known
in Athens for many a year.

‘The Birds’ of Aristophanes was performed in Athens 1n 414 B.c., but scholars

give valid gro or the belief that the playwright conceived it long before,
since it has rjii¥nces which put it close to another comedy performed in
421B.C. The Ghorus in “The Birds’ launches an attack on men who had once laid
claim to citizenship and who had left or been disqualified. Were some of these
artists ? (h) The names of two may be noted: a man dubbed ‘Phrygilos’ (which
means Finch), and another named Exekestides. It is perhaps no more than co-
incidence that artists with these names are found ar work in the West between
430 and 410 B.C. Be that as 1t may; Phrygillos—he spells his name with two‘l’s
—now engages our attention.

PHRYGILLOS. He turns up first in the chief Athenian Colony in Italy, the city
of Thurii, where, perhaps about 430 B.c. or a little later, he made coin-dies. Four
ways of signing his name were employed by him: a simple inutial, phi, three
letters spelling Phry . . ., then once Phrygillos in full, and on occasion, whimsi-
cally, a litele Finch. It is possible to trace in a tentative way the travels of this
man, who seems between 430and 420 B.C. to have made lovely dies for the Greek-
Italian cities of Thurii, Velia and Terina, to have gone to Leontini about
4248.c.,thentohavebeenat Syracuse by 4158.c. co-operating with other famous
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engravers, thence to have gone back to Italy about 412 B.c., to make dies in Thurii
once again, and at Pandosia and in Heraclea. It is possible that by 405 B.c., he
moved in a far-easterly direction to work in a Greek city on the shores of the
Black Sea (26 to 34).

For many years after the production of the Demarete coins mentioned above,
the Syracusans had had fine coins, though not as good as those of several other
Sicilian cities. About 434 B.c. an attempt at improvement was started, and two
local men named Sosion and Eumenes were set to carve dies and were given
permission to place their signatures upon them (i). These second-rate men
were presently joined by two others of a very different calibre, both of them
probably of Athenian origin. First came Eukleidas about 428 s.c., followed
some three years later by Euaineros. The third and most brilliant of the great
engravers—Kimon, almost certainly an Athenian—was to arrive some eighteen
years later stll.

EUAINETOS & HIS FELLOWS. For sheer technique and brilliance these men
were unsurpassed, not only in the history of Greck engraving, but among all
medallists and engravers of all time: for technique and brilliance—but not, of
course, for power and originality of design, since those qualities were shown in
far greater measure by Greek engravers of the previous generation as well as by
many who were at work a full hundred years before.

When Eukleidas and Euainetos began to work at Syracuse they certainly aroused
enthusiasm. Stnce such men had besides die-sinking plenty of other jobs, such
as the making of silverware for rich Syracusans, there was still room for several
more engravers at Syracusc. Euthymos and Euarchides were good at chariot-
groups; Phrygillos, as already noted, came over from Italy. Meanwhile Euai-
ncros was called upon to make dies for cerrain smaller Sicilian cities, and chis
he could, of course, do while residing at Syracuse, for his dies could always be
sent by trusted messenger ro Catana, thircy mudes away, and to Camarina, which
lay some fifty miles south-west. But these cities also had their pet engravers.
An Exckestides has alrcady been referred to, and his name, in its Doric form of
Exakestidas, appcars on the coins of Camarina where another man, named Eche-
krates, also worked (35 to 41). Catana caused coin dies to be cut by several
others besides the great Euainetos: there were a certain Prokles of Naxos (k),
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Herakleidas and Choirion. The second of these three made some dies for
Naxos, while Prokles himself, a good artist though not a first-rate celator, was
an active politician who shortly before 403 B.c. became the absolute ruler of
his State. At a distance from this rather close group of Sicilian cities there lay
another of considerable fame—Akragas, later called Agrigentum. Eagles, at first
singly then in pairs, were the ornaments of its cotnage (45), and the names of
two favoured engravers of the coins survive—Polykrates and Myr . . ., perhaps
Myron since the name was not rare.

DA . .. OF OLYMPIA. Before pursuing the development of the famous en-
gravers of Syracuse it will be well to glance back ar Grecce, which was passing
through troubled days. Tired of futile campaigns the Athenians and the Pelo-
ponnesians concluded an uneasy peace in 421 B.c. The next year was to see the
celebration of a great and brilliant Olympic Festival ac which former foes were
now to meet on holy ground. The Managers of the place, foreseeing a great
occasion, employed a very brilliant man of the older tradition to make a number
of dies. One feels that he lived under the cool shadow of the temple before he
began to work; for this man, whose name began with Da . . ., nught well have
been a pupil forty years earlier of the Olympia-master himself (24, 25). The
peace was not enduring; troubled days came back to Greece, and, except 1n the
regions of Macedonia and Thrace and around the Marmora and Black Seas,
there was small scope for fine celature. It was otherwise 1n Siaily where, after
the crowning folly of the Athenian attack on Syracuse, gaiety stll prevailed.
VICTORY COINS. Now the most popular artists began to make their most
famous dies, almost always boldly displaying their signatures. In 414 b.c. Euk-
leidas made a profile head of the goddess of Syracuse and then a head almost
facing and wearing the helmet and gorgon-pendant which were the property of
her defeated rival, Athene of Athens. A dozen years later this artist was sull at
work in the same city (1.

The deliverance of Syracuse from the Athenian attack was commemorated by
annual Games, for which special coins were struck—large pieces of silver, each of
ten drachmas. It seems that designs were submitted by more than one celator,
for a single lead ‘pattern’, apparentl}' made by Phrygillm, still survives; but his
was not the winning design (m). Euainetos triumphed, producing what was the
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most famous coin of ancient times, indeed of all time. Evidence for its antique
fame is found in many copies of the head made in those days for the coins of
cities from Marseilles to Crete. Evidence for its modern popularity lies in the
too frequent appearance in text books, above the caption ‘Greek coin’, of a
photograph of one of the less successful works of Euainetos. It is strange that
the large ten-drachma coins which bear his signature are the weakest of his
works. But later, at a time when this great artist must have been well over fifty
years old, he produced certain dies for gold coins—each coin worth a couple
of silver ten-drachma pieces—and a few large silver coins marked with litcle
griffins” heads, which proved him to the end a great master of celature (40, 41).
KIMON. It 1s tume to turn to our third genius whom 1 will call, not ‘the Un-
surpassed’, but rather ‘Kimon the Unparalleled’. Many centuries later the
learned Athenacus set on record that there was a famous celator of this name ().
He must have meant the same artist who before 400 B.c. was making both
gold coins and large silver ten-drachma-pieces as co-worker with Euainetos (43).
The name Kimon is not confined to Achens, but 1s very rare elsewhere, and the
probability is that our man was an Atheman who found political affairs too
distressful at home and so migrated to Syracuse. He came out of the same artis-
tic group which produced in Athens the Meidias Painter, and he did make one
large Syracusan die which is almost as unpleasing in 1ts roundness and over-
tidiness as some Merdian drawing on a vase. After all, that which is wrong about
Meidian art is not what it does, but how, and where. Assuming him to have
been Athenian by birth, there is another guess which may fairly be made about
Kimon. He could have lefr Athens five or ten vears earlier than has been sug-
gested and gone first to the rebel Athenian colony of Amphipolis in Macedonia,
there to make silver cups and vases as well as to cut dies for some of the splendid
coins with facing heads of Apollo (42). At least one of these has a real resem-
blance to his later signed work. He who would devise a satisfactory truncation
for a facing head must include a tny suggestion of a springing shoulder at one
side or the other of the neck, and this is best achieved on some dies of Amphi-
polis and on one facing head which Kimon made for Syracuse. It is evident that
by one pair of dics at least (44 ) Kimon proved himself to have a creative genius
vastly beyond anything shown by any other artist of his age.
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You may prefer with me an earlier art that is fresh, hard and clear cut; but you
cannot fail to stand up and lift your hands in the Greek gesture of worship be-
fore Kimon'’s creation of the young, shining girl-goddess Arethusa with small
calf-dolphins swimming through and through her perfumed hair.

And do not fail to observe that the chariot-die which he made for a reverse to
this masterpiece is itself further evidence of his masterly skill.

The view has been held that work so minute and delicate as that of the finest die-
sinkers must have impaired their sight after a number of years, and that no man
could have made dies for more than perhaps a couple of decades. Yet one can-
not positively state that no artificial aid to eyesight existed. A drop of water
caught in a loop of wire is found to magnify, and a Greek would surely be
quigk to imitate his water-drop on a larger scale by carefully grinding and
polishing a piece of rock crystal. Silence in the authors proves nothing, for they
tell us no details about the art of celators. Absence of simple magmifiers in
field excavations proves nothing either. An artist’s lens would not be buried
with him, but would pass to another. Euainetos could not have made the
drachma-die—here enlarged six times—with the head of his Rivulet Boy-god
(37) without a magnifier to aid him. Finally, no man devoted his whole life to
the single pursuit of die-sinking. His mamn occupation was with vases, orna-
ments and armour in the precious metals and in bronze, not forgetting the deli-
cate carving of ivory. When commissioned to make dies he might produce two
or three pairs and then revert to something less tiring to the eyes. There is
really no reason why a gifted man who 1nherited good eyesight should not work
right up to the very border of old age (o).

The storm broke on Sicily in 409 B.c. with a savage Carthaginian invasion.
Selinus, Himera, Akragas, Gela, Camarina, all fell before the Phoenicians. By
396 B.C. Syracuse itself was besieged; but its salvation made the turning point
in the miseries of Sicily. Art was bound to retreat before this onslaught, and it
was now that a movement occurred of the finer artists back towards the East.
It has usually been assumed that many coins which presently began to appear in
the States of Greece with heads recalling the famous coins of Euainetos and
Kimon were entirely local productions. Such a view should perhaps be chal-
lenged because it presupposes thac any Greek State, however small, had expert
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die-engravers at its beck and call. This assumption implies that there were
always plenty of highly competent die-sinkers all over the place, hopefully
begging for some employment. As a fact, men of such quality were very rare;
they may well have had some training in Sicily and could have moved from
place to place. Of course, ordinary die-cutrers abounded, but they are not the
subject of this essay.

SOME CYZICENES. The wealthy city of Cyzicus in northern Asia Minor was
generally on the best of terms with Athens for a variety of reasons. A relatively
early white-gold coin of this place has already been noted above, and this was
followed by a long series of stmilar pieces of the same metal with types that
changed every year (52, 53). The exceedingly fine designs have rather more of
the character of work done by artists in gem-engraving than in sdver-chasing;
vet this difference must not be over-stressed, because it is certain that celators
were trequently expert in both kinds of art.

THE HELIOS MASTER. Painterly influence can also on occasion be seen in cer-
tain coins, for instance in some from Rhodes, the three chief cities of which
island coalesced to make the single great ciry of Rhodes in the year 408 b.c.
Helios, the sun god. was adopted as patron of this new foundacion; and a
brilliant man, whom I would like to name the ‘Helios Master’, created a
number of dies (.46), achieving for the god’s face a strange effect of hot-sunni-
ness which one would suppose only to be possible with a brush and colour.
This recalls painting in the same way in which the renaissance medals by
Antonio Pisano (known as Pisanello) appear as the evident work of a painter.
An artist like chis may have derived ideas from Crete, where strange painterly
effects also sometimes appeared on coins (47). There are no greater extremes of
quality n coin-dies than among those of the Cretans. Here and there you may
find dies made by men of the most gifted kind; then a long run of second-rate
things; and finally stuff apparently made by some blacksmith’s apprentice in his
spare time while the forge was idle. It is a curious fact that a second-rate fellow
called Neuantos was sufficiently esteemed to be allowed to sign his name on
certain dies.

PO...& OLYM . ... From 400 B.C. there were several very brilliant celators
at work in Peloponnesus. They tantalise us with brief initials or with anony-
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mity. Olympia, with its great pan—HelIenic art-traditions, was a narural magner
for such men. There was Po . . . who made dies both at Olympia, Pheneus and
elsewhere (50); and a man in the Praxitelean circle—Athenian though this was—
who made fine heads of Zeus on coins of Olympia (51); and there was Olym . . .
employed on like work, and also commissioned to sink dies (48) for the new
capital of Arcadia in about 370 B.c. This last arcist, who is worchy to be set be-
side any of the great men working fifty years earlier in the West, is probably
also the man who made a pair of superb dies (49) for an nland Cretan ciry
named Sybrita.

THEODOTOS. About contemporary with this Olympic group was a great
individual artist, signing his name in full on a number of dies—Theodotos, who
came of a tradition based on certain celators of Amphipolis, where, it has been
suggested, Kimon might have worked before moving to Syracuse. Theodoros
must have lived for some time at the city of Clazomenac 1n Ionia, and his work
was of a very high order (54, 55).

As vou look at all these coins you know very well that the artists who made
them had a clear conception of the gods, and vou arc aware that they belicved in
Zeus and Pan, in Dionysos, Hermes and Apollo. Tt was a happy and glorious
faith which among many artists and mankind in general lasted even to the days
of the Macedonian supremacy. But then in 336 B.c. at the pan-Hellenic Con-
gress, a god-man appeared among the Grecks. Withim a few years this Alexander
had proved true all that could be claimed for him. Africa hailed him as the son
of god most high; 1n Asia he moved like a hurricane which blew to dust the
once terrifying power of Persia, and swept deep into India. At his call young
Greek cities came into being in distant lands. The future lay wich Alexander,
and even the most gifted die-engraver of the rime made his way to Alexandria
in Egypt to cut the first dies for that city (p). And so that which we call the
Hellenistic age began.

Even after Alexander there were too many supermen who seemed like the sons
of god living for a while on earth. The historian in retrospect can see that some
were men of genius, some men of straw. Their contemporaries could not always
make the same distinction. When you feel that the sons of gods are walking
upon earth, and that you can see them, perhaps speak with them, then comes

22



the time when your faith in the gods themselves grows feeble. Do they after all
care? And Epicurus is there to answer ‘No!” This kind of thing could nor fail to
touch those sensitive, fine men who made the dies for coins. Their trust began
to proclaim belief in the mighty rulers whose portrait-heads adorned the ob-
verse sides of coins. And the gods who so frequently appeared to decorate the
reverse sides of pieces of money grew more and more into the semblance of
puppets. But that is another story and, fortunately, no theme for this essay. If
it were, we should end with a sense of disillusionment.

You have looked, rather, upon pictures of many of the finest products of
humanity in the days when the gods of Greece meant something to most men,
and when very many people in the world were young in heart, vigorous in mind,
and most enviably alive.
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Wester als drese Miinzen kann der menschluche Begriff micht geben
WINCKELMANN

Regardez_ pendant quelque temps unc pidce grecque, et bientét vous oublieres
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hute gold found in Tonia and Lydia was a natural mixture of gold and silver grains

dredged up from the sands of rivers. By 650 B.c. Treasurers were calling upon
expert artists to make coin-dies. A single die was held to be enough for a coin, the other
side having the simple impress of a punch or punches. )
1. One can only guess ac the State which caused this cotn to be made; probables are
PHOCAEA or LESBOS. The lion's head is a strong, fine and perfectly balanced piece of
work. Mane and teeth are emphastsed: those of the lower jaw are smaller by reason of the
lolling tongue; those of the upper jaw are long and down-thrusting, and the mouf is




2

stated again more intensely in the big strokes of the mane. The socketed eye is admirable
with 1ts brilliant suggestion of high-lights. You can find a lion-brother to this on an
wory from Ephesus; and—in paint on vases—more brothers in Rhodes and Arthens about
the same date. They are all enigmatic because you cannot be sure whether they are
voracious, or just laugling lions.

2. Technically rhis, Like the first, finds close parallels in gold repoussé work of this
period; yet there is something almost timeless about this shy, heraldic tbex. A Minoan
artist could have engraved 1t on a piece of agate in the eighteenth century B.c.; or if you
centred 1t among floreate plumes, you could use 1t as the crest above a Jacobean coat-of-
arms. But 1t 15 lonian; ics date a little before 630 B.c., and the city in which 1t was struck
most probably MILETUS. The white gold of which these coins were made 15 often called
‘elecerum’. It remained popular among the Greeks of Asia for another three-hundred
years.
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ilver was mined in several regions of Greece; and replaced an older currency of iron

bars.
3. The first coins made in Europe were not as early as the rough lumps of Ionia; buc by
the time the easterners possessed fine dies a wealthy ruler, Pheidon king of Argos, ap-
proved the abolition of iron bar-currency and the production by his chief trading-city of
silver money. The city was AEGINA, which had as its coat-of-arms a leather-backed
turtle, and this reptile—engraved by competent die-sinkers— began shortly before 650 B.c.
to decorate a coinage which became popular in many lands. It is a clean, simple
design, none the worse for being comucal, for here is a nice, fa, porcine turtle. When
Kipling's Parsee was up his palm-tree he would have obtained just this sort of view of the
unwrinkled rhinoceros had its skin only buttoned up the back.
4 On the northern, or Macedonian, coast of the Aegean Sea lay AcaANTHUS. Its earliest
surviving coin—a silver four-drachma piece—must be ar least a century later than the
sleek turtle-coin of Aegina. Herodotus recounts thac there were herds of wild cattle
roaming the land, and plenty of lions in Macedonta. The coat-of-arms of Acanthus was
a lion grounding a bull, but on the first coin the top creature 15 a grisly, dappled lioness.
The design is big and rough, but adapted to 1ts circular field 1n a masterly fashion. The
bite of the great cat severs the spine, and the bull folds up. It looks like repoussé work 1n
silver because the die-sinker was a master of celature. He could, and perhaps did. use the
very same subject for the rondo of a silver bowl, a great bronze shield, or the breast-plate

of some Macedonian king.
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thens was the one grear city-state of Greece to possess a plentiful supply of stlver
Ammed within 1ts own land. The consequence was a flow of comage calling for
hundreds of dies of which comparatvely few were of such arustic merit as these. In
566 B.C., when the great Panathenaic Festival was founded by Pesistratus, he seems to
have inmtiated the first two-sided coinage in the world.
5a. Here is a thick four-drachma piece made early in the reign of PEISISTRATUS, a neat
and charming young Athene-head in a close-fitting crested helmet, a large pearl in her
ear. The full eye 1s a convention to which you must grow accustomed. Do not think the
man could not have made a profile eye just as well as his successors did. He would not
make one. ‘If I don't show the whole eye,” says the arust, ‘you won't know how alive
this person is. Your goddess is looking at you: pay her due honour.” Does not Picasso do
something akin to this when he uses his ‘shipped-eyes’ convention?
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6a. Another four-drachma piece more widely spread. Here is a change to something
notably different, to a more fleshy girl-goddess made by some kinsman of the artist who
designed the Siphnian frieze at Delphi. The dies for this coin will have been sunk by an
Jonian resident in Athens under the rule of HIPP1AS, who succeeded his father Peisistratus
in 527 B.C. I think this coin mught have been struck for the Festival in 516 B.C. Seen
beside the other piece it is evidence for the very great diversity in so-called ‘archaic” art,
which the critics of our own day find more enchanting by reason of 1ts surprises, than is
the calm certainty of fourth-century classical arc. After the notable introduction by sixth-
century Athentans of the head as a coin-type, this custom was destined o grow and grow.
After Athene came other gods and goddesses, then divine rulers, emperors and kings.
The head upon your penny and your cent today is due to an Athentan inventton.

6a
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wls to Athens’ was the Greek proverb equivalent to ‘coals to Newcastle’. The

unimaginative have thought this to be an allusion to supposed flocks of feathered
owlets on the acropolis. Of course it really refers to the plentiful coins in a city where
every official piece bore upon its reverse an owl. Ornithologists say this is the Little Owl
(Atbene noctua) which is still common in Artica. The state seal of the city of Athens bore
an owl, so here 1t 1s the bird—not che head of the goddess—which 1s the official coat-of-
arms. And there i1s more to see: behind the owl a sprig of olive, generally two Jeaves and
a fruit, sometimes a small twig: and 1n front three lecters, Afe, for Athenaion, ‘of the
Athenians’. Here are the reverse sides of the two coins last described.
5b. On the early coin of about 560 B.c., in the reign of PEISISTRATUS, 1s a comic little
creature with gleaming eyes, almost a fledgling which might still start piping tmudly for
its_‘ymother. But observe the fine technique like that of a gem-engraver who has sketched

6b
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out all the basic design to s sansfaction. He could go on refining by addmg many a
damnty detatl, but has decided to leave well alone. So you get an exciung eflect—the
strong piceure of a very tumid creature.

6b. The other owl, made abour 516 B.c., i the reign of HIPPIAS, is a sleek-plumed,
cocksute bird which no longer fears a strange world. He knows where the best mice can
be had at night-time, and the best lizards after the sun 1s up. He has the well-bred ways
of an loman artist and an Atuc nobleman, and is equally at ease in country or in town,
‘The owl’s 1 the City’” was another Greek proverh, meaning‘Jack’s as good as his master’.
The two coins before you are four-drachma pieces, normally the largest units of the
series. There was, however, a refinement of small change, and by the end of the sixth

century an Athenian citizen could have six different denominarions.
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ythagoras, son of the gem-engraver Mnesarchos, left Samos for South Italy about

535 B.C. and re-organised the city of Croton, giving 1t new laws and, probably, a
coinage. Pythagorean brotherhoods were formed in neighbouring cicies which copied the
leader’s ideas. Hence the uniformity of appearance in most of their coins which bear on
the reverse the same blazon as on the obverse, but 1n intaglio, each obverse being framed
in a cable-border like that on most contemporary engraved gems. Now Pythagoras in-
vented a doctrine called the ‘duality of Opposites’ nvolving the classification of Prin-
ciples in opposing pairs: Finite-Infinite; Odd-Even; One-Many; Right-Left; Male-
Female; Motionless-Restless; Straight-Curved; Light-Darkness; Good-Evil; Square-
Oblong. He and his followers thought they could group every phenomenon with 1ts
opposite, and an obvious symbol of this scheme was a coin with its ‘obverse and reverse’,




ws ‘“front and back’. Make your coin ‘relief and hollow’, ‘positive and negarive’, and
your symbolism is perfect.

7. The coat-of-arms of the ciry of METAPONTUM was a noble design origmated abour
530 B.C.—hardly earlter. The seven-grained ear of barley has long pearled awns and is
flanked by the first four letrers of che name Mer«. The coin is a stlver stater.

8. The most westerly city whose coins conformed ro this pattern was POSEIDONIA,
later called Paestum, famed for its splendid temples. Tt took its name from Poseidon,
whose statue appears upon the silver staters, and beside the figure, three letters I'oo.
The coin could be of about 520 B.C., and the type is not the engraver’s idea of the god,
but the engraver’s memory-picture of the statue of the god as he had seen ir; and that
statue may already have been eighty years old when this prece was struck, hence the coin’s
archaic look.
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em engravers of abiliry always stood a chance of employment m any mmnc which
Gchanged 1ts main type frequently. In Asta Minor several States liked 1o introduce a
fresh picture every year, wherein their policy was the opposite to the conservative practice
in Athens which never deviated from the dignity of unchanging types. If a modern
parallel be required, seek 1t in contemporary postage-stamp design. Britain contents 1tself
with the Sovereign’s portrait—like Athens with Athene. Most other countries miss no
chance to startle or offend our eyes with new pictures. But when Greek Stares varied
thetr types the desire for novelty was governed by good taste.

9. This whire gold stater of cyzicus, made about 500 B.C., carries the State’s Badge. a
runny-ﬁsh, as secondary type. Most space 1s taken up by a kneeling Herakles holding
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club, bow and two arrows. He 1s the signet of the annual monetary magistrate. The coin’s
other side is a simple punch-mark.

10. It is easy ro guess why PEPARETHOS in the north Aegean Sea, a very small 1sland
famed only for 1ts wine, should produce a burst of fine coinage around 500 B.C. The
Macedonian and Thracian coast-lines passed nto the Persian sphere of influence after
515 B.C., and people tn Greece who had bought wine from such famous centres as
Terone, Mende, Maronea and Thasos had to go withour. Now, probably, Peparethus
captured much of the wine-trade and for a while grew rich. The obverse of this four-
drachma cotn bears a large bunch of grapes; the reverse a figure of great elegance. A young
god- -long-hatred, big wings at his shoulders, small ones at hus heels, a wreath in either

hand —goes flying through the air. Agon, god of the Games, or Eros, god of Love? This 1s
the whim of a very fine engraver.
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t is perhaps too rigid and simple an explanation to maintain, as some have, that Athene
Iwas once an owl. More caution might lead one to say that Athene, like other gods, was
held to be partial on occasion ro assuming bird-form. When she did this she did not
appear as an eagle (like Zeus), or falcon \like Apollo), or dove like Aphrodite and the
Paraclete), but generally as an owl. There were Athenian soldiers who fought at Mara-
thon and saw a vision—less startling than the ‘Angels of Mons’ but just as convinctng—



of an owl. Aristophanes in his comedy The Wasps records the memory which those
vererans cherished:

‘How we drove their ranks before us, ere the fall of eventide;
As we closed an QWL flew o’er us, and the GODS were on our side.’

11b. Here on the big coin is an open-winged bird just taking off—the owl of Mararhon.
Arnistophanes’ plays had many allusions to the coinage for which the people appear to
have had a real affection. A nestful of Little Owls [ Athene Noctua) does not hacch out all
together like most birds. Their emergence 1s staggered, and any brood contains fledglings
of various sizes; so they are like a pocketful of Athenian silver. having two big four-
drachma coins for parents, and assorted sizes of small change, all stamped with owls.
Remember also that the Greek word fokos means increase both of ‘offspring’ and “interest’,
and you will see the neat double-meaning i the lines of Aristophanes’ comedy The Birds
promising big financial benehits to the citizens of ‘Cloud-cuckooland’,

‘Little Laureotic Owlets shall be always flocking tn;
You shall find them all about you, as the dainty brood increases,

Building nests within your purses; hatching litcle stiver preces.’

But the com before you shows the Great-grandmother of all the Little Owls making a
splendid destgn, flapping her wings and strecching her claws to catch a—Persian. The
three letters Affe of the Atheman name have just become space-fillers, like the tidy twig

of olive above.
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Formal art of an accomplished kind, strongly influenced by the formal art of Athens, is
found in quite a number of states immediarely after the expulsion of the Persians
from Europe.

12a. Now, about 479 B.C., a flourishing Greek city in Thrace named AENUS was able
to begin a coinage, and 1t adopted the Attic style together with the Artic monetary
standard. The patron god of Aenus was Hermes, whose head in a close-fitting cap became
the main design on all the comns.

13a. You can sce a cotn of kindred style and date from one of the 1slands, SIPHNOS,
which long before had been peopled by Jonians from Athens. This head of the island’s
favourite god, ‘Apollo of the Chase’, has a distince relationship to the head of Athene on
the big ‘bonus’ cotn already described. The man who made this was, however, not quite
as subrle as the Hermes-head engraver at Aenus.

14a. The third silver com. though something of a contrast, 1s sull related. The head 1s
that of Aphrodite, and the goddess of deltght calls for a more delicate treatment than do
the vouthful gods. The cotn was struck for the Lyctan coastal city of aANTiPHELLOS by
order of the local Lord, of whom more presently. Bur what a finished and perfectly
turned-out creation 1s this Aphrodite. On her forehead are three rows of tormal curls.
Her hair 1s held by ribbons and caught up behind, and she wears an ear-ring of peculiar
shape. Made to the order of a prince this coin shows the goddess in the guise of a lady of
his court, as 1t were ‘Sa sainteté, Madame la Princesse de Chypre’. Here is the Aphrodite
of whom a Greek poet wrote that ‘she stirs up sweet passion in the gods, and subdues the
tribes of mortal men, and birds that fly in the air, and all the many creatures of the dry

land and of the sea’.
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tehin the square-punched, hollow reverse of a Greek coin a good engraver could do
Wremarkable things., You have already seen owls in such a position. Now other
objects present themselves as reverses to the three heads which have been described.
12b. Here is the other side of the four-drachma cotn of AENUS mited in or abour 479 B.C.
Hermes, whose fine head was on the obverse, carried as Herald and Divine Messenger
the caduceus, or herald’s staff. You note at once that the engraver who made this die
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knew the techmgue of celature, which was the same whether you thought of the god's
staft as of tron, bronze, silver or gold. Tt 1s a well-balanced ptece of work with a socker to
fit upon a stail of oak or ebony or vory: and the nail-heads which fastened 1t are shown.
Aunov; these are the letters of the city's name.

13b. The bird on the silver com of SIPHNOS 15 a falcon, Apollo’s bird ' not an eagle as
some have thought. other coms of other places have eagles which look quite different.
This 1s a fine design and the letrers Zig of the 1sland’s name help out the patcern, just as
the letters did on the great Athentan coin.

14b. The pleasing object on the third comn, struck m Lyciam the city of ANTIPHELLOS.
was probably a symbol of Uranus, from whom Aphrodlte. often called Urania, was
sprung, and the symbol passed by right to her. The strange letters set around are of the
Lyctan alphabet and give the name of the local Lord. Taththivaibis, who began ro rule
abour 480 B.c. The men who engraved these dies were all adhermg to Athenian tradition,
for on each coin you find the head of the city’s goddess or god upon one side, and a bird
or object appropriate to the same detry, set within a hollow square, upon the other. This
1s the Artic way of comn-making.
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R..., or the DEMARETEION MASTER, when he turned up in Sicily, had a task very

different from that of the Athens-trained men just mentioned. He too had an Attic
background, but he could not design on the Attic model because in Syracuse there
already existed an old-established rule of blazonry. A four-horse chariot had from the
beginning been the main coin-type, supported on the other side by a head representing
the city’s patron goddess—Artemis-Arethusa—with dolphins swimming round. She will
be considered presently.
In 480 B.C. a Carthaginian army bent on annihilating the Greeks was heavily defeated at
Himera. Stern terms were imposed on the vanquished by Gelen, king of Syracuse, and his
ally, Theron of Akragas. Queen Demarete, wife of the former and sister of the latter,
was alleged by later writers to have used her influence to obrain for the Carthaginians
more lenient terms, and they 1n graritude are said to have given her a golden crown which
she promptly sold and caused the profits to be turned into silver coins. These were
dubbed ‘Demareteia’ after the Queen, and were fifty-litra preces—the Sicilian equivalenc
of an Athenian ten-drachma coin. That 1s the story: and most of 1t 1s clearly true, for
here is one of the coins.

15a. But there was more than this one large denomunation. Silver four-drachma cotns
with identical types were also minted; therefore it seems more correct to regard the whole
coinage of the year 479 B.C. as in some special way associated with the Queen, and as a
commemorative victory coinage of SYRACUSE. A four-horse chariot is moving slowly to
right. A long thin charioteer stoops to touch his team with a short whip. Beneath a
frightened lion streaks along; African, therefore he means Carthage discomfited. Concen-
trate on the near horse to see how great an artist our man is: the muscles of the neck and
the folds, the hollow over the shoulder, knees, fetlocks, hooves, underbelly, what you
will. The second horse is well in front of the first, the third tosses his head as Nike’s
wreath touches it; the fourth-—a mere suggestion.
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Epiktetos, the Second of that name (1n former times called ‘the Kleophrades painter’),
was one of the more remarkable Athenian artists who lived through the period of the
Persian wars. His drawing shows certain marked characteristics: full but fine lips, nostrils
of unusual delicacy, almond eyes with the pupil well forward, and—often for women—
smallish chins. The DEMARETEION MASTER, though a celator working not in paint but
in metal, had a kindred way of doing things. There is no question of identity, but the
two men are close enough in a peculiar kind of sensitivity to indicate a common tradition;
and that was Athenian.

15b. The young goddess of SYRACUSE is Artemis-Arethusa, associated with a fresh
spring on sea-girt Ortygia, and symbolised by a head encircled by four dolphins. They
swim clockwise against a current of ten letters which proclaim this a coin ‘of the Syracu-
sans’. Now study her. The hair, parted in the middle, 1s waved over the temples, falls
behind the ear to shoulder-level and s then caught upwards and held by a hairclip. One
stray strand hangs down behind the ear. She wears as ear-ring a hoop with single drop, and
a necklace of sumilar drops with an extra Jong one i front centre. She is crowned with a
wreath, not of laurel, but of olive—a truly Athemian touch. The face is so delicately
modelled that you are induced to imagine the bloom of her cheek. What is it in this
artist’s skill that makes you feel this girl has chestnut hair, golden-brown eyes and a
delicate pale olive skin? All the dies of this Syracusan issue of 479 B.c. appear as like-
nesses of one and the same person; partly because they are all the work of one artist,
bur there 1s more than thar 1n 1t; and ir 1s now acknowledged that this date is not too
early for a kind of portraiture. It 1s possible that this goddess has been given something
of the features of Queen Demarcte herself. If so, here ts the best explanation why this
celebrated com was known as the Demareteson.
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Numerous cictes in che norchern region produced a cotnage of very high quality; but
none surpassed that of AENUS. You have seen its first coin (No. 12) minted about
479 B.C. just after the Persian expulsion.

16a. The second issue, perhaps of about 470 B.C., was made from dies which were even
finer and more finished products than the first. There are two bronze heads in Athens—
a life-size bearded warrior of about 480 B.c., and an Apolio of about 460 B.c. only half
life-size. This Hermes is just half-way between the two, and is the work of an Athenian
celator of genius, summoned presumably to Aenus to make dies for a city which was
then exceedingly prosperous. It is the wotk of a mature celator with two or three decades
of experience behind him. The full eye 1s a convention which he was loath to abandon
because he had grown up with 1t. That 1t 15 only a convention is proved by the perfection
of design and talent in execution of both sides of the coin. Aenus was 1n the first place a
trading city situated at the southern end of the short overland route between the Black
Sea and the Mediterranean. This was one reason—though not the only one—why the
city’s chief deity was the god most closely concerned with trade and travel. The overland
route on which so much of the city’s prosperity depended, had its dangers both from
brigands and wild animals. Accordingly, the god of travellers was the god 1n whom any
citizen of Aenus would most readily place his trust. That 1s why Hermes remaimed the
principal coin-type for as long as the cicy minted money. Here he appears himself, all
ready for a journey through plains and mountains. His hair, long at the back, 15 brarded
and wound ught round his head, and over it is the Pilos—a close-fitting hat of beaten felt
with a slight brim; and in place of a hat-band there 15 a row of beads sewn to the hat.
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ong before Hermes had begun an association with the market-place he had been a
rotector of flocks and especally of goats, so that it was natural for the goat to
become his sacred animal. In Athenian art, and especially in Athentan black-figure paint-
ing, you will find a long series of superbly drawn goars, for these animals, having so great
a reserve of strength in so relatively small a body, clearly had a great appeal to the Greek
mind. There is something natty and nasty, fascinating and fearful about a well-groomed

he-goat.

16b. That description is surely true about the first of these antmals to appear on the
four-drachma comns of AENUS. You would say he has been curry-combed, the clippers
have been over him leaving a ridge of bristles down his spine, and his beard and forelock
have been lovingly brushed. Over his back the first four letters of the city’s name are
engraved, and in front of him a supplementary design is placed. You see a throne shaped
as a high-backed arm-chair. Over the back is hung a wreath and on the seat stands an
image. It appears as an unwrought scump of pine, or some other conifer, to the top of
which a head has been attached—a bearded head of the god wearing a conical cap topped
by a knob, quite different from the hat worn by the god on the other side of this comn.
In front of the image stands an upright caduceus which has three loops, instead of the
usual two. Beyond all doubt you see here the picture of a primutive cult-image which was
already very anctent when this die was made about 470 B.C.; a luck-bringer to which a
traveller might give a wreath before starting on a journey, and to which he might sacrifice
a he-goat after a safe return. It 1s evident that this primitive image was held in grear
veneration at Aenus, for 1t recurs again and again on the cotnage for many years.
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ieron, a man of imagination, succeeded his brother, Gelon, as ruler of Syracuse. On
che slopes of Mount Aetna lay Catana, which he caused to be re-burlt and re-named
AETNA, and it became his absorbing hobby. He got Pindar to write him, as “Lord of
Aetna’, an ode; and he got the finest engraver of the day to make him dies, both events
probably in 470 B.C. The engraver had no set subject to re-create, and, since he was
making dies for a brand new city, he was free to invent brand new types.
173, So it came to pass that this man, whom we now call the AETNA MASTER, made the
most magnificent head of a seilenos in all art. The eye 15 a profile eye, just as 1t 15 for the
seilenot in numerous Attic vase-pamntings which sl recain the full-eye convention for
gods, heroes, and mortals. His shiny scalp, udy hair-fringe round the back, neat
moustache and beard, sharp ear ard stylised 1vy-wreath are all perfection. Below is one
of those scarab-beetles which attained a great size on Mount Aetna. Fitm, well-spaced
letters tell that this is a con ‘of the Aetnaeans’,



18a. Nine years later the same artist did equally good work for another Sicilian city,
NAXOs, which regained independence in 461 B.c. This tume the head 1s of that god who
is the Jord and master of all seilenoi— Dionysos. There 1s plenty in common with the
older coin: formalisation of beard and moustache, muscles of the neck; and with it all a
feeling of human amimal majesty. By the time the Aetna Master made this die for the
four-drachma cotn of Naxos he was not quite so careful, but if anything, more accom-
plished than when he made the die for Aetna with Seilenos. These two dies together
show Atheman mfluence as rich and strong, for you think of painters like Epikteros II,
Makron, Duris ard that Polygnotos called ‘the second’, all of whom loved to paint a
Dionystac rour. But you also think of Olympia, for these are pan-Hellenic masterpieces.
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Compositions of two different kinds were used by the AETNA MASTER for the reverses
of the coins just described; both enurely original for comns, though there are neat-
parallels on vases by men like Epiktetos I1, Makron and Duris.

17b. Zeus, God_of Mount AETNA, 1s seated on a fine throne which you must think ro be
of gold and ivory; the pelt of some dappled wild-cat 1s thrown over the seat. The god
wears a long cloak which leaves the right arm and breast bare, and rests his hand on top
of a long, twisty, walking-stick such as the gentry are seen to carry on Attic vases. In his
lefe hand is a handsome thunderbolt. In front grows a pine-tree from the forest-clad
slopes of Aetna. On the top perches the god's eagle and the tree sways slightly under it
weight,

18b




18b. The other four-drachma coin made nine years later for NAXOS 15 a contrast. Attic
painters come to mind agatn and so does a gem engraver named Anakles. But the Aetna
Master, the Athenians and Anakles, are in one tradition because it 1s pan-Hellenic and
because Athens 15 1ts home. Before you study the subject, note the well-placed letters of
the Naxian name, cut by the same hand as the letters on the older coin. The subject:
Seilenos, physically perfect, squatting facing, his right knee up, left thigh level; mane,
beard, tail, like other harr by this artist. He turns roward a metal cup held 1n his righe
hand. Among many ugly and un-Greek heritages from medieval Puritanism is a habit of
ustng ‘animal’ applied to man as a term of abuse, when the rerm should, of course, only
be an unprejudiced reference to one aspect of humanicy which can be just as good (or
non-good) as the aspect called ‘spiritual’. The point 1s necessary because, when the figure
of this superb setlenos 1s called—as called 1t must be-—magnificent in its animal vicality,
this is to be understood as most high praise—never as a petulant pejorative. Magnifi-
cence of this kind is here portrayed as on no other monument.
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Far to the west in Sicily, on the banks of the ‘Celery River’, men founded a city to
which they gave the river's name, and that in Greek was Selinos. With the sole excep-
tion of Marseilles this was of all the big Greek cities the most westerly, though you
would never guess from its coin types that it was in any way distant from the rest. In
earlier days a simple, unimaginative pun had provided a coat-of-arms. Your city 1s
called Celery; it is on the banks of the Celery River where a great deal of wild celery 1s
growing. So you take a leaf of celery as your blazon. However. n or soon after 467 B.C.,
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there arrived a celator with ideas who began to make for the city dies which showed
much imagination——nort local, but pan-Hellenic 1n character, for he produced dies which
compare most favourably with work which contemporary masons were doing on stone
panels for one of the city’s temples. There were two main denomuinations.

t9a. A four-drachma coin has a small chariot drawn by four horses; the reins are held
by Artemis, and beside her stands her brother, Apollo, bow 1n hand, about to shoot. He
recalls the Siphnan Apollo of the Chase /No. 13). The horses are not quite as good as
Queen Demarete’s horses :No. 15", but they do please. The goddess is not as well-
defined as the god. Nevertheless, a brave attempt ata difficult composition has been made.
20a. The two-drachma coin shows a wiry, athletic Herakles clubbing the Cretan bull—
asmall, rather gentle bull, with a fine wrinkled neck and dewlap, which the hero seems to
subject to needless violence. With hus left hand he has the lictle steer by the right horn;
with his left knee and foot he tackles its near foreleg to throw it off 1ts balance, and you
see he is abour to lay 1t out with a blow hetween the eyes from his club. Both coins bear
a legend with the name of the Selinuntines.
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uiet standing figures, elegant and arhletic, occupy the reverse sides of the two
Qcoins made for the people of Selinos about 467 B.c. At this ume Olympia and
other Sanctuaries were being peopled with statues in bronze of athletes, and of gods and
heroes in the guise of athletes. In the age of unreason and destruction when naked
marbles were mutilated by fanatics, statues of bronze were melted down, therefore
hardly any survive. But their abundance influenced arrist-celators like the makers of these
fine coins.
19b. The Greeks, who personified the forces of nature, were often given to representing
the god of a river as a handsome youth. Here, on the four-drachma cotn 1s young ‘Celery-
river’ himself, a shallow silver bow! for drink or libation in his right hand, a branch of
laurel in his left. There is an altar before him and a large cock. Behind him on a rectangu-
lar block is an anvil-shaped base upon which is a fine statue of a bull. In the field of the
coin, over this bull, is a celery-leaf—coat-of-arms of the city of Selinos. The young god
is labelled ZeAwos.
20b, A smayer river, the Hypsas, was a tributary of the main stream, and so this must
also have WOung god, who is labelled Hvyas, and who suits the smaller two-drachma
coin. H%ot unlike his elder brother, though shown more frontally; he too has a
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shallow bowl and a laurel-branch, and he too has an altar before him, though here a
bearded serpent coils round 1t. Behind a long-legged water-fowl walks away and over 1t
again 1s the celery-leaf, as a blazon of the state. What precisely are these youthful gods
about? Each has an altar before him and an animal, and cock and snake are both sacred
to Apollo. Perhaps it 1s enough to say that, since a mortal man likes to have wine offered
him at a feast by a handsome youth, the Olympians, Apollo and Herakles, like to
receive libations of wine from the handsome young demigods of the rivers.
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itality, of a kind to astonish one even now, animated all Greece for many centuries.

It was apparent 1n many ways, and among artsts of the fifth century B.c. 1t showed
ieself most clearly 1n a preoccupation with sparkling youth. You perceive that gods and
goddesses, demigods and nymphs, all become exquistrely young. \ase-pamnting m Athens
will be telling you the same thing; and you may shed all preconceptions about ‘schools of
art’ in Greece. After 480 B.C. there was a Greek classical art. If 1t had a headquarters 1t
was in Athens; but it appeared also in Corinth, Olympua, Lesbos, Italy and Sialy, for 1t
was pan-Hellenic.
21. TROIZEN, in north-eastern Peloponnesus, was closely linked to Athens. Here about
460 B.C. you see a silver drachma with a head of Athene as a girl-goddess, unhelmeted,
finely-modelled. An eye, sull almost full, makes 1t difficult to be sure of the date. But
there were engravers in Athens and elsewhere Nos. 12-16} who were loath to drop the
full-eye convention. This coin’s reverse has the trident of Poserdon.
22. MYTILENE, capital of Lesbos, was the mint which 1ssued a splendid stater of whire
gold with the head of a boy Apollo, laurel-wreathed. The Pan painter in Athens, about
450 B.C., towards the end of his career, drew some young heads that remind one of this,

22 23 21
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but he never quite atrained this eacellence. Only a quartered punch-mark here for the
other side.

23. Corinth had several flourtshing colonies, among them one at AMBRACIA . now Arta’
where abour 430 B.C. a fine engraver made for a silver stater a die wich the head of Achene
as a younyg wirl wearing a helmet of Corinthian shape. The lirtle metal drmkmg—cup
behind her head 1s the private signet of some moneyer. On the other side of this cotn 1s
the winged horse, Pegasus, the blazon not only of Corinth herself. but of all her loyal
colonies.

21




eus, the Father of gods and men, was not youthful. His vitality was of another kind;
f Spirit and of Mind.

24. There was an engraver whose name began with Da . . . and who worked at oLYMPI1A.
Fourteen years after Pheidias had there completed his world-famed gold and ivory
statue of Zeus, this engraver made certain dies for coins that were issued for the great
Olympic festival of 420 B.c. If he was influenced by Pheidias, that cannot be known,
since no work by Pheidias survives. But 1t 1s clear that he did owe much to the mfluence
of an older artist, the Master of Olympia, for there are heads among thar artist’s works
which Da . . . knew very well indeed. The silver two-drachma coin is not well-preserved,
and there s a disturbing counter-stamp upon the neck of this noble olive-wreathed head
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of the god. Yet nothing can mar the divinity of 1ts dignity. The engraver’s signature is
on the reverse side of the coin, low down on either side of a thunderbolt, wicthin a wreath
of wild olive.

25. The head of an eagle, bird of Zeus, 1s on the obverse of another silver two-drachma
piece of the same year by the same artist. Under it 1s a leaf of white-poplar from the
sacred tree which Herakles, men said, had once brought from northern lands to plant at
Olympia. The reverse of the second coun 1s rather like that of the first. Guesses have been
made abour this artist who, one scholar thought, might have been a bronze-worker,
Daidalos of Sicyon: while another thought he could have been Dexamenos of Chios,
engraver of seal-stones. The latter guess was not a good one; the former can only be veri-

fied 1f an or1ginal bronze by Daidalos 1s ever found.




26a

HRYGILLOS, whose name means ‘Finch’, was an engraver about whom a good deal
Pcan be learnt. A carnelian seal-stone with his signarure 1s preserved, and the city in
which his actviy 1s first apparent was Thurii, an Athentan colony 1n South Italy. It was
about 430 8.c. that he began to make fine dies for this city, and it is possible that he
actually left Athens about then to escape the plague. His work has a very special purity
which calls to mind that of certain classical Athentan’painters at work between 450 and
420 B.C.; the Achilles painter, and his pupils like the Phiale painter. Three silver two-
drachma pieces made for three different south Italian states, and a coin from a Siailian
city as the fourth, will introduce his style.
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26a. THURIL Athene 1s patron goddess here as in the mother-city, Athens. A fine close-
fitting helmet, bound with a wreath of olive, carries a well-trimmed horsehair crest. It:is
worn by a young Athene who looks like the grand-daughter of the big Athene (No. 11
above) of about 487 B.c. The engraver's ntial ¢ 15 1n front above,

27a. You see the mital ¢ again on the most datnty dre which Phrygillos made—this one
for the city of TERINA, down south on the west coast of Italy. Here 1s the patron-deity,
the goddess-nymph 'Nike-Terina’ within a wreath of olive. Her hair s rolled up over a
finely-embroidered head-band. Only on some Athentan vases with drawings by the
Achilles painter can you find anything to equal the delicacy and elegance of this head.
This is the work of the same man who engraved the Thurian die, and you are inclined
even to think that 1t is a likeness of the same girl—that the same model ‘sat’ for both
coin-dies, A dangerous assumption; 1t is wiser to suppose that Phrygillos had his own
ideas of young female loveliness and translated them into metal for his and our

delectation.



27b

PHRYGILLOS, at work tn the four cities, made the other dies also for each of the
various coins.

26b. For THURII he made a die with a bull. That animal being the offictal coat-of-
arms; over 1t the name Bovpiwy ‘of the Thurians’; 1n the underspace a fish, and under
the bull’s legs a finch: this 1s a punning signature for the engraver himself whose name,
you remember, means ‘finch’. The letter ¢ appears on the bull’s haunch just below the
root of the tail. There are many other bull-dies by him, on some of which the first letters
of his name, ¢pwv, replace the bird. Bird and fish and bull all seem to fir admirably inro
the pattern of this coin. The same kind of fish 1s going to occur on another coin mn
another city, As for the bull: thar had been the blazon of the ancient city of Sybaris
which had preceded Thur11 long before.

27b. Of all his reverse dies this one cut by Phrygillos for TERINA about 425 B.C. 15 the
best. Nike, whose left wing makes a halo for her face, sits on an overturned vase. Notice

the pgnith modelling of face, neck, breasts and hands. In her right a caduceus, and
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perched on her left forefinger a bird; once again the sign of our ‘Mr. Finch’. The name
‘of the Terinaeans’ 15 engraved 1n front. Bewilderment came to archaeologists in the past
who tried to derive this work from that of the accomplished stone-masons who carved a
parapet for the bastton of Athene-Nike in Athens. If there was any debr it was certainly
the other way. The exquisite seated Nike-Terina, teasing her finch, is in feeling close to
the Muse on Mount Helikon-—she also has a bird near her—upon a white vase by the
famous Achilles painter of Athens. In fact, the Achilles painter and Phrygillos are both
of them men of that generation which may have taught the five or six carvers who
worked at the parapet of the bastion of Athene-Nike in Athens.
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Undeterred by commitments at Thurn and Terina, the brilliant PHRYGILLOS was
ready to undertake various new commussions. He must have delighted in travel, for
he seems to have moved from Thurin and Terina ro Hyele and Leontini within a short space
of time; then to Syracuse, and presently back ro his favourite Thurii, and thence to
Pandosia and Italian Heraklea. After that possibly—though here 1t is more of a guess
he ended his days in the eastern Greek city of Sinope.

28a. His initial, ¢, 1s on a coin made about 425 B.C. for the city of HYELE, sometimes
called ELEA, and famed for the philosophical school of Xenophanes, Parmenides and
Zeno. The delicate girl’s head 1s that of the fountain-nymph ‘Hyele’, meaning ‘motst-
girl’. An ancient commentator on Aristophanes tells that Dionysos was sometimes called
‘Hyes’ or ‘moist-one’. Was the nymph one of his daughters? The grape-vine might
support this view, but it remains a guess.
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29a. Twenty mules to the north-west of Syracuse lay the aity of LEONTINI which for a
bare half-century enjoyed independence from 1ts too-powerful neighbour. Its main coin-
types were a lion's head and the head of Apollo; and in general local engravers with
mediocre talenrs made its dies, though on occasion a fine celator was called 1n. One such
occasion was about 424 B.c. when Phrygillos came straight, you would think, from
Hyele to make an almost perfect head of Apollo. Behind the head 1s an 1vy tendril, like
the grape-vine tendril of the Iraliote comn, and the engraver's inttial ¢. In the year
422 B.C. the city of Leontini became a mere dependency of Syracuse and in consequence
ceased to 1ssue money. Accordingly, the date of this, one of the very latest of its four-
drachma pieces, can be known with some degree of accuracy. It is natural to compare
this Apollo with the famous bronze athlete’s head from Beneventum of the same date.
The latter has the modest demeanour of a mortal; the die by Phrygillos represents the
audacity of a god.
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he work of your very versatile artist- and PHRYGILLOS was such a one—-is always

the most difficult to date. One mighrt class these coins of Velia and Leontini as
earlier than the two of Thurii and Terina ‘Nos. 26 and 27;: but the Thurians are two
dies out of many which he was making there over a period of years, and his earliest
Thurian dies precede any of his others. Meanwhile the coin of Leontint comes near the
close of a sertes which had ended for good 1n 422 B.C., so the margin for dating 15 a
narrow one.
28b. For HYELE he made a die with a lion: crouching, cautious, tail between [egs—a
timid lion. In the underspace 1s an owl for Athene, whose worship 1n Hyele is proved by
later coins. The lion is leonine, and therefore the work of a man who had seen such a
beast, which he could have done in the Balkan penmsula since they were common in

edonia and Thrace. The fact that Phrygillos knew the creature’s appearance may

¥rre thar he was no South Italian by origin, for such men made hons which
bled dilapidated poodles.
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29b. A contrast: this for LEONTINI is not a lion at all. only a leonine thing, for it is
really a waterspout, such as architects put on the eaves of temple-roofs to carry off rain-
water, or such as builders firted to fountains so that fresh water gushed from a lion's
mouth. A lon 1s ‘leon’; a lion-headed spout ‘leontts’, and the coin 15 inscribed ‘Leon-
tinon’, which is taken to mean ‘of the Leontines’. It was usual to surround the lion-spout
with four grains because the city was the centre of a great corn-growing region. Occasion-
ally one gramn was replaced by something else; i this case, when Phrygillos made the
die, by the very same fish which he had engraved upon dies at his headquarters in
Thurn. The fish here points ro Phrygilios as author of this die almost as clearly as does
the ¢ behind Apollo’s head on the main side.
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elebrity, won m south Italy, may have led the Syracusans to mvite PHRYGILLOS.

In any case by abour 416 B.C. he got to Syracuse, and ar least four dies which he
made found favour with the State. Nearly twenty years earlier certain local men had
begun to sign Syracusan coins, and very skilled celators like Euklerdas and Euainetos
had joined them several years before Phrygillos arrived. In a great city much less varia-
tion was permissible than in a small one: on one side of the four-drachma coin there had
1o be the head of a goddess, four dolphins and the name ‘of the Syracusans’. Upon the
other side a four-horse chariot was obligatory. Phrygillos never atrempred the latter, bur
the head-dies which he made were entirely charming.
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30a. You have seen on Queen Demarete’s coin what was expected at Syracuse, and how
important dolphins were. You are going to see a die made by Euainetos (No. 35) a few
years before the arrival of Phrygillos, with lively, sleek, violently muscular dolphins. But
the first dolphins of Phrygillos clearly proclaim him a ‘foreigner’ unaccustomed to their
presentation on a coin-die, for the creatures are softish and do not quite suggest a mecha-
msm of steely muscles under an oily black hide. But the head of the goddess delights.
It 1s individual, as though some girl had been the model. This, however, is not the usual
Artemnis Arethusa. In 415 B.c. Phrygillos and a local colleague, Eumenes, both made
dies to go with the chariot-die by a chird artise, Euthymos, but the two who made the
head-dies both depicted, instead of Artemss, Persephone crowned with an ear of corn, a
poppy-head and an odd leaf. The reason for the brief change to the head of this goddess
escapes us. Below our man writes his name 1n full, @pvyrddos,

31a. On the other dies for four-drachma coms he signs @pv upon the band on the fore-
head of the young goddess—Artemis Arethusa once more-—very like the Nike whom
Phrygillos carved a few years earlier at Terina; and now he has learned how to make
successful dolphins.
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acing chariots should not present too great a problem to a skilled celator, and long

before this, Athenian and Corinthian painters of black-figure vases had managed
them nicely. However, in sSYRACUSE, from the appearance of the very first four-drachma
coin down to about 4335 B.C., slow-moving chariots drtven by long-robed drivers, bearded
or beardless, had been the rule. Then Eumenes started on dies with teams of prancing
animals, and made such a mess of his design that one may think he discouraged Phrygillos
from attempting the unfamiliar, and chariots for the coins with Phrygillan heads were
made by others.

job. First EUTHYMOS: a clever design of four horses rrained in circus-like action, all
eight front-legs raised to paw the air. No mortal, but a winged Agon, god of the Games,
drives them; and Nike flies to crown him. The under-space is abnormally large, for
something special has to go in as well as Evf . . ., the first three letters of the artist’s

30b
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name. You see the monster, Skylla, Guardian of the Straits, trident over her shoulder.
Out of her hips grow monstrous dogs which she 1s egging on to attack a terrified fish,
and this must allude to a reverse sustained 1n 415 B.C. by the Athemans at the hands of
the Syracusans.

31b. EUARCHIDAS set a ditferent goddess in the chariot; Persephone, who holds out in
her right hand a flaming torch. Nike flies to crown her; an ear of corn fills the under-
space. The horses in high action owe much to certain horses by Euainetos which you are
going to see. This 1s a great tour de force, but 1t 1s really an uncomfortable design for one
reason only—the goddess-driver 1s much too big. These chariot dies and others very like
them link up with another contemporary work of art—-a splendid silver bowl in New

York of the very same style and date.
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eople who took as great a pride in their money as did the Syracusans could not fail to
Pshow upon their coins references to their fortunate deliverance in 413 B.C. from the
Athenian menace. Large silver coins had more than sixty years before commemorated a
Syracusan victory over Carthage. Once more large cotns were planned, and designs by
two artists were accepted, but not those made by PHRYGILLOS. The evidence that he
probably submitted a design is a solitary trial-piece or proof, in lcad, the head on which
is in his characteristic manner. He returned to Italy abour 412 B.C. to make more dies
for his old patron-city, Thurii, for Pandosia, a hill-town near Terina, and for the
flourishing city of Heraclea on the gulf of Tarentum. What he had learned 1n Sicily
showed itself in several ways, since an artist learns from both colleagues and competitors.
32a. For PANDOSIA he produced a most attractive facing head of Hera, having doubtless
studied the technique of celators in Sicily who sunk dies with facing heads for Catana
and Camarina. After Phrygillos this facing Hera found imitators 1n more than one Greek-
Iralian city. '
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